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L’IMAGINAIRE ET LA PHILOSOPHIE'

Abstract: The crisis of contemporary images compels us to reconsider their relationship
with philosophy. In this sense, we need an ontology of the imaginary that should determine an
ecology of the contemporary images. Our work is a short voyage to the history of philosophy,
from the perspectives of Bachelard’s poetics, with the purpose of rediscovering those forgotten
structures of the philosophical imaginary.

Key words: imaginary, Plato, Bachelard

«La compréhension d’une
pensée et d’une ceuvre philosophique
ne saurait donc étre épuisée par celle
de ses concepts et de ses énoncés
théoriques, parce qu’elle comporte
dans sa gestation, dans sa mise en
forme, dans ses effets, un imaginal, qui
contribue a la naissance, a la formation
et a I’expression du sens. »
Jean-Jacques Wunenburger,
Philosophie des images

L’année « Gaston Bachelard » qui marque 50 ans de la mort du philosophe
frangais c’est une nouvelle occasion de nous poser des questions sur ’avenir de la
philosophie et de ’imaginaire. Méme si, selon Bachelard, il y a toujours deux versants
de I’esprit qui ne communiquent pas, la rationalité et I’imaginaire, il existe une tendance
de I’esprit aujourd’hui qui nous oblige de repenser son unité. En quoi consiste cette
tendance?

« La poétique » de Platon

En 1938 Gaston Bachelard, professeur a 1’Université Bourgogne de Dijon,
réalisait sa conversion a I’imaginaire en « redécouvrant » les poctes. Deux millénaires et
quatre siécles en auparavant Platon dans son dialogue « La République » banissait le
poete de meme que le sophiste et le tyran. La cité idéale n’avait pas de places pour les
poéetes. L’histoire de la philosophie devient un long parcours d’épuration des images et
des mythes dans le profit d’une rationalité « des idées claires et distinctes », selon le
modele moderne de la science. Gaston Bachelard méme voit dans la naissance et
I’évolution de la science un processus d’épuration des premiéres images. Le passage du
mythos au logos devient obligatoire pour comprendre I’archéologie et 1’évolution des
concepts philosophiques. Mais entre mythos et logos il n’y a pas de continuité ? Depuis
un demi-siccle la plupart des exégétes de 1’histoire de la philosophie considérent que la
modernité est partiellement responsable d’une interprétation trop cartésienne de
I’histoire de la philosophie. De nombreux travaux consacrés aujourd’hui a I’imaginaire
des philosophes grecques nous obligent a une lecture différenciée et complexe de
I’histoire de la philosophie, une lecture qui voit dans le passage du mythos a logos une
discontinuité mais aussi une continuité par laquelle I’imaginaire joue son réle important
dans la «création » philosophique. Considérées souvent des formes inferieures de
discours par certains exégetes de 1’histoire de la philosophie, les mythes sont présents

! Tonel Buse, Université de Craiova, ionelbuse@yahoo.com
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dans les dialogues de Platon : Le mythe de l’dge d’or, Le mythe de la caverne, Le mythe
du Jugement dernier, Le mythe de I’ame, Le mythe de la Chora, Le mythe de I’ Atlantide,
etc. Le dialogue Critias est en entier 1’histoire d’un mythe, le mythe de I’Atlantide
(Buse, 1., 2008 : 23-38).

De la parution du livre d’E. R. Dodds, Les Grecs et ['irrationnel, jusqu’aux
écrits récents sur le mythos de la philosophie, beaucoup de grilles de lecture de la pensée
philosophique ont été obligées de reconsidérer le role de la pensée figurative dans la
construction des concepts philosophiques. Il y a, ¢’est vrai, bien des excés aussi, depuis
Proclus, par exemple, de réduire la pensée platonicienne aux mythes. Notre essai
propose une lecture figurative de la philosophie par I’intermédiaire d’un tiers inclus.
L’exceés de mythologisation et I’exceés de rationalisation ne sont que deux manicres
identitaires d’interprétation. Il y a de philosophes qui mettent I’accent sur le modele
rationaliste d’argumentation, comme Aristote, et des philosophes qui accordent plus de
valeur aux mythes, comme Platon. L’homme dans sa structure ontologique est un étre
rationnel mais aussi un étre poétique. Toute sa création dépend de 1’accent de la
construction créatrice.

Dans ses Poétiques, Bachelard nous fait découvrir le c6té nocturne de ’esprit,
mais aussi une méthode de lecture de la littérature et (pourquoi pas ?) de la philosophie,
ce que Gilbert Durand appelle la mythodologie (Durand, G., 1996). La poétique comme
méthode d’interprétation des textes philosophique peut-étre aussi efficace, c'est-a-dire,
une poétique qui a comme but parmi d’autres d’interpréter certains textes
philosophiques dans la lumicére des images poétiques plus ou moins conscientes des
philosophes qui participent aussi a la construction des idées ou systémes de la pensée.

Les mythes de Platon ne sont pas de simples allégories qui remplacent les
concepts absents, mais des intuitions imaginatives qui font vivre les idées. Les grandes
ontologies ont la tendance de dénoncer les détails et les accidents. Et dans ce sens
I’ontologie de Platon ne fait pas exception. En méme temps le philosophe antique est
obligé de récupérer les images épurées pour reconstruire 1’unité perdue du monde. Un
cogito penseur se méle chez Platon avec un cogito réveur. Le penseur tend a simplifier
le monde par la recherche des conditions d’intelligibilité de I’Universel et le réveur veut
retrouver 1’unité perdue par le processus de recréation du monde par I’intermédiaire de
I’imagination. En ce sens, I’ontologie de Platon peut étre interprétée aussi comme une
« ontologie différentielle », selon une expression de Gaston Bachelard, dans laquelle
les images amortirent « la dialectique de I’étre et du non-étre. L’imagination ne connait
pas le non-étre » (Bachelard, G., 1999: 144). Les images sont les intermédiaires entre le
monde des idées et la réalité sensible, contingente. Ce n’est pas par hasard peut-étre que
la pensée de Platon semble a un mouvement en cercle. Elle commence par le mythe et
se termine en Timée et Critias avec un mythe.

Par le mythe de I’ame Platon essaie d’expliquer en Phédon 1’idée de la
participation des choses aux formes intelligibles. Dans 1’anthropologie platonicienne
I’dme a une double réalité. D’un c6té elle est d’origine intelligible par la descendance
des formes pures et d’autre coté elle est incarnée dans les choses sensibles. Dans le
dialogue Timée I’ame este placée dans la mi-hauteur du corps avec une partie orientée
en bas vers le sensible et avec une autre partie orientée en haut vers 1’intelligible.

La khora - ’image matricielle du réceptacle est peut-étre la notion la plus
controversée de la pensée de Platon. Elle désigne le troisiéme genre entre le modele et la
copie. « Quelle propriété faut-il supposer qu’elle présente naturellement ? La propriété
que voici essentiellement : de tout ce qui est soumis a la génération elle est le
réceptacle, et, pour employer une image, la nourrice » (Platon, 2001 : 147). Dans un
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autre endroit Platon compare le réceptacle avec une mére et le modéle avec un pére. « Il
s’agit d’une espece invisible et dépourvue de figure, qui regoit tout, qui participe a
I’intelligible d’une facon particulierement déconcertante et qui se laisse treés
difficilement saisir... » (Platon, op. cit. :150-151). Cet espace invisible interprété par les
exégetes de Platon dans des diverses maniéres fait la liaison entre 1’intelligible et le
sensible. « Quoique, proprement dit, la khdra ait le sens de lieu habité par un genos, elle
n’est pas un lieu, au sens de position, mais elle est un topos-atopos, une fonction
pareille au mythos, intermédiaire, ici, entre les deux contraires (I’intelligible —
sensible) » (Ionel Buse, op. cit.: 32). Selon Jean-Francois Mattei, «la fonction
liminaire de khdra et des figures mythiques qui lui sont apparentées est d’étre le seuil
qui tient a distance le monde sensible et les archétypes intelligibles » (Mattei, J-F.,
1993 :27).

De méme se passe les choses avec le mythe de I’Atlantide. Méme s’il est
interprété comme mythe politique par Jean-Francois Mattei, 1’ Atlantide platonicienne
peut-étre considérée aussi comme un topos-atopos, triton genos, I’image invisible de la
matrice de la génération des choses par I’union symbolique entre Poséidon et Cleito. En
ce sens, j’ai not¢ que «1’Atlantide est I’image médiatrice entre 1’intelligible et le
sensible, génératrice a priori du sens, pouvant étre envisagée comme eikon, ou comme
intermédiaire, plutot que comme fantasma » (Buse,l., op. cit. : 35).

Kant et le recours a l'imaginaire

L’ontologie implicite d’Emmanuel Kant, par son idéalisme transcendantal qui
met ’accent sur le sujet, accorde un rdle inattendu a 1’imagination comme médiateur
entre I’entendement et la sensibilité dans 1’apparition de la connaissance. Dans le
cartésianisme 1’imagination liée au corps n’avait pas un réle important dans le processus
de la connaissance. Le rationalisme kantien reconsidere le role d’imagination méme si
elle est considérée un moyen de travail de I’entendement 1égislateur. Mais par rapport
avec la sensibilité, considérée une faculté passive, I’imagination productrice est une
faculté active a coté de I’entendement et la raison. L’imagination, 1’entendement et la
raison sont les trois facultés qui participent a 1’apparition de la connaissance par un
processus de synthése. L’ambigiiité ontologique de I’imagination consiste dans le fait
qu’elle est d’une part liée a la sensibilité et d’autre part elle est autonome par rapport
avec celle-ci. Le role de I’imagination est de réaliser la synthése des diversités des
intuitions sensibles, la condition par laquelle les catégories de I’entendement regoivent
une réalité objective. « Cette synthése, écrit Emmanuel Kant, c’est ’effet de
I’entendement sur la sensibilité et la premiére application (et en méme temps le principe
des toutes les autres applications) aux objets de notre intuition. Comme synthése figurée
elle est différente de la synthése de I’entendement qui est produite par I’entendement
sans avoir besoin de I’imagination. Puisque 1’imagination est spontanéité je la nomme
souvent 1’imagination productive et je la distingue de I’imagination reproductive qui
suppose des lois empiriques de 1’association. Elle n’a aucune contribution a
I’explication des possibilités des connaissances a priori et par conséquent elle
n’appartient pas a la philosophie transcendantale, mais a la psychologic » (Kant, E.
1994 : 146). La synthése de I’imagination est une synthesis speciosa. Par celle-la
I’imagination offre a I’entendement des schémas et non pas des images individuelles. 11
ne s’agit pas des images passives, des résidus de la perception, mais des images d’une
activité qui se déroule en fonction du temps. « Ainsi avec Kant I’imagination acquiert
ses titres de noblesse comme mode essentiel de ’activité spirituelle... Connaitre ¢’est
imaginer, c’est-a-dire construire des schémes qui s’insérent dans les réalités pour la
comprendre ou la modifier, faire des esquisses, des sortes de silhouettes qui enserrent

13



toujours davantage 1’objet a connaitre. Le schématisme c’est la pensée entre 1’esprit et le
monde, la médiation méme. On peut le définir ’ensemble des médiations nécessaires
pour faire correspondre a un concept une intuition qui le détermine. Il est la source
profonde de tout ce qui est art et technique » (Lacroix, J., 1998 : 30-31). Le
schématisme a une fonction ambivalente. D’un c6té, il représente le résultat d’une
activité libre de I’imagination et d’autre coté il est soumis aux concepts de
I’entendement. La connaissance ne se forme pas s’il n’existe pas la troisiéme synthése
qui fait communicable la relation entre I’entendement et la sensibilité. « Autrement dit,
écrit Jean-Jacques Wunenburger, ne peut se rapporter a une intuition empirique que s’il
existe déja un pouvoir figuratif a priori, qui prépare et accompagne la subsomption d’un
tel contenu inconnu sous une forme intelligible connue » (Jean-Jacques Wunenburger,J-
J., 1997 : 63).

Méme si pour Kant les schémes représentent une autre chose que les images
sensibles, il les considére comme des résultats de 1’imagination et non pas de
I’entendement. En ce sens, le philosophe allemand reconnait implicitement que pour
établir une liaison entre la sensibilit¢é et I’entendement a besoin d’ « imaginer »
P’existence d’un médiateur. Il ne fait pas une démonstration « scientifique » pour
montrer I’existence effective de ce médiateur. Il le suppose par une construction figurée.
Son systeme d’explication se fonde sur des suppositions qui ne sont autre chose que le
résultat de sa pensée figurative. Sa construction philosophique est aussi I’expression de
sa pensée analogique subjacente. La pensée spéculative n’est qu’une redéfinition
permanente des concepts et une approximation des idées dans les constructions
métaphysiques de nature ontologique ou gnoséologique en fonction d’un contexte
historique. C’est le principal motif pour lequel ces constructions sont considérées
souvent des onto-théologies, mais des onto-théologies qui supposent une contribution
implicite de la pensée figurative - ’imagination. L’ « Analytique transcendantale » c’est
une analytique des facultés, mais aussi une construction imaginative qui a comme point
de départ des suppositions figuratives. La Critique de la raison pure est une analyse des
facultés de la connaissance et une critique de 1'usage illégitime de la raison, de ses
illusions spéculatives ou les faux problémes concernant le Dieu, I’ame, le monde, un
essai échoué de reconstruire la philosophie selon le modéle des sciences pures. D’un
coté il y a des illusions spéculatives de la raison, d’autre coté des intéréts objectifs de la
raison d’ordonner et d’harmoniser les connaissances produites sous la lumiére
1égislatrice des catégories a priori de ’entendement. Mais la supposition d’harmoniser
et d’ordonner la connaissance objective est elle-méme une construction figurée.

Si dans sa Critique de la raison pure, I’'imagination a son importance dans la
formation de la connaissance objective dans 1’Anthropologie du point de vue
pragmatique, Emmanuel Kant ne s’occupe plus de conditions transcendantales de
I’apparition de la connaissance, mais de manifestations concrétes de 1’imagination dans
la vie. En ce sens, I’imagination abandonne ici les impératives de 1’objectivité dans la
faveur d’un état de liberté de la création. Dans la Critique de la faculté de jugement, le
philosophe allemand considére que la facult¢é d’imaginer nous offre une vision
esthétique du monde. L’originalité de I’imagination consiste moins dans sa spontanéité
du point de vue logique, comme dans le cas de I’apparition de la connaissance, mais
surtout dans sa liberté d’avoir une vision poétique de 1’existence.

En guise de conclusion

Au dela des visions différentes des philosophes sur I’importance de
I’imagination dans la formation de la connaissance et au-dela de tous les exces
d’interprétation qui nient son rdle dans la structure de la pensée ou qui amplifient ses
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qualités ontologiques, il y a toujours une constante de la préoccupation de la
philosophie concernant 1’esprit figuratif de 1’étre humain. L’invasion des images dans le
monde contemporain par ’intermédiaire de la télévision, de I’internet, de la téléphonie
etc. nous oblige a reconsidérer ses relations avec une philosophie qui a pour le but de
traverser les crises provoquées d’une rationalité¢ identitaire. En ce sens, 1’ontologie
différentielle proposée par Bachelard, en partant de ses Poétiques, nous semble
intéressante du point de vue de la construction d’une écologie et une pédagogie des
images. La redécouverte de I’imaginaire, ou de I’imaginal selon I’expression de H.
Corbin, méme dans les écrits des grands penseurs peut orienter nos recherches vers une
philosophie subversive qui ne construise pas des systémes abstraits de la pensée, mais
qui déconstruise des formes identitaires de la rationalité ayant pour but I’unité poétique
originelle de ’esprit.
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LES HYPOSTASES DE LA TOPONYMISATION EN ROUMAIN'

Abstract: By studying the complex process of toponyms-making, i.e. the gradual
transformation of names (or, as the case may be, of anthroponyms) into proper toponyms, the
author identifies the main aspects that may characterize a name undergoing this process: the
naming conversion of the toponymic name, the inter-naming conversion (anthroponym turned
into toponym without any specific formal modifications), the inter-toponymic conversion (the
transfer from one toponymic name to another), the lexico-grammatical tools (modifiers or
possessive adjectives), the lexico-semantic naming compressing, the toponymic derivation, the
preservation of the toponyms coming from Latin or the substratum, the borrowing of toponyms
from other languages, the heteroglot doubling of Romanian toponyms making (multiple
toponyms), the reverse of the process of toponyms-making (losing the statute of proper name).
The picture of these aspects represents the genetic taxonomy of toponyms, which largely includes
the typological and socio-geographical classification, as well as the stratification of Romanian
toponyms.

Keywords: naming conversion, toponyms-making process, trans-naming.

Le statut linguistique des noms propres a ¢été saisi, et surtout théorisé
relativement récemment, se trouvant encore au centre de I’intérét scientifique dans la
perspective de ses diverses facettes et implications.

Pendant une longue période, la recherche concernant les noms propres a été
réalisée a 1’aide des méthodes utilisées pour le lexique général, les particularités de cette
catégorie distincte de mots étant minimisées, bien qu’ils soient consacrés comme tels
dans les grammaires, mais différenciés, formellement et sémantiquement, cependant de
fagon insuffisante sur la base des particularités manifestées dans le systeme et le
fonctionnement de la langue. Les derniéres décennies ont marqué I’intensification des
préoccupations théoriques et méthodologiques pour 1’étude des noms propres, sur le
fond de I’extension et de ’approfondissement du phénoméne linguistique en général,
mais aussi sous la pression des besoins pratiques. Nous pensons, par exemple, dans le
cas de I’onomastique roumaine, a I’ample campagne de collecte, sur le terrain et dans
les archives, du matériel toponymique et anthroponymique en vue de sa présentation
dans une forme lexicographique moderne, complexe, rigoureuse. L’analyse de ce riche
matériel, presque exhaustif a certains égards, a impos¢ aux linguistes impliqués une
vision profonde, adéquate aux spécificités concernant la constitution et le
fonctionnement des noms propres comme des unités distinctes, mais surtout comme des
sous-ensembles distincts dans le cadre du systéme général de la langue.

Les aspects qui ont bénéficié des recherches attentives et illustratives ont été
surtout le sens des noms propres, leur classification de plusieurs points de vue, leur
organisation dans des structures spécifiques, leurs particularités grammaticales,
I’approche lexicographique et étymologique.

Durant les derni¢res années, le concept qui concentre [’attention des
onomasticiens, en se constituant dans un vrai pivot de la linguistique du nom propre,
c’est 'onymisation, a laquelle se rapporte directement ou indirectement la plupart des
démarches scientifiques modernes dans ce domaine. Ce phénoméne complexe,
interdisciplinaire, vise la description et I’analyse multicritére de la séparation des mots
communs et des noms propres et, surtout, de la dynamique du flux des deux
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« territoires » composants du vocabulaire, trouvés dans un processus continu
d’échanges, d’emprunts, d’influences, d’adaptations, etc.

L’onymisation peut étre définie simplement comme « la transformation du nom
commun en nom propre », autrement dit, la mutation de I'unité linguistique respective
du plan des dénominations linguistiques communes, généralisantes, dans le plan des
dénominations propres, individualisantes. Rapportée aux noms de lieux, ou elle a les
formes de manifestation les plus complexes, 1’onymisation est connue comme
toponymisation et elle constitue 1’objet central de préoccupation de beaucoup de
chercheurs de la toponymie. Par rapport a la recherche traditionnelle de 1’étymologie
des noms de lieux, limitée le plus souvent a la découverte de 1’étymon duquel provient
le toponyme et de la langue a laquelle cet étymon appartient, la toponymisation élargit
I’étude sur le processus progressif de la naissance, de la consolidation, de 1’évolution
des toponymes, qui est marqué souvent par des « chaines » de transformations et de
fluctuations entre différentes identités appellatives et onymiques. Les stades et les
formes d’onymisation des toponymes représentent les hypostases de la toponymisation,
et leur identification et leur analyse conduisent a la configuration de 1’identité de
profondeur de cette catégorie spécifique d’unités lexicales.

On préfere le terme hypostase, utilisé par d’autres toponymistes aussi, pas
toujours avec le méme sens, a d’autres termes possibles (degré, niveau, étape, forme),
car les noms de lieux ne parcourent pas tous, dans le méme ordre et de la méme
maniére, les tranches respectives, la gradualité de I’onymisation n’étant pas tout le
temps marquée de manicre similaire et parfois n’étant pas identifiée trés précisément.
Une tendance évolutive, du simple au complexe, de la qualité des noms propres est
certaine, et elle peut étre suivie dans toutes les hypostases décrites qu’on essaie
d’échelonner dans ce sens. Principalement, il s’agit de quelques jalons qui marquent la
permanente transformation des unités visées en noms propres: le détachement du
systtme de provenance (appellatif, d’habitude), la consolidation de la fonction
d’individualisation par la démotivation progressive, le renforcement du statut de nom
propre de lieu par son intégration dans le systéme onymique. Les formes et les
modalités d’avancement parmi ces jalons sont diversifiées, difficiles a classifier et a
subsumer aux tranches marquées par ces jalons. C’est pourquoi on a préféré décrire les
principales hypostases sans les situer explicitement dans une tranche ou dans 1’autre,
méme si certaines caractéristiques dominantes peuvent le suggérer. D’autre part, le
cantonnement dans une étape de ’onymisation affecterait la vision dynamique,
processive du phénomeéne, que 1’on considére comme importante, parce qu’elle ne
limite pas la perspective, mais elle I’ouvre tant a la genése qu’au résultat. On suit par
conséquent, dans la méme mesure, les hypostases de la toponymisation et la mise en
hypostase toponymique, 1’évolution progressive vers le nom propre de lieu
fonctionnellement optimal.

1. La conversion onymisante de I’appellatif (en nom de lieu), sans
modifications formelles spécifiques représente la forme primaire de la toponymisation,
pouvant étre considérée de certains points de vue, comme définitoire ou, employant un
terme « a la mode », prototypique. Puisqu’on a décrit largement cette hypostase dans
une étude antérieure distincte, on va la présenter ici synthétiquement. Le mot entré dans
le processus de la conversion onymisante fonctionne pour une période, plus ou moins
longue, tant comme appellatif que comme toponyme, étant, comme on I’a dit, appellatif
a fonction toponymique. Dans cette étape, difficile a situer dans le temps, 1’onymisation
est provisoire, « doublant » la signification. L’hypostase est fréquemment rencontrée
dans la toponymie mineure, et le critére de sélection du repére topique d’identification
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est représenté, d’habitude, par la relevance naturelle et sociale, mais aussi par la force
descriptive du mot qui désigne ce repére et qui est, le plus souvent, un terme
géographique populaire ou entopyque, comme les toponymistes 1’appellent. Ces mots
dénomment, d’habitude : des formes de relief, des eaux courantes ou stagnantes, de la
flore, de la faune, des objets d’intérét social et économique, etc. Par exemple: Albia,
Alunu, Balta, Basica, Boldu, Buduroiu, Bdrdcina, Viezuri, Bostanele, Colnicu,
Rascruci, etc. Certains de ces appellatifs originaires ne sont plus connus dans le patois,
étant identifiés par des sources lexicographiques (v. Le dictionnaire d’entopyques, en
deux volumes) ou dans les documents. On peut les considérer, par conséquent, comme
consolidés du point de vue onymique par démotivation, suite a la disparition de
I’entopyque originaire de la langue. Par exemple: Agest, Baba, Barburu, Bechet, Bent,
Beuca, Bica, Bobu, Bord, Borcos, Bucin, Buiocu, Bunaru, Buta, Bucium.

Certains mots communs dérivés deviennent toponymes, par conversion, au
niveau appellatif (avant, donc, de devenir des noms propres), a partir des entopyques
primaires avec suffixes diminutifs ou collectifs, ou bien a partir des anthroponymes
(noms de groupes humains formés par la déonymisation d’un nom d’une personne
importante dans la communauté respective) : Aninelu, Baltita, Bujorelu, Afinet, Alunis,
Baltarie, Alexeni, Albulani, Andrasoi, Bricegari, etc. Ces appellatifs passés déja par un
ou plusieurs « marquages » formels et sémantiques, regoivent, pendant ce processus,
une proéminence de plus, comme repéres et comme formes linguistiques, ce qui les rend
propices & I’onymisation.

On précise que dans beaucoup de cas apparemment identiques on doit faire la
distinction a 1’aide d’une analyse rigoureuse, entre les noms toponymisés par
conversion et ceux par dérivation, la transonymisation, condensation sémantique
onymisante, etc. (v. les hypostases décrites ci-dessous). Les critéres que ’on doit
considérer dans ces analyses différent d’une catégorie a ’autre et d’un cas a l’autre,
mais ils ne seront pas présentés dans cette synthése. Certains cas de conversion
onymisante peuvent étre encadrés du point de vue sémantique dans la catégorie de la
figure nommée synecdoque, car la relation entre le référent dénommé par 1’appellatif et
celui dénommé par le toponyme homonyme est la relation de tout a partie (plus
exactement, surface environnante pour un point de son intérieur) : Adapdatoare, Balaur,
Bordei, Buduroi, Butuc, Buturd, Punte, Tarnitd, etc.).

2. La conversion interonymique représente le passage d’un anthroponyme
sans modifications formelles spécifiques au statut de toponyme par ’association avec
un référent topique, trouvé dans une certaine relation avec la personne qui porte le nom
respectif (propriété, mitoyenneté, événement mémorable, etc.). C’est une forme de la
transonymisation, par laquelle la fonction d’individualisation que le nom respectif
remplit passe sur le lieu dénommé, gardant pour une certaine période aussi, bien sir, la
fonction d’individualisation de la personne. Pendant cette période, le nom respectif peut
étre considéré comme un anthroponyme a fonction toponymique. Par la disparition de la
personne, l’individualisation topique devient dominante ou méme exclusive, la
toponymisation se consolidant de soi. Ainsi, la genése des toponymes tels que Albota,
Arnautu, Andreana, Baranu, Doabra, Fdciuleasca, Baranca, Stoineasa, a été réalisée
par un transfert intraonymique, la fonction d’individualisation étant transposée du plan
social au plan géographique, de la personne au topique. De la méme maniére, les
toponymes encadrés dans cette hypostase peuvent étre confondus avec d’autres
hypostases (la conversion onymisante d’appellatifs, la condensation sémantique
onymisante, etc.), la dissociation étant réalisable pour chaque cas par une analyse
spécifique.
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3. La conversion intertoponymique signifie I’extension d’un toponyme sur un
autre référent que celui individualisé initialement par une sorte de métonymie sui
generis (les deux référents topiques sont joints, subordonnés géographiquement), sans
modifications formelles spécifiques. Les cas sont nombreux, [’explication étant, d’une
part, I’individualisation par l’association spatiale et, d’autre part, ’économie et la
concentration du systétme des noms de la région toponymique respective. Les plus
nombreux transferts ont été identifiés parmi les noms de villages et d’eaux, qui
constituent, en fait, les catégories toponymiques majeures de tout territoire. Ainsi, des
noms tels que: Fagoaia, Ferigoaia, Bucov, Cernavoda, Ciorogdrla, Balta, Bahna,
Bistrita, etc. ont été transférés des eaux aux villages, alors que Maldiesti, Bradesti,
Corbeni, Otasau, Ohaba, Sarbi, Crisan, etc. ont été transférés des villages aux eaux.
Les spécialistes circonscrivent ces situations a un phénoméne plus large, la
transonymisation, qui englobe aussi la conversion interonymique, présentée
antérieurement comme hypostase distincte. Ce qui souléve des problémes assez
difficiles c’est d’établir lequel des deux toponymes identiques formellement est celui
d’origine et lequel est celui résulté du transfert. Les situations concrétes peuvent étre,
parfois, subsumées avec difficulté & I'une de ces deux catégories faciles a confondre,
une analyse rigoureuse et nuancée s’imposant dans ce cas. Gheorghe Bolocan a réalisé,
dans son introduction au DTRO 1, une ample étude concernant ce probléme.

4. La combinaison avec des marques particularisantes lexico -
grammaticales représente un moyen que la langue utilise pour restreindre la sphére
sémantique d’un mot, y compris le cas d’un mot commun, ayant donc, par sa spécificité,
un sens généralisateur (dénommant une classe d’objets identiques). Parmi les marques
particularisantes lexico -grammaticales décrites par la Nouvelle Grammaire de
I’Académie, sont utilisés avec fonction toponymisatrice les modificateurs et les
possesseurs (par certains de leurs types de réalisation). Les uns comme les autres
constituent, avec le centre de la formation toponymique, un nom de lieu composé ou,
d’aprés d’autres spécialistes, analytique, c’est-a-dire formé de plusieurs mots. La
constitution de cette formule peut étre réalisée au moment de la toponymisation initiale
(primaire), par une conversion lexico-grammaticale sui generis, ou bien ultérieurement
a la toponymisation initiale, comme modalit¢ de consolidation (intensification) de
I’individualisation accomplie par le toponyme originaire, formé d’un seul mot, qui
devient le centre du syntagme nominal toponymique. L appartenance d’un mot composé
a I'une ou l'autre des sous-catégories peut résulter aprés une analyse spécifique,
corroborée avec l’examen du statut des termes des formants qui constituent la
formation en discussion. Les modificateurs, conformément a la GBLR, « ont le rdle de
restreindre ’extension (la classe de référents) du nom » et peuvent étre réalisés, parmi
d’autres, par un groupe adjectival, prépositionnel ou adverbial. Exemples de formations
toponymiques qui contiennent des modificateurs particularisants : Parcu Argetoianu,
Cotu Bibescu, Ostrovu Golea, Crdangu cu Moara, Zavoiu da Anini, Via de Model,
Gradina di la Balta. Rapa, Rosie, Mdcesu de jos, Mdcesu de Sus, Bolintinu din Deal,
Bolintinu din Vale. La particularisation est obtenue dans ces formations par
I’identification du topique a la base de la relation avec des personnes, des objets, des
traits auxquels les modificateurs renvoient directement ou indirectement.

Les possesseurs « restreignent », a leur tour, I’extension du nom par la mise en
place d’une relation de possession avec un terme indiquant 1’objet possédé et ils se
réalisent premiérement par un groupe nominal avec le centre nominal en génitif. Ils sont
identifiables dans les formules toponymiques périphrastiques telles Hanu Despinii,
Dealu Boazgai. Pestera Muierii, Piscu Neamtului, Bardca lu Ivan, Coasta lu Fasuifd,
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Teiu Udroilor, Calea Andriestilor, Fantana Pisculungenilor, etc. La relation sémantique
d’ou part la formation toponymisante ne contient pas, en fait, toujours I’idée de
possession, mais des nuances corrélées avec cette idée, telles que I’appartenance (a une
localité, a un espace géographique plus large, a fonction englobante), le voisinage (par
une figure de type métonymie). Reste discutable I’encadrement des modificateurs tels
Padurea Gigartu, Mosia Livezeanu dans la classe des modificateurs ou dans celle des
possesseurs, parce que la relation sémantique qu’ils expriment peut étre subsumée aux
deux catégories. La consolidation (1’intensification) de la fonction d’individualisation a
’aide des éléments particularisants se réalise d’une part, par la diminution de la sphéere
sémantique a laquelle le toponyme fait référence, et d’autre part par le rapport a d’autres
formations analogues (construites en séries, selon le méme modele), c’est-a-dire par la
contribution du systéme (du champ, du complexe) toponymique auquel elles sont
attachées, a Dintégration du nom respectif dans la séric des repéres topiques
individualisants. La superposition ou I’intersection des deux facteurs a déterminé
I’apparition des formations qui, analysées sans avoir tenu compte de la spécificité
sémantique et structurale des toponymes, créent I’impression de tautologies
toponymiques, comme on les a appelées (Balta Jezerului, Apa Hududoiului, Dorumu
Colnicului, Dealu Piscului, Balta Lacului, Balta Ochiului, Coasta Cucii, Garla
Galdaului), ou d’assemblages illogiques, dans la perspective de la langue commune
(Valea lu Scaun, Cioaca lu Gargalie, Valceaua cu loana, Vilceaua cu Patru).

5. La condensation lexico-sémantique onymisante résulte de ’intersection de
la conversion et de la combinaison avec les particularisants lexico-grammaticaux.
Exemples de toponymes apparus par la condensation lexico-sémantique onymisante:
Larga, Scurta, Adanca, Stramba, Rogia, Saratu, Borborosu, Vechea, Manosu,
Leordoasa, Romdneasca. La structure dans laquelle ces toponymes fonctionnent est
simple, monomembre, mais en subsidiaire, elle est supposée ou elle a méme fonctionné
pour une certaine période comme formation composée dont le terme a fonction
toponymique en question faisait partie. Celui-ci accomplissait dans la formation
respective le role de particularisant, reprenant dans le temps la fonction dénotative
accomplie par ’ancienne « téte » ou « centre » du groupe nominal, en la condensant
dans sa propre valence individualisante. Ainsi, Valea Larga > Larga, Tarlaua Scurta >
Scurta, Apa Rosie > Rosia, Balta Sarata > Sarata, etc. De cette maniére, le toponyme
résulté par condensation cumule la force de la description de 1’appellatif originaire,
«retiré » de la formule, mais présumé mentalement, en entendant le noyau resté en
fonction, et ’effet de I’individualisation par le particularisant rest¢é comme terme
unique. Dans des cas individuels, les dénotateurs initiaux sur lesquels ’individualisation
a été « greffée », en quittant ensuite la formation, peuvent étre identifiés ou reconstitués
avec précision, peut-&tre par la nécessité d’entrer dans la série des noms monomembres
du complexe toponymique intégrateur.

6. La dérivation toponymique désigne le procédé par lequel, a partir d’un
toponyme existant se forme, par 1’adjonction d’un suffixe, un nouveau toponyme, qui
individualise, d’habitude, un topique trouvé en relation de rapprochement, de
subordination, d’appartenance, etc. avec le topique désigné par le toponyme-base. Les
critéres nécessaires pour I’encadrement d’un nom dans cette hypostase, qui appartient
au phénomeéne de toponymisation en chaine, concernent la situation tant du terme de
départ (la base de dérivation) que du terme résulté (le dérivé nouveau formé) au niveau
toponymique. Ces toponymes sont comparables, formellement et sémantiquement, avec
les diminutifs du plan de la langue commune: Dumbravita, Balsita, Craiovita,
Stupineaua, Gilortelu, Lotrisoru, Plenicioara, Ruginosica, Amardzuia, Plostinuta,
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Ardanusu. 11 y a une diversité de toponymes analysables de la perspective dérivative
(dans le sens que cette existence d’une base lexicale et d’un suffixe ajouté a celle-ci sont
évidents), qui ne peuvent pas étre considérés comme des dérivés toponymiques, quelle
que soit la base, appellative ou anthroponymique (hétre> Faget, Jean> Ionescu >
Ionesti, etc.). La plus difficile a opérer c’est la différenciation des diminutifs réalisés au
niveau appellatif de ceux réalisés au niveau toponymique, a partir d’anciennes bases
appellatives ou anthroponymiques, mais toponymisées antérieurement a la dérivation:
Stejerel, Valuta, Cernica (du nom de I’ancien propriétaire), Buzica, Baita, Ponordlu,
Maluselu, Plaisoru, Albioara, Frumugica, Lazutu, Bdsicuta, Pragusu, etc. Ceux-ci
peuvent étre plutdt des dérivés appellatifs, surtout s’il n’y a pas de preuves
documentaires concernant I’existence antérieure du toponyme-base dans
I’environnement.

7. La conservation des toponymisations héritées du latin ou du substrat, et
leur intégration dans le systéme des noms de lieux de la langue roumaine. La
spécificité de I’évolution historique du peuple roumain a fait que ces noms soient assez
peu nombreux et incertains pour ce qui est de leur origine. Ils constituent cependant une
partie de I’ensemble toponymique roumain, surtout grace au fait qu’ils se sont créés, en
général, des successeurs onomastiques et lexicaux communs en roumain, constitués
dans des familles riches et diverses: Olt, Oltet, Oltisor, Olteana, Olteanca, Olteanca
Mare, Olteanu, Oltecioru, Oltenas, Oltenesti, Olteni, Oltenia, Oltenii de Jos, Oltenii de
Sus, Oltetani, Oltetu de Jos, Oltetu de Sus, Oltetu Sec, Oltetu Vechi, Oltisor Curgator,
Oltoaia, Oltu Curgator, Oltu de jos, Oltu de Sus, Oltu de Mijloc, Oltu Mare, Oltu Mic,
Oltu Rupt, Oltu Vechi, Valea Oltului, Piatra — Olt, Draganesti Olt, Dealu Olteanului,
Cdampia Olteniei, Defileul Oltului, Valea Oltetului, Valea Oltului, Cheile Oltetului,
Dealu Oltetului, Baraolt. Certains amateurs de toponymes incluent dans la catégorie des
toponymes hérités les noms de lieux formés des appellatifs gardés du substrat (sapins,
blaireaux), ne négligeant pas le fait que la toponymisation de ces appellatifs a eu lieu sur
le terrain de la langue roumaine. L’algorithme étymologique nécessaire pour
I’identification de ces noms est spécifique et il nécessite une instruction linguistique
spéciale.

8. La reprise (’emprunt) de toponymisations qui se sont réalisées dans les
langues des populations étrangéres avec lesquelles le peuple roumain a cohabité pendant
longtemps (les Petchenégues, les Coumans, les Slaves, les Hongrois, les Turcs, les
Grecs, les Allemands, etc.), et leur intégration dans I’onomastique roumaine (adaptation
phonétique, encadrement morphologique, typologie toponymique). Exemples: Bistrita,
Cernavoda, Dambovita, lalomita, Milcov, Prahova, Putna, Snagov, Suceava (anciennes
slaves), Bahlui, Calmatui, Caracal, Covurlui, Teleorman, Vaslui (turques), Adjud, Aiud,
Beius, Captalan, Geoagiu, Hasmas, Hideg, Sebes, Trotus (hongroises), Bungard,
Ghimbav, Selimbar (allemandes), Bozovici, Oravita, Grivita, Sadova, Toplita, Cacica,
Golovita, Zahorna, (néoslaves), Agigea, Babadag, Caraorman, Murighiol (turques),
etc. La difficulté principale concernant le classement des toponymes empruntés a
d’autres langues réside dans la confusion qui peut se réaliser entre les noms pris comme
des toponymes créés dans la langue respective a partir des appellatifs ayant été eux aussi
empruntés par le roumain et devenus, a l’'intérieur du systéme roumain, des noms
propres (Slatina, Predeal, Prihodiste).

9. Le doublement hétéroglotte de toponymes qui désignent donc, dans des
langues différentes, le méme topique. Les spécialistes ont nommé ces situations des
toponymes multiples et ils les ont identifiées dans tous les espaces ou des populations
parlant de langues différentes ont cohabité ou se sont succédé. Les rapports entre ces
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toponymes multiples sont divers: des noms roumains transposés phonétiquement dans
d’autres langues (roum. Cdprioara > hongr. Kapprevar, roum. Crdciunel > hongr.
Karacsonfalva, roum. Moldova > stb. Mudava, roum. Rogoz > ucr. Rogozna, roum.
Culauti > allem. Kallowte), des noms d’autres langues transposés phonétiquement en
roumain (hongr. Vargyas > roum. Varghis, hongr. Kapolna > roum. Capdlna, ucr.
Fratovzi > roum. Fratauti, allem. Weisskirch > roum. Viscri, allem. Rotbach > roum.
Rotbav, scr. Rasava > roum. Rdsaua), la correspondance d’éléments dérivatifs ou de
composition (hongr. Féldvar — roum. Feldioara, roum. Bucureni — hongr. Bokorfalva,
ucr. Komarivtzi — roum. Comdresti, roum. Rdsnov — allem. Rosenau, roum. Albesti —
hongr. Feribaza - allem. Weisskirch), des noms traduits (roum. Valea Seaca — sl.
Sohodol, roum. Rau Barbat — hongr. Barbatviz, sl. Balgrad — roum. Alba Iulia — hongr.
Gyula Fehervar — allem. Weissburg Stuhl, roum. Cernavoda — tc. Karasu), des noms
indépendants (roum. Brasov — allem. Kronstadt, roum. Teliu — allem. Kreuzburg, roum.
Pischia — hongr. Hidasliget, allem. Bruckenau), des traductions erronées (hongr.
Csikszereda « milieu du Ciuc » — roum. Miercurea Ciuc’, hongr. Sebeshely — « zone du
Sebes » — roum. Sebegel’, hongr. Apahida « pont du pére » — roum. Apa Hadd’).

10. La détoponymisation, c’est-a-dire la perte du statut de toponyme est, en
fait, une hypostase négative de la toponymisation, dont elle traverse le parcours, de
manicre générale, en sens inverse, du nom de lieu a I’appellatif ou a un autre type de
nom propre, d’habitude anthroponyme.

Les formes qui subissent la détoponymisation sont, en grande partie, les
mémes que celles par lesquelles on a réalisé la toponymisation, premiérement la
conversion, basée sur la figure sémantique nommée antonomase (il a trouvé son bacdu,
il s’est faché dunare, Sadoveanu est le ceahliu de la littérature roumaine, les aiud des
combattants anticommunistes, un morceau de penteleu, un verre de cotnari, de
hategana, etc.), et la dérivation avec des suffixes catégoriels possessifs locaux,
d’appartenance, etc. (bucurestean, moldovenesc, morenar, mangaliot, Craioveanu,
Craiovescu, leenaru4). Comme on peut déduire, nous 1’espérons, du titre, dans cette
étape de la démarche on s’est concentré sur [’identification, la définition et
I’exemplification des principales hypostases de la toponymisation. La description et
I’analyse de chaque hypostase, la présentation des difficultés de 1’encadrement de
certaines situations dans 1’une ou dans ’autre hypostase, la diversité des cas inclus dans
la méme hypostase, les corrélations et les distinctions entre les hypostases, etc.
nécessitent une démarche beaucoup plus approfondie et détaillée. On a réalisé,
distinctement, une telle approche concernant I’'une de ces hypostases (la conversion
onymisante de ’appellatif), que 1’on doit, d’ailleurs, compléter avec des aspects
identifiés ultérieurement. Il suit, nécessairement, la recherche de la méme maniére de
toutes les autres hypostases.

La discussion concernant les hypostases de la toponymisation acquiert des
niveaux supérieurs de complexité et de difficulté si on prend en compte la perspective
des noms isolés jusqu’a I’ensemble toponymique (champ toponymique local, systéme
toponymique zonal ou général, etc.), ou surviennent les phénoménes des séries
toponymiques, des analogies structurales, des formules et des spectres identifiables dans
la masse des toponymes. On mentionne seulement quelques situations apparues aprés

! Au lieu de « Mijlocul Ciucului », qui aurait été la traduction correcte.

2 Signifiant « Le petit Sebes ».

3 Signifiant « L’eau laide ».

4 Habitant de Bucarest, de Moldavie, de Moreni, de Mangalia, de Craiova, de Valeni.
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une analyse minimale des ensembles toponymiques, et qui nécessitent une approche
distincte : les homonymies toponymiques (noms identiques des lieux différents,
trouvés dans le méme horizon spatial local ou a distance), les polynomies
toponymiques (topiques qui portent, successivement ou simultanément, des noms
différents), les tautologies toponymiques (formations comprenant des termes joints
qui, non différenciés fonctionnellement, paraissent répéter de facon redondante un
certain sens), les chaines et les arbres urbanonymiques (noms de lieux des villes, les
urbanonymes se détachent des autres toponymes par de nombreuses intersections,
superpositions, successions, résultats du dynamisme des habitats respectifs), les
polarisations (la concentration des toponymes d’une aire autour des noms
« dominants »), etc. Le méme toponyme peut étre retrouvé dans plusieurs hypostases,
d’habitude successives, car la toponymisation peut étre regardée comme un moment de
«saut » d’un statut a ’autre, mais aussi comme un processus d’ajout permanent,
d’optimisation, de consolidation progressive du nom propre comme ¢lément
linguistique individualisant par excellence. Tout comme dans le cas des étymologies, il
peut y avoir existé des situations de toponymisation multiple, avec référence au méme
topique ou a des topiques différents.

Le tableau des hypostases de la toponymisation décrite dans la présente étude
peut étre considéré comme une classification génétique des toponymes, une taxonomie
complexe, qui interfére avec la classification typologique et avec celle
sociogéographique, dont on s’est occupé dans une autre étude, ou qui les englobe dans
une grande mesure, car elle a une perspective multicritére. Comme toute classification,
elle met en évidence surtout les cas prototypiques, résultant que I’analyse détaillée et
approfondie de chaque catégorie reléve la diversité des formes et des situations
concretes. L’intersection des taxonomies (en fonction de I’origine, de la structure, de la
catégorie sociogéographique du topique, de la sphére lexicale de provenance, etc.) peut
relever des tendances, des préférences, des dominantes génétiques de 1’une ou de 1’autre
des classes ou sous-classes des hiérarchies taxonomiques respectives, ainsi que de celles
de I’aire géographique dans laquelle se trouve 1’ensemble toponymique visé (montagne,
colline, plaine, delta, localité rurale ou urbaine, etc.), ou de la couche historique dans
laquelle il s’encadre. La classification génétique basée sur la mise en hypostase de la
toponymisation offre ainsi I’image la plus compléte sur I’ensemble toponymique, et le
rapprochement des noms de lieux de la perspective de la toponymisation devient une
véritable plaque tournante de la recherche toponymique synchronique et diachronique.
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L’EVOLUTION SEMANTIQUE DES MOTS'

Abstract : Language, as any dinamic system, continuously adapts to the communicative
needs of speakers, needs which depend on the extralinguistic reality. Vocabulary, the segment
which is influenced, in the highest degree, by the changes in the society, permanently selects its
elements: receives influences from other languages, gives up words which no longer reflect actual
notions, changes the meaning of certain words etc. Our paper deals with the last mentioned
aspect, giving examples of terms which, during their existence in language, added new meaning
to the original one or completely changed it.

Key words: semantics, polysemy, extralinguistic reality, etymon, connotation.

Les causes des changements de sens des mots sont nombreuses. Beaucoup de
modifications sémantiques s’expliquent par la polysémie, la synonymie ou par 1’emploi
de procédés lexico-grammaticaux tels que la métaphore, 1’hyperbole, la métonymie, la
synecdoque. D’autres s’expliquent par le rapprochement formel d’autres mots par
étymologie populaire (mutuellement = a ['insu de), ou au contraire, par
I’hyperurbanisation ( chétif = fréle), par la perte du lien avec la famille de mots dont ils
proviennent (sl. bez [sans] + zakonge [loi] > roum. bazaconie [ineptie]). Certains mots
passent du langage technique dans le langage commun et inversement : apéritif, terme
médical ayant le sens [qui ouvre les pores du corps et provoque des sécrétions] est
utilisé aujourd’hui avec le sens de [boisson ou hors d’ceuvre servis avant le repas, pour
ouvrir 1’appétit] ; le mot commun puissance, ayant le sens de [propriété de pouvoir faire
quelque chose], passe dans le langage technico-scientifique avec le sens de [travail
mécanique effectué ou recu pendant une unité de temps].

Il s’agit dans ces situations d’une évolution sémantique en général, déterminée
par des causes linguistiques, phénoméne rencontré dans presque toutes les langues.
Mais beaucoup de changements de sens ne peuvent étre expliqués sans rapport a la
réalité extralinguistique, a savoir sous 1’aspect de la relation du contenu du mot avec
I’histoire de la société. Tous les mots ont leur « histoire », et le devoir du linguiste est
de constater « les événements qui interviennent pendant I’existence dans la langue des
mots et expressions » (A. Dragomirescu et N. Alexandru, 2011: p. 11), c’est-a-dire de
les « surprendre pendant des épisodes différents de leur vie : tout de suite aprés leur
entrée dans la langue, lorsqu’ils sont regus avec suspicion par les linguistes, mais avec
beaucoup d’ouverture par le public large, au moment ou ils changent leurs sens ou leurs
préférences de combinaison (...), quand les locuteurs les remplacent par d’autres mots,
auxquels ils ressemblent, lorsqu’ils ne sont pas compris ou ils sont interprétés de facon
erronée, quand ils sont excessivement utilisés, de facon qu’ils arrivent a étre dénaturés
du point de vue du sens » (Ibidem.).

Les changements de sens produits par la vie sociale sont assez fréquents et ils
jettent une lumiére puissante sur les réalités sociales & un moment donné. Nous
apporterons a I’appui quelques exemples :

1. Le roumain casd [maison]. Des deux termes latins qui référaient a
I’habitation, domus [demeure proprement dite des patriciens] et casa [chaumiére, hutte],
le roumain a gardé le mot casd [maison], comme suite du fait que, a cause de
I’appauvrissement progressif et des incursions répétées d’autres populations, les

! Gheorghe Banica, Université de Pitesti, gheorghe.banica@upit.ro
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habitants de Dacie vivaient dans des habitations improvisées a la hate, faciles a édifier,
mais aussi a quitter au besoin. Ceci contribue a la connaissance de la situation de
I’Empire Romain & un moment donné (v. aussi ’it. casa, le terme duomo étant gardé
avec le sens de [basilique]). Ultérieurement, lorsque les conditions sociales et
historiques ont changé, le mot casa est arrivé a élargi son sens, en désignant toute
demeure.

2. Le roumain cal [cheval]. Le fait que c’est le mot cal < lat. caballus [rosse,
cheval de trait] qui est entré en roumain, et non un successeur de equus [cheval de race]
prouve les conditions difficiles dans lesquelles était obligée de vivre la population
romanisée.

3. Le roumain sat [village]. Le roumain n’a pas gardé pour désigner une
[agglomération rurale, avec des habitations peuplées majoritairement par des paysans]
les latins rus, ruris, ou pagus, -i, mais cette langue a eu recours a un dérivé de fossa
[fosse, trou], a savoir a fossatum (v. en vieux roum. fsat > sat), ce qui est extrémement
important pour la compréhension des conditions de vie de la population conquise par les
Romains, en concordance avec 1’ample processus de désurbanisation des provinces de
I’Empire Romain Oriental. Le terme oras [ville] est apparu beaucoup plus tard, étant un
emprunt d’origine hongroise.

4. Le roumain bdtrdn [vieux]. L’évolution sémantique du mot batrdn >
veteranus | soldat ayant fini son service militaire] nous permet de tirer des conclusions
pertinentes concernant 1’age des colons romans établis en Dacie, en majorité des soldats
ayant achevé leur stage militaire.

5. Le roumain femeie [femme]. En roumain, ce terme est un successeur du latin
familia [forme sociale de base, fondée par mariage et qui consiste en mari, femme et
leurs descendants]. A cause des conditions spécifiques dans lesquelles se développait la
vie sociale dans les provinces du Danube, lorsque la femme est devenue 1’équivalent de
la famille, le sens du mot a changé, devenant ce qu’il est aujourd’hui de [personne
adulte de sexe féminin, mariée]. Pendant la période moderne, sous I’influence des autres
langues romanes, notamment le francais et ’italien (fr. famille, it. famiglia), le méme
étymon (lat. familia) exprime la notion de « famille ».

6. Le roumain rumdn [vieille forme de Roumain]. A partir du sens de « citoyen
de Rome » qu’il avait pendant la période romane de gloire, le successeur de romanus est
devenu en roumain rumdn, avec le sens de « paysan, esclave, agriculteur », phénomeéne
explicable par la situation de dépendance économique de la population autochtone.

De tels exemples, auxquels on pourrait ajouter d’autres, se situent dans les
phénomeénes généraux de la sémantique, mais ils deviennent trés intéressants s’ils sont
rapportés aux conditions dans lesquelles s’est perpétuée la latinité sur le territoire de
formation de la langue roumaine et du peuple roumain. Beaucoup des options faites,
dans le cas des doublets latins, et beaucoup des changements de sens survenus prouvent
la tendance vers une expression concréte, pittoresque des structures simples de la
populations romanisée, et constituent dans le méme temps le témoignage d’un milieu
rustique, résultat du dépeuplement des villes pendant les derniers siécles de 1’Empire
Roman, quand la vie la plus active s’est développée a la campagne, dans des conditions
extrémement difficiles.

Certains changements sémantiques doivent &tre mis en rapport avec les
événements importants de la vie d’un peuple, tel I’avénement du christianisme. Certains
mots changent de sens suite de 1’évolution spirituelle apportée par le christianisme, et
qui a pénétré dans toutes les couches sociales. Les concepts moraux et religieux de la
pensée paienne sont renversés par la conception chrétienne et par les nouveaux rapports
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qu’elle institue entre le divin et I’humain : le roum. pdgdn [paien] < pagus [village],
avec le sens initial de « habitant du village », a changé de sens en « idolatre incroyant »,
a cause du fait que les habitants de la campagne ont été les plus récalcitrants dans la
réception de la nouvelle croyance en Christ, par rapport aux citadins croyants ; le lat.
Diana [nom d’une déesse] < roum. zdna [déesse] — « personnage a pouvoir surnaturel
des contes », ce qui prouve que certains mots associés au culte paien antérieur sont
laicisés et sont réduits a des noms d’étres, bons ou méchants.

L’évolution sémantique des mots d’une langue reflétent souvent des
changements produits dans différents domaines de la vie sociale. Sans référence au
mode traditionnel de vie des Roumains, on ne saurait comprendre le sens actuel du
verbe a intarca [cesser de donner du lait, perdre le lait ; sevrer]. Dérivé du mot farc
[bercail] — mot probablement d’origine traco-dace, ayant le sens de « endroit cloturé,
enclos pour les animaux], le verbe a infarca était utilisé au début avec le sens de base de
« mettre les animaux dans un enclos ». Le passage de ce mot du domaine limité de la
vie pastorale dans la vie quotidienne des gens, avec le sens général de « cesser de
donner du lait, perdre le lait, pour les animaux mais aussi pour les enfants » prouve que,
par le passé, I’¢levage représentait le modele de vie dominant. I1 en est de méme pour le
lat. minor, minari [menacer quelqu’un de quelque chose], qui est passé a menare
[conduire] < roum. @ mdna [conduire les animaux en les menagant ou en les frappant].

On peut exemplifier par d’autres changements de sens, ou le chainon de la
sémantique doit étre rapporté a des faits d’histoire sociale et culturelle : roum. penita [
objet en métal utilisé pour I’écriture a 1’encre] est un diminutif de pana [plume] < lat.
pinna, formé a I’époque ou I’on avait abandonné 1’écriture a la plume de canne, en
faveur de I’écriture a « penitd ». Le roumain postd < russe pocta est arrivé au sens
actuel de «institution publique de transport et distribution du courrier » par
I’intermédiaire des sens «lieu attribué a un cheval », «lieu ou I’on change des
chevaux », «la distance entre deux arréts de changement des chevaux, d’environ 20
km », « distance indéterminée », méme si les locuteurs n’opérent plus ces liaisons ; le
roum. vad [lit de riviére] < vadum, est passé du sens « endroit ou une eau courante peut
étre traversée a pied » a celui de «endroit achalandé », puisque c’était dans de tels
endroits qu’on implantait les auberges ; le roum. calau provient du tzig. kala [noir] et a
évolué au sens de « bourreau, homme chargé de I’exécution des condamnés a mort », a
cause du fait que dans la plupart des cas les exécutions étaient effectuées par les
tziganes esclaves ou d’autres étrangers de peau plus foncée. Le roum. prost [béte] < sl.
prosti a eu initialement le sens de « provenant du peuple, simple », tout comme le
dérivé prostime [foule, cohue, masse pauvre]. C’est aprés que le mot a acquis le sens
actuel de « dépourvue d’intelligence, ignare, idiot ». Le sens primaire fondamental a
progressivement disparu, alors que le sens dérivé s’est généralisé, en perdant sa nuance
discrétionnaire, arrivant a étre utilisé sans rapport au groupe social.

Le roum. misel [infame] < misellus, avec le sens originaire de « pauvre,
personne de la classe sociale inférieure », a évolué vers le sens actuel de « misérable,
canaille », car les pauvres étaient considérés non seulement comme démunis de biens
matériels, mais aussi de qualités spirituelles. Le roum. magic [magique] < russe mujic a
changé son sens initial de « paysan’ dans le sens actuel de « personne manquant
d’éducation, de maniéres, mal élevée ». Le roum. cavaler [chevalier] < russe kavaler,
ayant pénétré en roumain par 1’intermédiaire du frangais, se référait au mot « seigneur »,
a « celui qui se déplagait a cheval » ; mais, comme les seigneurs s’attribuaient toutes les
qualités, cavaler [chevalier] est arrivé a désigner un « homme plein d’abnégation,
généreux et noble », ensuite « homme aimable, gentil » et « homme qui accompagne
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une femme dans la société », « homme célibataire », avec une perte totale de la liaison
avec le « cheval » et avec le groupe social ou ont apparu les sens figurés. Le roum.
generos [généreux]| < lat. generosus [de souche noble], ayant pénétré en roumain
comme néologisme, est arrivé a avoir le sens de « magnanime, altruiste, animé par des
idées nobles » car seuls les riches étaient censés posséder de telles vertus. C’est de la
méme manic€re que peuvent &tre interprétés les sens figurés des mots boier [boiard],
printesa [princesse], cucoand [madame], ainsi que la nuance péjorative de certains
autres mots : pantalonar [nom et adjectif animé dérivé de « pantalon » |, nadragar
[« nadragi » signifie « pantalons » |, gulerat [dérivé de col de chemise], burtaverde
[mot composé formé de « ventre » et « vert »], fréquents au XIX® siécle (Cf. B. Cazacu,
1953).

Aprés les événements de 1989 de Roumanie, on rencontre souvent un
phénomene linguistique important, représenté par la réorganisation de la signification de
certains mots, par la modification des valeurs connotatives et des rapports entre la
dénotation et la connotation. Ces changements sémantiques atteignent en principal la
zone lexicale du politique et se référent aux mots et syntagmes avec implications
politiques, idéologiques ou sociales qui développent aujourd’hui une connotation
négative : activist [activiste], cabinet de partid [cabinet de parti], comunist
[communiste], comunism [communisme], epocd de aur [époque d’or], gazeta de perete
[ avizier], prim-secretar [premier secrétaire], tovards [camarade], etc. En revanche, on
assiste a une réhabilitation connotative de mots et syntagmes évités pendant la période
communiste : economie de piata [économie du marché], patron [patron], profit [profit],
privatizare [privatisation], reforma [réforme], tranzitie [transition], societate pe actiuni
[société anonyme], etc.

Les changements de sens affectent aujourd’hui certains mots d’une grande
circulation dans la langue. Par exemple, le mot interviu [interview] ne se limite plus a
un simple entretien dans le domaine de la presse, mais aussi au texte de cet entretien,
diffusé dans le mass media, ainsi qu’a ’entretien de I’employeur et d’un candidat a un
emploi ; le mot dialog [dialogue] ne se référe plus qu’a une discussion entre deux
personnes, mais est utilisé aujourd’hui aussi avec le sens de « pourparlers ».

L’emploi des néologismes, souvent avec d’autres sens que le sens d’origineest
devenu aujourd’hui une mode. Des termes tels que : afluire [affluence], audit [audit],
bingo [interjection de satisfaction], broker, briefing, casoleta [cassolette], cuponiada [la
chasse aux tickets], curriculum, defluire, email, auroatlantic, fast food, fax, feedback,
lobby, look, a juriza [faire partie d’un jury], a implementa, a manipula, a mediatiza, a
monitoriza, planning, soft, summit, voucher, etc. gagnent de plus en plus de terrain chez
les locuteurs instruits (v. F. Dimitrescu, 1995)

Le rythme extrémement rapide de la vie sociale contemporaine trouve son
expression linguistique dans la tendance vers une expression concise, vers la bréeve-
éloquence. Ainsi, certaines locutions déja fixées dans la langue sont remplacées par des
verbes : a pune in scend [mettre en scéne] — a inscena ; a pune in evidentd [mettre en
évidence] — a evidentia [*évidencier] ; a avea nevoie [avoir besoin] — a necesita
[nécessiter], etc. Cette tendance d’expression lapidaire, si active dans la langue,
s’explique linguistiquement par la loi du moindre effort (cf. V. Gutu-Romalo, 2000 : p.
233). Le roumain actuel se caractérise par une grande flexibilité, ce qui lui a permis
derniérement d’accumuler un nombre croissant de nouveaux mots, par la transgression
des frontiéres stylistiques entre I’expression littéraire et I’expression non littéraire, par
I’assignation de nouvelles significations a des mots déja existants dans la langue ou par
des emprunts a d’autres langues, notamment a 1’anglais.
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THE COMPLEX VERBAL PREDICATE IN ROMANIAN
LANGUAGE!

Abstract: The study approaches the complex predicate’s typology, presenting few
opinions about the compound predicate, focusing on the modal and aspectual operators.
Key words: compound predicate, complex predicate, operators.

1.Compound Predicate — short review.

The compound predicate’s dilemma dates some good years ago, when the
previous GLR Academy edition couldn’t solve it, having two different positions in what
concerns the semi auxiliaries (the first volume admits the modal semi auxiliaries’
existence, denying the existence of the aspect ones, while the second volume denies the
existence of both). This became a sensitive issue among the linguists, whose efforts for
putting an end to it stretched over many decades, proving that there is a real interest in
the matter. The acceptance of semi auxiliary verbs brought up a new class in the
predicates typology - the compound predicate. GALR tried to end the dilemma, in fact,
the new edition, which gave up rightly the concept of semi auxiliaries (modal and
aspectual), introducing the term operators. Thus, the controversial compound verbal
predicate concept disappeared from the landscape of the new GALR, opposed by many
linguists. The complex verbal predicate term is now used to meet both the old
compound predicate, and any kind of complex predicate.

1.1. Some opinions about the compound predicate.

C. Dimitriu considered that the compound predicate nu presupune doua verbe
oarecare, ci doar doud verbe apartindnd anumitor categorii... in structura acestuia
intra un verb semiauxiliar de mod sau de aspect — a putea a trebui, a fi, a avea, a-i veni,
a incepe, a urma etc. — aflat la oricare mod personal si predicativ; un verb de baza ... la
participiu, supin, infinitiv sau conjunctiv: acest lucru trebuie spus, el are de citit,
tanarul incepe a gandi, ei continud sa se sustind reciproc etc. ( Dimitriu, 1982:187)

In Gramatica de baza a limbii romdne, lon Coteanu said that the complex
predicates contin cdte doud verbe asociate intr-un singur inteles (apucase sa treacd,
statea sa se prabuseascd, da sa plece, vrea sa danseze, a apucat sa adoarma). Primul
verb este folosit numai pentru a ajuta pe al doilea sa exprime un inteles intarit ori slabit
in comparatie cu ce ar fi ardtat daca ar fi fost singur... pe locul ajutdtor pot sa figureze
numai anumite verbe. Pe locul al doilea pot sa apara orice verbe, daca sensul lor se
potriveste cu ce dorim sa spunem. (Coteanu, 1982: 248)

Considering the modal and aspect verbs as belonging to a lexical class with
certain grammatical particularities, Mioara Avram defines them as verbe construite cu
alt verb (de obicei la conjunctiv sau infinitiv, unele (si) cu participiul sau supinul,
caruia ii imprima sensuri modale, ca posiblitatea, necesitatea, dorinta, imanenta,
irealitatea sau aspectuale, ca inceputul, continuarea, sfarsitul unei actiuni. (Avram,
1986: 153)

! Tuliana-Valentina Boboaca, University of Pitesti, iuliana_boboaca@yahoo.com
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The structure of Complex Verbal Predicate has, in addition to its semantic
component, one or more predicative operators. Its formulaic representation as found in
the new GALR :

[modal operator; [aspectual operator, [copulative operator; / passive; [semantic
support]]]].

The semantic support can be:

- an adjective / a participle as bearer of the semantic predication, in the vicinity
of a copula or a passive operator: este intelept, este pedepsit,

- a non-finite VP, directed by modal or aspectual operators: poate/ incepe/
continua a invata (GALR, 2005: 253)

About modal and aspectual verbs, Carolina Popusoi, in Structuri sintactice ale
limbii romdne cu element predicativ suplimentar, claims that they belong to some clase
semantice de verbe, asa cum o serie de verbe formeaza clasa semantica a verbelor de
migcare, altele de perceptie (judecatd, apreciere etc.). Faptul ca astfel de verbe, cind
sunt urmate de un alt verb (la infinitiv, conjunctiv, supin), se abstractizeaza, mai mult
sau mai putin, din punct de vedere semantic, nu conduce la gramaticalizarea lor.
(Popusoi, 2002: 249) As Neamtu hylighted, these verbs continue to be lexems, by the
possibility of explicitly express their lexico-semantic content and by having synonims.
(Neamtu, 1986: 34)

2. The complex predicate’s typology

According to GALR, follows several criteria:

2.1. The morphological class of the semantic support. According to this
criterion, there are three types of complex predicates: with verbal semantic support se
apuca de citit, with adjectival, nominal, adverbial, prepositional groups or their
equivalent forms: lon este inteligent, Maria este de gheatd, George este de neoprit, Toti
sunt impotriva celor doi, with participial semantic support, in terms of a passive
participle: El este apreciat de prieteni.

2.2. As far as the operator’s value is concerned, there are four types of
complex predicates.

2.2.1. Complex verbal predicate with passive operator: Maria este laudata.

The passive operator is represented by the verb a fi (Maria este apreciatd.) As
a verb, it is as an instrument in the Romanian language, because it can play the role of
any operator. In such constructions, the action concerns the subject. The sense is
distinguished between a starting point (expressed or not) — by the object of agent -
accusative preceded by the preposition de, and an ending point, the grammatical subject,
in the nominative case (expressed or not, belonging to sentence in which the verb
functions as a predicate), arranged spatially and temporally. The object of agent is
followed, on the temporal axis, by the subject: lon este laudat de Maria.

The participle’s theme is either variable depending on number and gender, or is
invariable the operator is changing its form in order to express the grammatical
categories of mood, time, number and person (sunt apreciat, sunt apreciatd, suntem
laudati, suntem apreciate... esti apreciat, eram apreciatd, voi fi apreciatd, as fi
apreciatd, am fi fost apreciati etc.), or invariable, in constructions where the agent is
unexpressed (often unknown), and the patient is clausal realised by infinitive or supine:
i-a fost dat/ menit/ ursit/ scris sa traiascal a trai/ de trdit $i asta; este cunoscut/ stiut/
presupus cd...

The phrases are characterized by identity in number, person, gender (to the
level of the participle’s theme) in the relationship between the operator and the
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grammatical subject (which may be expressed or implied), and they are not identical
concerning the object of agent: Eu sunt apreciata de tine. (Subject: eu — first person /
operator sunt — first person/ participle apreciata — the singular (female, third person) /
object of Agent: (de) tine — second person.)

As a parenthesis, speaking in terms of syntactic synonymy between the two
constructions, one passive-reflexive, resulted by passive transformation and another
passive construction with the verb a fi, resulting from applying the same transformation.
Thus, a statement of type: Cursurile se citesc de catre studenti. is synonymous with a
statement such as: Cursurile sunt citite de cdtre studenti, or Ma entuziasmez de orice. is
synonymous with Sunt entuziasmata de orice. (Pana Dindelegan, 1974: 269)

2.2.2. Complex verbal predicate with copulative operator, which includes a
copulative verb (it does not involve a relation with the actors - object, without this
meaning, the verb belongs to the subjective verb-class, because they occur in context in
a compulsory manner only in the subject’s presence, and it does not have any meaning,
because of the relations’ absence with the object) + predicative name.

Copulative operators are illustrated by copulative matrix verbs: a fi, a deveni, a
ramdne, a insemna, a se chema, a se face, a iegi, but also by the verbs reorganized and
recategorised verbs on copulative structure: a pdrea si a ajunge. This class of verbs is
limited by the verb’s ability to combine with two nouns (pronouns), imposing the
nominative case. (Gutu Romalo, 1974: 198) In Romanian, only copulative verbs select
two nouns in the nominative in different syntactic positions. When the predicative is
expressed by an accusative with preposition, we are dealing, ab origine, with a noun in
nominative ellipsis: Podul este de piatra (= Podul este pod de piatrad) (Brancus, 1984:
235)

According to their semantic nature, the copulative operators are divided into

two groups:
2.2.2.1. Absolute copulative verbs (verbal copulae), or as Dumitru Irimia
named them - syntactical auxiliaries are lexically meaningless verbs, they are

functional categories used as inflectional markers and markers of predicativity, in the
absence of another verb (the predicative, often a noun or an adjective, lacks such
features). This type of operator is required by the linguistic element that has to play the
role of a predicate in a sentence, but is unable to express time, predication’s
fundamental category, and person, category required to establish the relation subject -
predicate. Included here are the verbs: a fi, a insemna, a reprezenta, when they are
totally meaningless.

Since it does not participate in any way to predication, the copula is
semantically redundant and may be omitted, just as it happens in the spoken language,
provided the speaker chooses other means to update its message (by means of
intonation, pause):

Asteptarea — o placere de nedescris.

2.2.2.2. Lexico-grammatical copulative verbs are unsuitable for predication,
by their nature, thus, for a semantic completion, they require a nominal component, and
are not required anymore. The most striking exemple for a semantic completion is the
verb a deveni, which expresses an idea vaguely, and which, for playing the updating
part, needs to have established some exterior limits, and this part is fulfilled by the
required component (this could be noun, adjective, numeral), or pronoun:

Peste trei luni, ea devine mama.

In this class, next to a deveni, are included other verbs, which by semantic
conversions become synonimous to it: a ajunge, a se face, a iesi:
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Ajungdnd medic de garda, viata i s-a schimbat complet.

Se ficu amabila dintr-o data, oare de ce?

Included in the second class of copulative, are also the verbs a ramdne (when it
looses its fundamental meaning, denoting non-movement), a parea (when it is personal,
if this condition is not fulfilled, the verb is predicative) etc.:

A ramas pagubasa, biata de ea.

Ea pare de pe alta lume.

Copulative verbs can be organized on the same axis of temporality (as for
verbs): the past (a ramdne), present (a fi, a parea, a insemna), and for the future (a
deveni, a iegi). Ea ramdne/ este/ pare/ devine/ iese profesoara. (Géitanaru,1998: 229)

2.2.3 Complex verbal predicate with aspectual operator: Maria incepe a
scrie., Maria termind de invatat., El se apuca de scris.

The class of aspectual operators is illustrated by two types of verbs: (i) verbs
bearing aspectual information: a incepe, a continua, a termina, and (ii) verbs which
contextually gain aspectual reading: a fi, a avea, a trage, a (se) apuca, a se pune, a sta,
a se ldsa, a (se) da, a se opri, a prinde, a urma, a conteni, a ispravi etc.

In Romanian linguistic literature, aspectual operators are known as semi-
auxiliary devices (Rom. ,,semiauxiliare”). They induce an imerfective reading to the
verb they are associated with action of the verb with which it enters in the verb phrase.
(Irimia, 1976: 147)

The fact that Romanian language knows only for few verbs the aspect
category, was reported by Gaitanaru, thus justifying the presence of a large number of
active aspectual verbs that semantically, imply the beginning, the continuation, or the
end of an action. (Gaitanaru, op. cit.: 251)

Comparing the aspectual and the modal verbs, Hazy opinates that some verbs
exprimdnd aspectul intra in componenta locutiunilor verbale, fapt neinregistrat la cele
de mod. (Hazy, 1997: 47)

2.2.4. Complex verbal predicate with modal operator: trebuie/ poate/ are/
era sa plece.

Modal operators are verbs with pure modal meaning: a putea and a trebui, or
verbs that contextually acquire modal meaning: a avea, a fi, a vrea, a veni. These
operators show the verb’s action from different modal perspective: probability,
possibility, hypothesis etc.

The verb a putea acts least as an instrument in this class. As an operator it can
express:

- Eventuality (independent of the speaker’s will/possibility or of action’s
subject): De pierit, eu pot pieri, dar de temut, nu ma tem.;

- Unreal: Puteam sa mor, daca nu era ea.;

- Aproximation: El putea sa aiba peste doudzeci de ani, ea cel mult
cincisprezece.;

- Concession: Poti munci cdt vei vrea, tot nu vei reusi sa termini la timp.;

- Or disapproval of the choice made in an operation: Puteai sa te duci dracului
cu totul, in circumstantele date.

From the morphological point of view, the operator employs the present
indicative: Pofi sd cazi dacd nu esti atent., potential-optative: Ar putea s aiba mai bine
de patruzeci de ani., or imperfect, indicative of potential value: Puteam sa-i reprosez
orice, ea era mereu senind.

Some modal values always involve the same time as the operator, so the unreal
and disapproval are introduced in complex predicate phrase only by indicative imperfect
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or by the potential perfect of the operator, synonymous with each other and containing
in the very semantics of temporal, the possibility of expressing these modal values:
Putea sa cada §i sa-si rupd picioarele. (Irimia, 1997: 165-166)

The verb a trebui. Of all the verbs belonging to this class it is the most
deprived verb of lexical content. It is no longer expressing necessity, its primary
purpose in the situation of predicative verb, but, above all, the assumption by
introducing a hypothetical modal nuance to the predicate phrase structure to which it
belongs:

Negru trebuie sa fie sufletul tau, dupa tot ceea ce ai facut.

The modal operator a trebui points to probability, and the verbal expression is
hovering within indefinite point between certainty and uncertainty: Asta trebuie sa fie
ea.

Speaking of the Romanian Subjunctive, Constantin Francu considers that the
verb a trebui when it is next to a subjunctive, it is a necessity verb (Trebuie sa apara.),
and when it is found in the vicinity of an indicative, it becomes a probability verb:
Trebuie ca apare. = Probabil ca apare. (Francu, 2000: 221)

From the morphological point of view, this operator is the nearest to
auxiliaries, and it enters in the complex predicate’ structure into the present form,
person 3: Trebuie sa fie pe aici pe undeva. Trebuie sa il gasim., and rarely, with
imperfect mood form (when the modal meaning of certainty is more pronounced): De
cate ori venea, stiam ca trebuia sa ne fi adus ceva.

Syntactically, the modal operator is different from the predicative verb, by its
inability to achieve the positive-negative opposition, a construction as *Nu trebuie sd
fie bolnava. is possible only if the verb a trebui has its value and predicative function,
used with its fundamental meaning and its entire inflexional capacity.

The verb a fi differs from the predicative verb a fi by the lack of semantic
autonomy, and by its limited flexionary capacity. Opposed to auxiliary verb a fi, as it
does not have morphologic autonomy of the phrase to which it belongs, it is different
from the copulative verb, by the overall phrase structure that includes it, by its semantic
condition and by its role in the semantic expression. As operator, within the predicate
phrase, it expresses:

- the unreal: Era sa plec din cauza ta.

- Potential: ... Nu era sa dai tu atdtia bani pe un costum.

The inflexional capacity of the verb is reduced to one form, the imperfect
person 2: era sd cad, signs of person and number are given by the main verb, always to
the present subjunctive form: era sa plec, era si pleci, era sa plecim etc.

The verb a avea, is synonymous for the verb a fi when expressing the meaning
of:

- Unreal: Aveam sa alunec.

- Potential: I I-am adus, ce-aveam sda fac?

Lacking semantic autonomy, the modal operator a avea behaves, in the
compound predicate phrase like the verb a fi, with the imperfect form. It differs from it
by the flexion according to the number and person: aveam sa plec, aveai sa pleci, avea
sd plece.

The main verb is always at present subjunctive mood, also varying according
to person and number.

The verb a vrea as modal operator, no longer expresses a willful act of the
subject, but prints to the syntagm of which it belongs, a shade of unreal: Sigur, am vrut
sa pic examenul. The unreal shade of the syntagm is conditioned by the meaning of the
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main verb, which must express, generally, actions which can not be, under normal
circumstances, an object of desire or will of the subject.

As auxiliary, it has imposed itself with the compound perfect form currently
being built with a present subjunctive. Both verbs have flexion by number and person:
am vrut sa pic, ai vrut sa pici, am vrut sa picam. It is found frequently in person 1. It
does not admit the negative form.

2.3. According to the verbal vs. nonverbal nature of the semantic support one
may find:

- non-verbal complex predicates composed of the verbal predicates with
copulative operator or with the operator revised as copulative;

- verbal complex predicates, class covering all other complex predicates.

3. Conclusions.

3.1. Based on the selected opinions, I consider that the admittance of
compound predicate is only confusing for young learners, as it is adding an unnecessary
predicate class.

3.2. The Complex Verbal Predicate’s typology followed GALR, and according
to it, there are three main categories of complex predicates: (i) after morphological class
of the semantic support., comprising verbs with verbal/adjectival/nominal/adverbial/
prepositional groups or their equivalent forms/participial semantic support, in terms of a
passive participle; (ii) after the operator’s value, there are four types of complex
predicates: passive, copulative, aspectual, modal; (iii) after the verbal vs. nonverbal
nature of the semantic support there are two types: non-verbal complex predicates
composed of the verbal predicates with copulative operator (or revised as copulative)
and verbal complex predicates.
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THE TECHNIQUE OF THE VIEWPOINT IN PETRE
ISPIRESCU’S FAIRY TALES'

Abstract: The present paper aims to identify the type of narrative and narrative
perspective in Petre Ispirescu’s fairy tales. The starting point was the study proposed by J.
Lintvelt who distinguishes between auctorial narrative type and actor narrative type. Against
such interpretations, it was observed that Ispirescu’s fairy tales abound in actor heterodiegetic
narratives, with Fat-Frumos as orientation centre of psychological, temporal, spatial and verbal
levels. The whole action is woven around this character. The texts analyzed show that the
narrative perspective of Romanian folktales may establish, along with the imaginary discourse, a
relationship between narrator, characters and receiver.

Keywords: narrative perspective, narrative, linguistic marks.

The narrative perspective in the fairy tale involves creation of theories aiming at the
relationship between storyteller, characters and receiver. Starting from the relationship scheme
proposed by J. Pouillon (1946), continued by Tz. Todorov (1966) and G. Genette (1972), J. Lintvelt
establishes a different classification based on the relationship between auctorial narrative type and
actor narrative type. His theory establishes o narrative typology based on the analysis of narrative text
instances. " (author - narrator - actor) and the difference between story (= narrator’s speech +
actors’ speech) and history, diegesis (= narrated world + cited world)" (Lintvelt, 1994: 25-
42).

According to this theory, a first distinction in establishing the typology of
narrative discourse is between heterodiegetic narrative (the narrator is outside history,
diegesis and events) and homeodiegetic narrative in which the narrator is one of the actors.

In essence, the most important is the distinction narrator / actor: "The opposition
narrator / actor then serves to determine the reader's orientation center, and with this
criterion we can see inside the basic narrative forms, which are basic elaborations or their
narrative types" (Ibidem: 47).

It should be mentioned that narrative types discovered by Lintvelt (1994)
particularly folds with cult literary creations, but can be easily identified in popular
creations in prose. Thus, before describing the types of narrative existing in folktales, it is
necessary to emphasize the distinction between auctorial narrative type and actor narrative
type made by Jaap Lintvelt. The researcher has stated that narrative perspectives are
divided into three categories, depending on the orientation of the reader: auctorial narrative
type, in which the narrative perspective belongs to the narrator, actor narrative type, the
narrative perspective belonging to an actor, and neutral narrative type, with the narrative
perspective of a room.

In the latter case, "novelistic action is therefore not filtered by subjective
consciousness (...), but apparently recorded by a camera" (I/bidem) Heterodiegetic narrative
manifests traditionally in the third person, the action being projected in a finished past; the
narrative perspective belongs to the narrator or more actors. In homodiegetic narrative one
character has a dual role: character — narrator and character - actor playing a part in history
(diegesis).
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Homeodiegetic narrative, in turn, knows the auctorial and actor narrative type,
not the neutral one.

This classification shows that the whole diversity of the narrative discourse can
be distributed in five types of narrative.

It has been theoretically mentioned the possibility of hybrid structures, among
the three types of heterodiegetic narrative: "Mathematically, it would appears a fourth
arrangement, combining the orientation center of the narrator (+) and that of an actor (+).
And yet, it would result in a narrative type, defined by the presence of a single and unique
orientation center, but a mixture of auctorial and actor narrative types"(/bidem. 48).

Thus, the interpretation of narrative perspective in Romanian folk tales involves
the presence of two aspects of the transmitter: the narrator, with subjective involvement in
the presentation of events, in the 1st and ond person, and the narrator, who relates the facts
in the 3rd person.

According to the relation between author and history, narrative texts from the
two basic types can be analyzed and interpreted based on the categories and narrative
criteria.

Narrative categories are determined by the reader's orientation center, consisting of
"imaginary position that the reader can occupy in the novel on the perceptive-
psychological, temporal and spatial level. Since we should not forget that literary work role
is to create an artistic reality through language, the fourth narrative category will refer to
the vebal plan" (Lintvelt, op. cit :49).

Narrative criteria are ways of expressing each of the four narrative categories:
narrative perspective, narrative mode, time, space, verbal style ...

Narrative perspective

The narrative perspective belonging to the perceptive-mental plan "aims at the
perception of the novelistic world by a receiver subject: narrator or actor" (Ibidem : 51).

In reality, it is a selection of the viewpoint, made by the narrator to be offered to

the reader. Therefore, types of narrators should be considered.

In Ispirescu’s fairy tales, one can identify the actor type heterodiegetic narrative.
The character, Fat — Frumos, one of the actors, is the orientation center of the the
perceptive-psychological, temporal, spatial and verbal plan. The story is related to the
subjectivity of the character. The narrator presents the narrative in the present tense or the
past, creating the sensation of simultaneous actions.

Temporal level

Although representatives of the viewpoint theory accept two types of temporal
relationships (the relationship between narrative and history and the relationship between
story and history), the story is actually updating the narrative, while the second relation is
the structurally involved essential one.

Temporal organization is determined by the actor who is able to return in time,
but can not make certain assumptions. The gap in time is marked by adverbs or deictic
phrases: uneori, in vremea aceea, acum.

Spatial level

The spatial orientation center represented by the actor narrator was interpreted
from two perspectives in the theory of the viewpoint: either referring to the space where
events take place or the distance between the protagonists of narrative communication.
However, this last point suggests the mental space of relations: "In any act of reading,
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remains, therefore, a dialogue between author, narrator, other characters and reader. Each
of the four can join in his relations with each other along an axis of moral, intellectual,
aesthetic and even physical values" (Booth, 1976: pp. 200-201.)

The technique of the viewpoint does not put spatial relationship on the last place,
but refers to the spatial position and mobility of the actor narrator.

The narrator becomes omnipresent, following his characters in their itinerary.
Thus, Fat-Frumos leaves his father’s kingdom and the narrative finds somewhere in the
desert, ,,unde 1si imparte toatd avutia pe la ostasi”(p. 10).

The mediator character, represented by horse, draws his attention that he is on a
Gheonoaie’s estate, "care a atat de rea, incat nimeni nu calcd pe mosia ei" (p. 10). Escaping
from her, he keeps walking, "cale lungd si mai lungd" (p. 9) until he reaches a shrew’s
estate. Another space is the palace dwelled by Tinerete fara batranete si viata fara de
moarte, where he spends "vreme uitata" (p. 11). This is essentially the space dominated by
the omnipresent actor narrator and proposed to the reader within the narrative space of
discourse.

Verbal Level

The verbal level is often described in a very general way: "On the verbal level of
the literary work, we will analyze the narrator-narrative relationship within the narrative
discourse" (Lintvelt, 1994 :66).

The verbal level of the actor type heterodiegetic narrative is characterized in the
fairy tale by the presence of a heterodiegetic narrator who narrates in the 3rd person. One
can also identify features of the auctorial narrative type in homodiegetic narrative, on the
verbal level: grammatical markers of the auctorial discourse: personal pronouns: /, you,
you.

In this sense, it has been noted that the narrator who narrates in the 1st and 2nd
persons in certain moments of the narrative has nothing to do with auctorial homodiegetic
narration. Thus, the narrator assumes what he says, even warns or threatens those who
would not believe him, which can be noticed in the final formulas: ,,iar eu incélecai p-o sea
si va spusei dumneavoastra asa” (p. 13); ,,Eram si eu p-acolo. Si fiindca am dobandit un os
de ros, mi-am pus in gand sa va povestesc...(p. 37); ,.trecui si eu pe acolo si statui de ma
veselii la nunti... (p. 63).

The final formulas also reveal the storyteller’s attitude which can be affective,
thrilling or excited: ,,Iar eu privind cu ochii bleojditi de mirare la cele ce se intdmplasera,
ma uitasem cu gura cdscatd, si mi-o astupara c-o pruna uscatd. Si incdlecai pe-o lingura
scurtd, mai mincinos e cine n-o asculta” (p. 168).

The speech of the characters engaged in action is "outside (spoken aloud) ...
their words must be understood by the actor - receiver" (Ibidem: 91)

Thus, speech can be related to the direct style: monologue, dialogue, which is
translated into more indirect style or free indirect style. It should be said that in the "interior
monologue, the narrator disappears completely behind the actor’s torrent of words that
work as a center of orientation for the reader. Interior monologue is thus a specific feature
of the actor narrative type " (Ibidem: 93)

The characters’ monologue in Ispirescu’s fairy tales has evolved in direct style.
Such a situation is found in an answer showing the character’s state of uncertainty: "Cum se
poate, isi zicea el, ca imparatul sa fie atat de nating, incdt sa creaza toate barfele
lepadaturelor?Ca sa fie cineva impadrat, trebuie sa fie om frumos la minte, frumos la chip,
cu intelepciune §i cu dreaptd judecatd, asa spune §i mosica; asa zice §i toata lumea. De ce
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dara se ia el dupa muste?Nu stie el ca lingdii o sa-l duct pe calea pieirei? Dara nu va fi
asa. Impdaratul nostru e bun. Nu trebuie ldsat pe mdini rele.” (p. 196).

The dialogue and monologue in Ispirescu’s fairy tales are highly stylized: - Nu
ma omori, Fat — Frumos; ci mai bine di-mi drumul in apa, ca mult bine ti-oi prinde cand cu
gandul n-ai gandi” (p. 40); ,,Fat — Frumos, Fat — Frumos, decat sa-ti incarci sufletul cu
mine, mai bine ai face sa-mi legi aripa, cd mult bine ti-oi prinde” (p. 40)...

The dialogue is said to have several functions in the folk tales: phatic, conative
and aesthetic function. It should be emphasized that the elements that make the action
dynamic through dialogue include interjections, exclamatory vocatives, rhetorical
questions, curse, imprecation and dicendi verbs.

The texts analyzed within the dialogue comprise approval responses built using
subjective word order and adverbs of manner: ,,- Dacé este asa, pregateste-te si te du.”(p.
16), ,, - Asa este, tatd, dar eu n-am stiut ca, ducandu-ma sa slujesc unui imparat, am sa ma
lupt si cu fiare sdlbatice si turbate”(p. 16), ,,Asa sa facem, unchias.”(p. 65), ,, - Da’ bine,
cucoana, ce sa fie vorba ce ne-ai spus-o? Poate-se ca broastele sa manance malaiul?”(p.
107)...

How Ispirescu uses grammatical person in relation to the narrator, verbal tenses,
the narrator’s idiolect, characterization through language, suggests the author’s great
availability to present facts of language in a personal manner.
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CHARACTERISTICS OF NARRATION IN
MATEIU CARAGIALE’S PROSE!

Abstract: The present paper is meant as an analysis of the characteristics of the narration
typical of Mateiu 1. Caragiale’s prose. It is predominantly of the homodiegetic type, the narrator
functioning as a protagonist in the plot or just as a witness of the adventures in which the other
characters are involved. Both in Remember and in Craii de Curtea-Veche, the auctorial narrative
type is preferred by the author. Yet, one cannot overlook those fragments in which the actorial
narrative type intervenes. The heterodiegetic type of narration is present in Craii de Curtea-
Veche, being limited to the main characters’ journeys into their past.

Key words: narration, homodiegetic, heterodiegetic

When analysing the types of narration, Gerard Genette (Genette, 1972: 252)
draws a clear distinction between heterodiegetic narration and homodiegetic narration.
In the former type of narrative, the narrator is absent from the narrated story whereas in
the latter, the narrator, besides narrating the story, also plays a part in the narrated
actions.

1. Homodiegetic narration

As Jaap Lintvelt states, 1* person narrative coincides with the homodiegetic
narration under its commonest grammatical form (Lintvelt, 1994: 94). The functions of
narrator and actor are performed by one and the same character who acts in turns as "je
narrant" and "je-narré". "Le je narrant" can function as a protagonist of the plot or just
as a witness of the adventures and the chain of actions in which the other characters are
involved.

In Mateiu Caragiale’s Remember as well as in his two novels, Craii de Curtea
Veche and Sub pecetea tainei, the narrator has an intermediate position between those
described above. On the one hand, the narrator is a protagonist in the narrated story, yet
he is far from enjoying the prominence of the other characters. On the other hand, the
narrator acts on several occasions as the unique witness of the confessions of two of the
main characters; yet he not only listens to their stories, but he also intervenes with
personal opinions and advice whenever he considers it appropriate and necessary.

1.1. The perceptual-psychic level

The auctorial homodiegetic narration is written from the narrator character’s
perspective. In the actorial homodiegetic narration, the perspective is that of the actor
character. The reader gets access to the world depicted from the actor character’s
perspective.

When analysing Mateiu Caragiale’s prose, one can easily notice the
preponderance of the auctorial homodiegetic narration over the actorial homodiegetic
narration. In the story Remember, the author relives a chain of mysterious events that took
place seven years before he recollects them with great art. Everything is seen from the
perspective of the person who went through these experiences which he perceives at
present in conformity with the life experience gained throughout this period.

The narrator character, when telling his story, can be different from the narrator
actor, who is seven years younger than the former. On the other hand, the narrator
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character does not have an unlimited internal perception of the inner life of the main
actor. Aubrey de Vere is an enigmatic young man who will continue to be so until the
tragic event that leads to his death. Despite their frequent outings together, Aubrey de
Vere decides not to share his present or his past life with his companion. His thoughts as
well as his feelings represent an area inaccessible to the narrator: "Cu ce prilej, in ce
imprejurari facuse asa de timpuriu calatorii atdt de minunate nu spunea, precum nici cine
era, ce si de unde, dacd avea parinti, rude sau prieteni, unde sta cu casa mécar - nimic, cu
desavarsire. ... Daca el nu destdinuia nimic, apoi eu il intrebam §i mai putin §i presupun ca
tocmai asta a fost pricina ca am legat prietesug" (35) (He would not say on what occasion,
under what circumstances he had undertaken so wonderful journeys at such an early
time, just like he would not say who he was, where he came from, whether he had any
parents, relatives or friends, or at least where he lived - he would not say anything
whatsoever. .... If he did not reveal anything, then I asked him even fewer questions and I
suppose this was the very reason why we became friends).

As a consequence, the narrator’s knowledge about the character is restricted to
what the latter is willing to say or show. Moreover, the narrator finds it completely
inappropriate to break into Aubrey’s short past so masterfully shrouded in mystery.

The same type of narration is characteristic of the novel Craii de Curtea Veche.
Between the moment of narrating these experiences and the actual moment of undergoing
them, a span of several years is interposed, a span which inevitably brings a set of
changes in the psychological and mental life of the narrator character. Hence, the reader
sees things not from the perspective of the narrator actor who undergoes these
experiences, but from the perspective of the narrator character who once lived these
experiences that he recollects at present.

In the novel Craii de Curtea Veche, the reader deals with a narrator whose
external perception of the characters is unlimited, but with a limited perception of the
inner world of the characters. Pasadia, a character that the narrator wholeheartedly
admires, and the narrator become inseparable friends shortly after they meet. Yet, the
narrator continues to have access to his dear friend’s life only through the latter’s
reactions and attitudes. His inner feelings are revealed to the narrator only through the
mark they leave on his face: "Auzisem ca aceasta si-o datora in parte infatisarii. Ce
frumos cap avea totusi! Intr-insul atipea ceva nelinistitor, atita patima infranati, atita
trufie apriga si haina invrajbire se destdinuiau in trasaturile fetei sale vestede, in puterea
nirilor, in acea privire tulbure intre pleoapele grele" (53) (I had heard that he partly
owed this to his appearance. What a beautiful head he had though! Something
worrisome drowsed in it, so much restrained passion, so much ardent haughtiness and
wicked feud were revealed in the traits of his withered face, in the power of his nostrils,
in that dim look between the heavy eyelids).

The narrator supports Pasadia’s entire description on what the latter is willing
to say and show: "Presupuneam ci la baza acestei hotarari ciudate a fost intrucatva si
teama de sine insusi, fiindcd, sub invelisul de gheatd din afara, Pasadia ascundea o fire
patimasd, intortocheatd, tenebroasa care, cu toatd stdpanirea, se trida adesea in
scaparari de cinism" (54) (I reckoned that this strange decision was somehow based on
his fear of himself because, under his icy exterior, Pasadia hid a passionate, intricate,
dark nature that, despite all his self-control, often gave itself away in outbursts of
cynism). In other words, the narrator knows nothing about the inner life of the charmful
character; consequently, he can only make assumptions and inferences on the basis of
what he sees.
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The narrator resorts more often than not to visual and auditive means in order
to get to know the other main character, Pantazi. Even after the passage of several
years, the narrator still remembers the unparalleled charm of his warm voice. Just like
in Pasadia’s case, the narrator becomes familiar with the character’s inner feelings as
well as his great past thanks to the characters’ repeated confessions.

There are passages in Craii de Curtea Veche in which the reader deals with the
actorial narration. When the narrator author comments upon Pirgu’s retort, the narrator
actor’s adverse feelings towards Pirgu are transparent, feelings which already have a
definite shape at the moment of telling the story: "Scipa de data asta Pirgu si-mi era
necaz deoarece n-aveam ochi si-1 vad" (53) (This time Pirgu got away with it and I felt
sorry about it because I couldn’t see the sight of him). The narrator actor’s commentary
is closely connected with "an obscure spontaneity” (Lintvelt, 1994: 104), and not with a
spactator’s reflection, as it is the case of the following commentaries: "Sub inaltii
copaci, in amurg, necunoscutul isi plimba melancolia. El pasea grav, sprijinindu-se in
batul sau de cires, strabatea aleiele, oprindu-se uneori dus pe ganduri. Dar cari puteau fi
ele ca, nipidindu-1, si-1 miste pani la lacrimi?" (63) (Under the tall trees, in the dusk,
the stranger walked his melancholy. Walking with his cherry stick, he trodded along the
paths, stopping at times absorbed in thoughts. But what could these thoughts be that,
invading him, could move him to tears?). All these memories and thoughts are the
result of some reflections that the narrator character has about his good friend, Pasadia.

This combination of auctorial narration and actorial narration can also be
noticed in other fragments of Mateiu Caragiale’s prose, without dealing with "divergent
positions of interpretation" (Lintvelt, 1994:104), seen by Jaap Lintvelt in the novel La Vie
de Marianne by Marivaux, a novel based on a disparity of the time of experiencing and
the time of narration. Between Marianne - the fifty year old narrator and Marianne - the
fifteen year old actress there are striking differences in the perception of reality in
general and the perception of Monsieur de Climal in particular. A gesture interpreted as
a mere sign of childishness by the actress is at present seen by the narrator as a genuine
token of passion.

When analysing the novel Craii de Curtea Veche, one can hardly notice such
striking contradictions between the narrator character and the narrator actor even if, in
this case, too, a significant period of time has elapsed between the moment of narrating
and that of experiencing the chain of events.

Things are different as far as the story Remember is concerned. The character
actor perceives Aubrey de Vere differently from the way the character narrator will
perceive him in seven years’ time. The character actor is simply subdued by Aubrey de
Vere and his strange story: "Era de prisos dar orice presupunere despre obarsia
tanarului cu pricina, ficeam insa tot soiul de reflexii asupra fiintei lui, unica intr-adevar
si stranie, impunandu-se poruncitor luarei aminte. Ma subjugase prestigiul recei trufii a
tandrului ce, in deplind frumusete, pasea singur in viati, nepisitor, cu fruntea sus" (32)
(Any assumption about the young man’s origin was useless, yet I pondered over and
over on his truly unique, strange and imposing nature. I was subdued by the prestige of
the cold haughtiness of the young man who, in full beauty, lived his solitary life in a
careless, proud manner).

The mere fact of knowing the denouement of the story makes the narrator
character perceive him in a completely different way: "Altmintreli, prin ea insasi,
pieirea lui Sir Aubrey n-a depasit in ochii mei, Insemnatatea unui fapt divers. Ce noima
ar fi avut sd Tmping parerea de rau cuvenitd pana la a plange in acel strain necunoscut
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pe un Marcellus? Ca era tanar si frumos? Poate asa tdndr cum arata nu era; sunt fiinte ce
ingeald varsta, iar in ce priveste frumusetea nu e de prisos o anume limurire." (41)
(Otherwise, Sir Aubrey’s death in itself didn’t exceed the significance of an ordinary
event. What was the use of pushing regrets so far as to weep for that unknown stranger
as if he were a Marcellus? Because he was young and beautiful? Maybe he was not as
young as he looked; there are people who look younger than they actually are and, as
far as beauty is concerned, some further edification is not useless).

1.2 The temporal and the spatial level

In the auctorial homodiegetic narration, it is the narrator character who is in
charge of the temporal and the spatial organisation whereas in the actorial
homodiegetic type of narrative it is the character actor who is responsible for them.
From the point of view of the sequence of events, what is typical of the auctorial
narration is the possibility to make returns back as well as anticipations.

Mateiu Caragiale’s prose displays a great number of homodiegetic
analepses. The story Remember starts with such an analepsis: "Sunt vise ce parca le-
am trait candva si undeva, precum sunt lucruri vietuite despre care ne intrebam daca
n-au fost vis. La asta ma gandeam deunazi seara cand ravasind printre hartiile mele ca
sd vad ce se mai poate gasi de ars, am dat peste o scrisoare care mi-a desteptat
amintirea unei intAmplari ciudate" (31) (There are dreams that we seem to have lived
somewhere at some point or other, just like there are experiences that we have gone
through that we wonder whether they have not been dreams. This is what I was
thinking about the other evening when, while rummaging through my papers to see if
there was anything else to burn, I came across a letter that reminded me of a strange
happening). After this analepsis, he goes back even farther into his past for the short
recollection of another event: "Cu doi ani Inainte vazusem in sala frantuzeasca a
muzeului o cuconitd care copia dupd Mignard pe Maria Mancini §i avea o asa
izbitoare asemanare cu modelul, incit ai fi crezut ca, privindu-se in oglinda, isi
zugriveste, impodobindu-1, propriul ei chip" (32) (Two years before I had seen a
young lady in the French hall of the museum. She was a copy of Mancini’s Maria
Mignard and there was such a striking resemblance between her and the model that
you would have believed that, while looking at herself in the mirror, she is painting
her own face by adorning it). This is a case of the so-called analepsis within the
analepsis.

By means of the prolepsis, the writer informs the readers of Pasadia’s death
which will occur before the end of the novel: "Daca, incercand a reda intrucatva
trasurile acestui nobil chip, am staruit atat, e pentru ca n-am voit sa scap prilejul de a-1
face si retriiasci inaintea ochilor mei, amintirea lui fiindu-mi scumpa" (54) (If I have
dwelt on the reproduction of this noble face, it is because I didn’t want to miss the
opportunity to bring him to life, his memory being very dear to me).

1.3. The verbal level

In Remember as well as in the author’s two novels, the story is told in the
first person. In the act of speech, the beginning sentences of the story represent a
bridge connecting the real world outside the text and the inner universe of the
literary work. From the very first lines, the narrator reveals the identity of the
protagonist — the narrator himself recalling a strange event that happened seven
years ago. Hence, the writer familiarises the reader with the time and the place of
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the event from the very beginning, transmitting at the same time the idea of reality
combined with dreamy atmosphere.

1.3.1. Types of auctorial discourse

a. Communicative discourse

From the point of view of the narrator-narratee relationship, Mateiu
Caragiale’s prose belongs to the communicative type, the narrator addressing the
narratee on several occasions.

b. Metanarrative discourse

When analysing the relationship between the narrator and the story, Jaap
Lintvelt mentions "the metanarrative function of the discourse" (Lintvelt, 1994:74)
by means of which the narrator expresses his opinion about his story. In Remember,
the narrator resorts to this type of discourse: "Altmintreli, prin ea insasi, pieirea lui
sir Aubrey n-a depasit in ochii mei Insemnatatea unui fapt divers. Ce noima ar fi
avut sd Tmping parerea de rdu cuvenitd pand la a plange in acel strdin pe un
Marcellus?" (41).

c. Explicative discourse

The narrator makes use of the explicative discourse to give explanations
which he considers necessary for the reader’s optimum understanding of the story:
"Ah! zise Pirgu lui Pasadia, facandu-si privirea galesa si glasul dulceag, ah! cu
valsul asta tin sé te duc la lacasul cel din urma, cat mai curand, cred ca n-ai sa ma
faci s astept mult Incd aceastd sirbitoare a tineretelor mele" (52) (Oh, Pirgu said,
making his look languid and his voice sweet, oh! with this waltz I am going to take
you to your last destination as soon as possible and I believe you won’t make me
wait too long for this feast of my youth).

d. Evaluative discourse

By means of this type of discourse, the reader is given the opportunity to
become familiar with the way the narrator himself thinks about the chain of events
and the actors involved in them. Through the abundance of epithets and
comparisons, Mateiu Caragiale never hesitates to express his opinion about his
characters and their actions : "Gore Pirgu era o lichea fird seamin si fird pereche"

(55) (Gore Pirgu was an unparalleled rascal) , "Pasadia era un luceafir" (53)
(Pasadia was an evening star).

e. Emotive discourse

The emotive discourse offers the narrator the chance to express his attitude
full of admiration for the night time, the writer being unanimously seen by the
Romanian literary critics as the unparalleled painter of the nocturnal side of nature
(Vianu, 1973:182).

f. Modal discourse

By means of the modal discourse, the narrator expresses his certainty or
uncertainty about what he is telling: "Presupuneam ca la temelia acestei hotarari

ciudate a fost intrucitva si teama de sine insusi'" (5).

1.2 The heterodiegetic narration

If in Remember the narration is exclusively of the homodiegetic type, in
Craii de Curtea Veche, the homodiegetic narration mingles harmoniously with the
heterodiegetic narration, restricted to the journeys Pantazi and Pasadia undertake
into their past.
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The actorial heterodiegetic narration is characterised by the existence of an
actor around whom the perceptive-psychic level, the temporal level, the spatial and
the verbal level are organised. This actor can be a protagonist of the plot or just a
witness of the narrated chain of events. In the actorial heterodiegetic narration, the
perception of the world is oriented by the perspective of one of the actors. The
narrator adopts the point of view of one of the actors, thus being limited to his/her
extrospection of the world. The internal perception of the characters is unlimited.
By means of the heterodiegetic narration, Pasadia’s and Pantazi’s interior lives are
directly known by the reader, not only through the mark their feelings leave on
their faces, as it happens in the case of the homodiegetic narration. From the
temporal and the spatial point of view, one can see that one of the actors serves as
point of orientation. Pasadia and Pantazi fulfill, in turns, this role, the narrator
respecting their temporal and spatial experience. At the verbal level, one can easily
notice that in those fragments characterised by the heterodiegetic narration the
story is told in the first person. The reader becomes the witness of the characters’
discourse, the narrator reporting their words in their own verbal register.

To conclude with, we can say that the writer’s prose owes much of its
success to this minutely worked combination of the two types of narration which
contributes a lot to its lack of monotony.
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L’ INTERJECTION COMME SIGNE LINGUISTIQUE'

Abstract. This paper deals with the presentation of certain particularities which led to the
definition of the interjection as a linguistic sign. In order to achieve this aim, one can remark the
use of a significant database which helped us identify the main features, as well as those through
which the interjectional sign distinguishes from the prototypical one. Firstly, one referred to the
principles presented by Ferdinand de Saussure in his Cours de linguistique générale, and then, to
Hjelmslev’s theory, because, only by means of this theory, one could emphasize the semiotic
peculiarities of the interjectional sign in contrast to that onomatopoeic, as well as the features
through which they resemble. The more analytic character of the glossematic theory highlighted
the fact that the interjectional sign put into semiotic relation with the unstructured content of the
acoustic image and the form of the expression. As to the other signs, the semiose put into relation
the form of the content and the form of the expression. The new directions presented in Gramatica
limbii romane have been also taken into account. According to these principles, the interjections
and the onomatopoeia are approached within the framework of the same lexical and grammatical
class.

Key words: interjection, linguistic sign,onomatopoeia

1. Le spécifique sémiotique du signe interjectionnel

1.1. Le signe linguistique a été introduit dans la linguistique moderne par Ferdinand
de Saussure qui a considéré que les principes de celui-ci (le caractére arbitraire et le
caractére linéaire) dominent toute la linguistique par leur importance.

Les aspects, méme dans Le Cours de linguistique générale, ne sont pas nouveaux,
parce que, dans la zone du premier principe (le signe linguistique est arbitraire) les
débats avaient commencé dés 1’ Antiquité : la théorie du physe soutenait la motivation de
la liaison de I’expression et du contenu, de sorte que la théorie de la thése argumentait
la démotivation de cette liaison.

Ultérieurement, les disputes entre les anomalistes et analogistes ont assimilé, avec
insistance, supposant son importance, un tel théme.

Mais, pratiquement, le probléme ne peut pas é&tre tranché aujourd’hui trés
fermement. Saussure lui-méme considérait qu’il existait des signes linguistiques
complétement arbitraires, et en méme temps des autres partiellement motivés. Les
derniéres sont les onomatopées et les signes symboliques.

Saussure les explique. En ce qui concerne les onomatopées, il affirme : <<On peut
nous appuyer sur les onomatopées pour dire que le choix du signifiant n’est pas toujours
arbitraire. Mais, elles ne sont jamais des éléments organiques d’un systéme linguistique.
En plus, leur nombre est plus réduit qu’on peut le croire>> (Saussure, 1998 :p.88)

La sonorité suggestive que certaines d’entre elles suscitent, est, aprés Saussure, un
résultat accidentel de 1’évolution phonétique.

On reconnait méme qu’il existe aussi des onomatopées authentiques, celles du type
glou-glou, tic-tac, mais << non seulement qu’elles sont peu nombreuses, mais leur
choix est déja dans une certaine mesure arbitraire, parce qu’elles ne sont que 1’imitation
approximative et déja demi -conventionnelle de certains bruits>>. (Ibidem)

On a abordé¢ ici aussi les exclamations (les interjections affectives), trés semblables
aux onomatopées, qui << suscitent des observations similaires et elles ne sont pas plus
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dangereuses pur notre thése. On est incliné a voir des expressions spontanées de la
réalité dictées — pour ainsi dire- par la nature. Mais, pour la plupart d’entre elles, on peut
nier qu’il existe une liaison nécessaire entre le signifiant et le signifié (...). En résumé,
les onomatopées et les exclamations sont d’importance secondaire et leur origine
symbolique est, en partie, contestable >> (ibidem)

La légereté avec laquelle Saussure expédie le statut des onomatopées et des
interjections affectives est dégagée du désir d’édifier le principe de I’arbitraire du signe,
et aussi de leur spécifique structurel comme signes.

D’aprés la théorie structuraliste de Saussure, le signe linguistique est une entité
psychique a deux aspects, qui unissent une image acoustique et un concept (pas un avec
un nom). L’image acoustique n’est pas un son purement physique, mais la marque
psychique de celui-ci. La deuxiéme partie du signe linguistique est représentée par le
concept. Le probléme survient ici: si tous les signes linguistiques ont une valeur
conceptuelle ou s’ils ont une valeur conceptuelle d’une méme maniére. Le deuxiéme
probléme qui suscite un intérét particulier est si les interjections, d’une part, et les
onomatopées, d’autre part, ont le méme comportement sémantique.

1.2. Pour surprendre le spécifique sémiotique de ces éléments, on peut recourir a
la description plus analytique de la structure du signe, telle qu’elle est proposée par le
structuralisme danois (la théorie glossématique).

Le premier argument qui rapproche les interjections (= interjections et
onomatopées) aux autres signes est la fonction sémiotique, la relation qui s’établit entre
deux dimensions, I’expression et le contenu. La relation est biunivoque : <<Il existe,
aussi, la fonction sémiotique et les autres fonctives de celle-ci: 1’expression et le
contenu. Il ne peut pas exister une fonction sémiotique sans la présence simultanée de
ces fonctives, ainsi qu’aucune expression et son contenu, ni un contenu et son
expression ne peut jamais exister sans la fonction sémiotique par laquelle ils sont
unies>> (Ibidem)

La théorie glossématique du signe linguistique réussit a distinguer les
interjections et les onomatopées des autres signes comme structure sémiotique.

Hjelmslev fait la distinction entre I’expression et le contenu, chacun d’entre eux
ayant une substance et une forme.

En comparant, par exemple, les propositions Eu nu stiu ; Je ne sais pas ; I do not
know, on constate qu’elles ont le méme sens. Le contenu de ces propositions a une
substance (le sens commun, informe) et une forme, en fait plusieurs formes (la maniere
dans laquelle les mots en divers langues sont configurés pour I’exprimer).

Le rapport entre la forme et la substance du contenu peut étre observé méme dans
le cas des signes simples. Par exemple, 1’idée de blanc, au latin (la substance du
contenu) a des formes différentes en roumain (alb) et au latin (albus, candidus) ; de
méme, pour noir, le latin a ater et niger.

Au niveau de ’expression, la substance de celle-ci est constituée des sons
possibles aux langues. Ils sont donc sélectés et configurés (la forme de I’expression) par
chaque langue dans une maniére différente, en fonction des possibilités de la base
articulatoire de la communauté respective.

En roumain, par exemple, il existe un seul phonéme e ; de plus, en frangais, il y a
un plus grand nombre.

Conformément a ces points de vue, Hjelmslev arrive a cette conclusion : << On
utilise le mot signe pour désigner I’unité composée de la forme du contenu et de la
forme de I’expression et établit par la solidarité qu’on a nommé fonction sémiotique>>.
(Idem : 19).

47



Cet aspect coincide, dans une large mesure, a la définition du signe de la théorie
saussurienne qui considére que le signe n’unit pas une chose avec une séquence sonore,
mais un concept (qui suppose le découpage, la conceptualisation de la réalité, la
configuration d’une forme) et une image acoustique (pas le son purement physique,
mais la marque psychique de celui-ci, comme elle est modelée, formalisée par le
psychique de ’homme).

Une telle définition n’est pas donc analytique et elle ne peut pas surprendre la
différence de structure entre les interjections et les onomatopées, d’une part, et les
autres signes, d’autre part. Comme on a déja montré, elle ne peut faire la différence ni
entre les interjections et les onomatopées.

Du point de vue de la théorie glossématique du signe, en ce qui concerne les
interjections, le contenu est représenté directement par la substance affective. Il ne
différe pas en termes des locuteurs d’une langue a 1’autre, d’un parleur a I’autre. La
substance affective n’est pas structurée différemment ; on n’a pas une forme du contenu.

Mais, en ce qui concerne 1’expression, la manifestation de cette substance est
faite par formes qui sont différentes d’une langue a 1’autre (un nombre différent des
phonémes et une configuration différente de ceux-ci).

Par conséquent, le signe interjectionnel ne présuppose pas la fonction sémiotique
(la relation) entre une forme du contenu et une forme de 1’expression, mais la relation
entre la substance non-structurée du contenu et la forme (la substance structurée) de
I’expression.

Cette chose peut étre représentée par le schéma suivant:

CONTENU EXPRESSION
Substance Substance
Forme Forme

Cela signifie que le méme contenu est posé dans des formes de 1’expression
différentes. C’est pour ¢a, qu’on ne peut pas parler d’un langage interjectionnel
universel.

La relation sémiotique peut étre réalisée plus clairement dans le cas des
onomatopées.

Si on prend sA (le son d’un animal de type A ; par exemple, le coq) on peut
observer qu’il n’existe pas une différence entre le son réel sA en France, par exemple, et
sA en Roumanie (a I’exception des différences individuelles, contextuelles, temporelles,
ce qui ne différe pas comme classe phonologique, mais seulement dans la sphére des
équivalences allophones).

Au niveau de la langue toute méme (le passage du son réel dans le langage
humain, comme signe, est fait par I’imitation) le son réel est véhiculé par la forme de
I’expression qui différe d’une langue a 1’autre.

La marge de la ressemblance sonore, inter linguistique, tient, dans une large
mesure, du déterminisme similaire de la base articulatoire. Elle est plus large que la
marge des dissemblances. Mais, pourtant, on ne peut pas parler d’une
internationalisation, ni d’un langage onomatopéique, comme cette chose ne s’est
produite ni dans le cas des interjections.

1.3. La grammaire roumaine décrit les interjections et les onomatopées dans la méme
classe lexico-grammaticale : L Interjection.

Cela signifie qu’il existe certaines caractéristiques communes qui permettent leur
approche ensemble. Il y a pourtant, comme on va ’observer, des différences aussi, qui
les placent dans des sous-classes différentes.
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1.3.1. Du point de vue des ressemblances, on a mettre en évidence trois raisons par
lesquelles on peut justifier leur distribution ensemble (Kleiber, 2006 :11), celles-ci étant,
en fait, leurs caractéristiques importantes.

La premicre caractéristique est celle que les interjections tout comme les
onomatopées peuvent fonctionner comme des énoncés indépendants <<comme des mots
- phrases, ou phrasillons >> (Ibidem), ce qui signifie le fait que les correspond << une
prédication, ou phrase compléte>>, étant, en fait, phrases a prédication impliquée>>
(Ibidem :11-12).

Cet aspect est accentué¢ par GALR aussi: <<Toutes les interjections (et les
onomatopées aussi, s.n) peuvent constituer des énoncés indépendants, non-structurés,
dans différents contextes linguistiques>> (GALR,1,2008 :671)

La deuxiéme ressemblance se référe a leur mode de formation, différent,
essentiellement, de celui des autres parties du discours, étant <<termes courts et
invariable (qui) sont formés, d’une (ou deux) voyelle(s) éventuellement combinée(s)
avec unes ou deux consonnes>> (Kleiber, 2006 :12)

Le fait qu’elles sont des termes courts et qu’elles peuvent transmettre chaque fois
des énoncés complets (substituts des énoncés) indique qu’elles représentent une forme
de manifestation du principe de I’économie de la langue.

La troisiéme ressemblance, la plus importante, est celle que certains linguistes
ont révélée, indiquant que la plupart des interjections affectives, du type vai (aie), ah,
oh...<<sont bien souvent considérées comme étant elles-mémes de nature onomatopées
(...) les interjections sont des formes simples, représentant des cris codifiés, qui sont
souvent, a 1’origine, des onomatopées>> (Ibidem)

On a montré que, tout comme une pierre est poussée par une force, tombant dans
I’eau, fait plouf, de la méme maniére une émotion forte détermine spontanément
I’interjection vai ! Or, comme un animal produit les sons Aam-ham !, de la méme
maniere I’homme produit les sons ha-ha-ha !

D’autre part, ce qu’on n’a pas montré jusqu’ici, les interjections ne reproduisent
pas toujours des sons exclusivement humains. Ainsi, Sarpele ridica din iarba capul :
sss I; Nu stiu de ce vorbiti atata : sss !. Donc, le méme corps phonétique peut étre, dans
des contextes différents, soit onomatopées que I’interjection. La différence entre elles,
comme maniére de production et comme maniére de représentation, en ce cas, est nulle.

Voila les arguments fondamentaux conformément auxquels les interjections et
les onomatopées se regroupent ensemble dans la méme classe lexico-grammaticale.
1.3.2. Du point de vue sémiotique, elles ont pourtant un statut différent, les
caractéristiques qui marquent cette différence étant, aussi, importantes.

Donc, le signe onomatopéique appartient, par 1’un de ses éléments constitutifs, au
premier niveau de l’articulation du langage ; par le deuxiéme, ainsi, il participe a la
double articulation.

Quand on produit sA (le son d’un animal quelconque, par exemple, le coq) il se
trouve dans deux hypostases : dans la premiére hypostase, il n’est pas entendu et il n’est
imité par personne. Il est un son quelconque de la réalité, objectif, physique. Il
n’appartient pas au langage. Les onomatopées sont celles qui, par I’imitation, ouvrent la
porte au langage humain, ou les sons de la nature pénétrent. Quand il est imité par
I’homme, dans un contexte de communication quelconque, il devient signe linguistique,
entrant dans la sphére combinatoire de la double articulation du langage.

Cela a été mis en évidence : << Au niveau de la production effective du cri,
niveau qu’on appellera désormais niveau 1, nous ne sommes pas dans le langage>>
(Ibidem :14).
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Du point de vue de la théorie de référence, le son, & sa premiére reproduction,
constitue le référent, 1’objet de la réalité, qui va étre engagé ou non dans le processus
sémiotique. Mais, dans la structure du triangle référentiel, le référent ne passe pas par la
référence (concept) pour arriver au symbole vu comme forme signifiante, en tant
qu’image acoustique.

Il est vrai que beaucoup de sons de la nature sont spécifiques a un certain animal
ou a un certain phénomeéne, donc son imitation est en mesure d’évoquer a 1’allocuteur le
référent auquel il est spécifique. Cela, en principe, représente la valeur iconique des
onomatopées.

Le chant d’un coq le matin n’est pas fidélement copié par les imitateurs, en
chaque langue, I’imitation a révélé des résultats partiellement différents : cucurigu
(rom.), cocorico (ft.), kukurijek (sb.)

La relation par laquelle une telle sémiose est réalisée se caractérise par certaines
caractéristiques importantes.

C’est une sémiose de type iconique, prenant une partie des caractéristiques du
référent, justement pour avoir la force de 1’évoquer chaque fois : << Cette imitation
n’est pas une imitation réelle (ou fidéle ou totale), mais une reproduction verbale
iconique qui choisit, a la maniére d’un schéma par opposition a une photo. L’iconicité
sonore des onomatopées soulignée par tous les commentateurs n’est jamais imitation
totale. Ce n’est que de la ressemblance sonore, conformément au mode de relation
iconique qui roule sémiotiquement sur la ressemblance>> (Ibidem)

Il est généralisant pour chaque langue, ce qui signifie qu’il fait abstraction des
différences, soi-disant allophones de la configuration sonore qui constitue le référent.

La séquence cocorico représente le signe pour tous les sons particuliers qui se
produisent dans la réalit¢ de la France; de méme, cucurigu pour I’espace roumain,
kukuriku pour les Bulgares etc. Il n’existe pas un autre signe pour la langue francgaise
littéraire. En chaque langue, il a acquis la valeur que les autres signes possédent, moins
le caractere arbitraire, les onomatopées €tant quasi-motivées.

Pendant que les autres signes doublent le caractére arbitraire avec celui
conventionnel, les onomatopées se caractérisent seulement par le dernier.

Elles ont, aussi, peut-&tre plus que les interjections, un caractére historique : elles
sont héritées, elles évoluent. Donc, au latin, il existe le verbe cucurrire et I’onomatopée
cucurru (Quicherat, Daveluy, 1922 :351) ; en ancienne Grecque, le coq était désigné par
kikirros. Cela veut dire que la quasi-motivation (le caractére iconique) s’est manifestée
pendant le temps.

En ce qui concerne les interjections, a la différence des onomatopées, ont un
caractére conventionnel retrovers.

Un homme saisi brusquement d’une douleur violente émet spontanément la
séquence des sons vai /. Il ne I’émet pas pour la communiquer, mais il I’émet s’il n’y a
personne qui I’entende. Mais, la séquence respective appartient dés le commencement
au langage, supposant un acte conventionnel antérieur. On peut observer ici que le
référent sonore (le son purement physique) coincide avec la forme de I’expression que
le signe interjectionnel possede.

En ce qui concerne les onomatopées, le son du coq différe strictement
physiquement de ses imitations linguistiques. Peut-étre seulement & la premiére
production (personne n’assume le risque du modelage de la sémiose initiale) on peut
établir I’identité entre les interjections et les onomatopées.

Les sons spécifiques a I’homme, les interjections proprement-dites, ont acquis la
premiere propriété de la double articulation : sa fixation par convention.
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Du reste, elles ont, comme les onomatopées, un caractére généralisant (résulté
par convention), étant unique pour une certaine langue, méme si les sons de la réalité,
enregistrés, sont différents.

Pendant que les onomatopées avaient un caractére iconique prononcé, les
interjections, ayant un référent abstrait (douleur, émotion, étonnement, admiration...)
ont plutot un caractére indiciel, de symptome qui, le plus souvent, refléte le chemin de
la cause a D’effet: <<On voit ainsi immédiatement quelle est I’indicialité des
interjections émotives. Elles sont des indices ou index en ce qu’au moment de leur
émission, elles sont reliées de maniére indexicale ou causale a I’émotion éprouvée par le
sujet qui le prononce>> (Kleiber, 2006 :18).

En apparence, la relation indicielle est similaire a celle qu’on rencontre dans le
cas des onomatopées, moins la distribution des segments du signe dans les différents
niveaux d’articulation du langage : <<Elles sont donc identiques de ce point de vue-la
aux cris et bruits de niveau 1, avec la différence décisive, qu’elles constituent, elles, des
signes linguistiques, ce qui n’est pas le cas. On le rappelle, des cris et des bruits>>
(Ibidem).

A ce qu'on observe, I’inclusion des interjections proprement-dites et des
onomatopées dans la méme classe lexico-grammaticale est motivée par certaines
caractéristiques importantes par lesquelles elles se ressemblent, telle leur distribution
dans des sous-classes différentes se soutient sur des différences aussi importantes.

La compréhension du spécifique de I’interjection comme signe linguistique est en
mesure de justifier aussi leurs particularités formelles, avec lesquelles elles sont
impliquées dans la structure morpho-syntactique du roumain, en tant que leur approche
sémantique et pragmatique.
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ASPECTS OF THE POSSESIVE OBJECT IN SPOKEN
ROMANIAN'

Abstract: The present paper aims to approach some particular aspects of this syntactic
position, the possessive object, which are present in spoken Romanian structures and differ from
the Standard Romanian structures.

Key words: possession, verb group, noun group, spoken Romanian, syntactic
superordinate.

1. The syntactic position of possessive object, in its prototypical form, is “a
component of the verbal group which occurs in a ternary structure and expresses the
possessor by means of a short form of a reflexive pronoun or of a personal pronoun
having the semantic feature [+Animate]; it establishes a semantic relation of possession
(and other relations subsumed under possession: belonging, dependency etc.) with
another nomen in that structure, which represents the possessed «object» (in broad
terms)” (GALR, II, 2005: 441). This definition is the starting point for the present paper
which aims to approach certain structures that occur in spoken Romanian and that could
be considered exceptions or indefinite situations placed on the border between
possessive object and other syntactic structures.

2. The solution of creating a new syntactic function for those short forms of the
pronoun in the dative expressing possession is justified also by the fact that these
pronominal forms have been considered to function both as a special type of indirect
object and as a special type of pronominal attribute in traditional grammar studies
(Rédulescu Sala, 2007: 191).

The syntactic position called possessive object is brought about by a
transformation which involves a few stages and it is the final result of this series of
transformed constructions. The starting level consists of a structure including a
possessive adjective or a pronoun in the genitive which represents “the Possessor” and
is subordinated to a nomen (Copilul meu a adormit repede.). The semantic equivalence
of this possessive to a short form of a pronoun in the dative (“possessive dative”) leads
to a structure where the pronoun is no longer under the dominance of the noun,
although it may preserve it as a phonetic prop.

“The short form of the pronoun functioning as a possessive object may
sometimes use the noun with which it establishes the possession relation (Pe umeri
pletele-i curg rau./ Pe umeri pletele ii curg rdu.), or even an adjective subordinated to
this noun (Blondele-i plete flutura in vdint./ Blondele plete ii fluturd in vant.) as a
phonetic prop (but not as a single syntactic superordinator)” (GALR, 11, 2005: 448).

The structure in this stage of the transformation (Copilu-mi a adormit repede)
is similar to another structure (7Te urmeazd privirea-i rece). However, there is a
difference in analyzing these two structures; in the former sentence, the short form of
the pronoun is a possessive object, in the latter sentence its syntactical function is an
attribute.

“The attribute in the dative expressed by a short form of the pronoun («the
adnominal dativey») in sentences such as Se gdndeste la frumusetea-i trecuta or Ma
obsedeaza trista-i privire is different from the possessive object because, in this

! Adina Dumitru, University of Pitesti, adina.elena.dumitru@gmail.com

52



situation, the short form of the pronoun can not be moved in the verbal group (it does
not re-categorize the verb, so it can not be subordinated to the verb)” (GALR, II, 2005:
449).

Thus, even though the transformation stops at this level, in this stage where the
short form of the pronoun occurs in the proximity of a noun or an adjective, this form of
the pronoun is considered to have already become subordinated to the verb, so a
possessive object, if the reorganization of the sentence may continue to the next level. If
this is not possible, then it is considered to be still subordinated to the noun, functioning
as an attribute.

At the next level of the transformation, the short form of the pronoun gets out
of the noun group and occurs in the proximity of the verb (Copilul mi-a adormit
repede.) which is said to be re-categorized by getting a valence of the dative that was
absent in its argument structure.

This is the point where the transformation stops, it is complete and the
possessive object gets to establish a relation of double subordination: a syntactical one
to the verb, on the one hand, a semantic one to the co-occurring noun in the ternary
structure it takes part in, on the other hand.

Firstly, the present paper aims to show that there are structures where the
possessive object and the nomen involved in the relation of possession are not co-
occurring; still, these sentences belong to spoken Romanian and can be considered to be
exceptions from the rules asserted in the normative grammar. “The nomen with which
the possessive object establishes the relation of possession has to be co-occurring;
therefore it can not be deleted” (GALR, II, 2005: 441). The impossibility of deleting the
nomen in the sentences which resulted after the syntactic reorganization can be proved
by examples that lack grammaticality (*lon isi respectd., *Ti-am auzit., *Cunosc un
batran caruia nu i-a slabit.). Still, there are other sentences such as Mi-a adormit
repede.,Mi-a mdncat bine astazi si mi-a dormit mult which can occur in spoken
Romanian and the hearers can consider them to be “meaningful”. These structures are at
least acceptable (and accepted as such by the speakers), if not grammatically correct.
Their occurrence in spoken language requires the look for some answers to the
following questions: is the expressing of possessed “object” obligatory or not? May the
series of transformations which led to the presence of the possessive object syntactical
function continue by deleting the nomen?

If the nomen involved in the relation of possession functions as a subject, it
may not be expressed. Its absence in the surface structure correlates with the possibility
of its semantic decoding in the context (-Ce-fi face copilul?-Mi-a adormit repede, e
bine.). As long as the nomen can be semantically grasped from the context by the
speakers, its role of “superordinator” of the possessive object is accomplished because
the subordination relation of the possessive object to the nomen is purely semantic.

If the sentences where the subject is missing at the surface structure are quite
frequent and the semantic decoding is not complicated, in the structure Mi-am scris
pentru astazi (tema) the deletion of the direct object can be noticed, which is possible
only if the context offer the speaker the opportunity to grasp the meaning of this nomen.
In students’ language, for example, Ti-ai invatat? represents a sentence which may be
assigned a meaning (it has an associated reading), because the direct object valence of
the verb is accomplished by the noun /ecfie that is inferred by means of the context.
This noun had been deleted from the basic structure Ji-ai invatat lectia?

As these types of structures occur in spoken Romanian, the emotional
component may be involved, which would create the possibility of interpreting some of
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them as being structures with ethic dative. Still, because the series of transformations
can be reconstructed up to a basic construction where a possessive occurs, the short
form of the personal or reflexive pronoun can be considered to function as a possessive
object, without excluding the emotional involvement of the speaker.

It is obvious that these sentences where a noun group has been deleted in the
surface structure are the result of the characteristics of spoken language. The possibility
of inferring certain components of the sentence is given by the dialogue, as “the speaker
does not repeat those terms already expressed by his interlocutor or by himself in a
previous verbal intervention. The phenomenon occurs especially in those complex
sentences by which the speaker answers to partial interrogative sentences.”(Irimia,
1999: 110).

3. Recent normative grammars assert that “in larger constructions (complex
sentences), the nomen involved in the relation of possession may be realized by means
of an anaphoric pronoun in the clause where the possessive object occurs” (GALR, II,
2005: 445). However, this is not the only type of constructions where the anaphor may
occur. In a dialogue, therefore in spoken Romanian, a similar situation may be noticed: -
Ti-ai gasit cartea? — Mi-am gasit-o!

Besides, in spoken Romanian this pronoun may have also a deictic value, for
ex. Na-fi-l!, latd-ti-o!. These situations do not necessarily require the previous
expressing of a noun and the utterance may be accompanied by an extra-linguistic way
of indicating the element in the context which is referred to (a gesture, a look).
Depending on the circumstances of the context, the ostensive deictic pronoun (-/, -0)
may be decoded without using any extra-verbal indication.

4. Therefore, the indispensible element in realizing the syntactic position of
possessive object is not the co-occurrence of the nomen, but its semantic inference.

Although in the normative grammar the position of possessive object is defined
by the double subordination, in spoken language there are structures which seem to
contradict this definition, because the nomen is not present, it is not co-ocurrent. This
noun may be semantically retrieved from the linguistic context or the situation of
communication.

The questions that have been asked above may be answered to, taking into
account the analyzed structures. The expressing of the possessed “object” is not
necessary, but the inference of its meaning is obligatory and if there is a possibility to
decode it using the context, this noun may be deleted. This possible deletion of the
nomen shows that the short form of the pronoun in the dative is unbound to the noun
group with respect to its syntax, but it is still involved in this group with respect to its
meaning.

The occurrence of this type of structures in spoken Romanian may represent
another argument for consolidating the syntactic position of possessive object.

The fact that the number of these structures in spoken Romanian is small
allows us to consider them to be exceptions to the rule that states the necessity of
expressing the possessed “object”. However, their existence can not be ignored and it
may be taken as another argument for considering the short forms of the personal and
reflexive pronouns in the dative functioning in the syntactic position of possessive
object, as a part of the verbal group.
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SYNTACTIC STRUCTURES IN OLD ROMANIAN: THE
ADVERBIAL OF REASON AND THE ADVERBIAL CLAUSE OF
REASON'

Abstract: The present paper represents an approach of the semantic field of reason in
Old Romanian and studies its syntactic projection at the sentence and complex sentence level. It
also aims to identify the way this relation becomes differentiated in terms of the connectors
involved.

Key words: adverbial of reason, clause, syntactic superordinate, connector.

1. Although reason and purpose are semantic dominants of the action (any
action is determined by a reason and it aims towards a purpose), in grammar studies the
secondary character of these syntactic positions is pointed out. Thus, the normative
grammar asserts that “the adverbial of reason is a marginal component of the verbal
group: so, the adverbial of reason may be always deleted, without influencing the
grammatical correctness of the sentence” (GALR, II, 2008: 557).

The possibility of deletion (replacement by zero) is a characteristic of any
adverbial. Only a few verbs require an obligatory adverbial argument: George locuieste
in cartier; Bijuteriile costa mult; Profesorul a procedat foarte corect.

Thus, the marginal feature, if it exists, should be motivated in a different way.

An action in progress contains an implicit reason, which appears having rather
a deictic role of expressing the logical and semantic relation between two actions or
between an action and a phenomenon.

Space and time are described in the system of deictic elements in Romanian
(space deictic and time deictic elements) (GALR, II, 2008: 737), as they represent the
semantic dominant feature of existence (everything exists in time and space), but reason
and purpose are not registered.

Because this is a relational deictic element, having the role of expressing the
logical and semantic relation of causality, it is natural that the adverbial clause of reason
be much more frequent than its correspondent at the sentence level. However, the
adverbial of reason is said to be “well represented in all the texts in 16™-18"™ centuries”
(SLR, 2007: 161).

2. The adverbial of reason is usually subordinated to a verb or an adjective and
the definition includes this information: “The prototypical adverbial of reason expresses
the reason of an action or of an emerging characteristic” (GBLR, 2010: 561).

As it belongs to syntactic universals, the adverbial of reason occurs also in Old
Romanian: Pentru aceia ramase schiop (VC: 261),; S-au fost drag lui Hristos foarte
pentru blandeatele lui si pentru credinta ce avea catra Hristos (VO: 70); Care om va
gresi din slabiciune sau din nestiinta (Al: 122); Beat de dragostea acei frumoseti (Al:
14).

The substitution class of the adverbial of reason is represented by a noun
(noun, pronoun, numeral) preceded by a preposition with the accusative, by adjectives,
adverbs and verbs in the gerund.

A series of prepositions are used to express the adverbial of reason in the
accusative (pentru, de din/den, dupd): eram dati si vanduti pentru gresala si

! Mihaela Gaitanaru, University of Pitesti, temporaoptima@yahoo.com

56



neascultarea stramogului nostru, lui Adam (VO: 76); va plati lui Dumnedzau pentru
oameni (VO:84); au rabdat pentru pdcatele noastre si pentru vinele noastre (VO:79);
S-au fost drag lui Hristos foarte pentru bldandeatele lui si pentru credinta ce avea catrd
Hristos (VO: 70); Adaogandu-se dupren multe parti oameni pentru bisugul si bun
lacasul acestor pamdnturi (ITR: 166); Oare uitase de frica mare ce vadzuse, din
rdaotate §i din netocmealda sa tine §i sta lumea (ITR: 180); din neordanduiala, den
nedreptate §i din rautate sa strica si sa muta imparatiile (ITR: 181); slabind de
batranete si de multe ostenele, de razboaiele ce au facut (RP: 161); Si era voie lu
Alexandru sa-i scoata la lume de ciuda (Alex: 136); ce nu potem trdi de gerpi (Alex:
214); Nimine sa nu suspine de meseratatea...Nimine sa nu plinga de gresale...Nimine
sa nu se spare de moarte (CLR: 71).

The same prepositions occur with pronouns: Impdrate Alexandre, cd tu te-ai
spareat de eale (Alex: 231); Deci pentru noi chinui, pentru noi rabda (VO: 79);
Dereptu carile Dzeule impensesi-ne panra in cumplit? (PH: 151); Dirept aceasta dara
iaste sa-i iertam i sa le creadem (ITR: 177).

The Slave preposition po is imitated so the adverbial of reason may be
expressed using the preposition dupd: ca amu greatd easte dupd ei a preimi naravu
(CV: 241) (Costinescu, 1981: 161).

The preposition derept/ dirept,when followed by a pronoun (dereptu carile,
dirept aceasta), manifests a disposition to join an adverbial phrase, in the context of the
demonstrative aceea and so does the preposition pentru; later, in standard Romanian,
the preposition de manifests the same disposition: Derept aceea merg in gios si vedea-
voiu deaca toate au ficut (PO: 51); Dereptu aceaia orbii... numele acesta grdiia; (C:
250); Dereptu aceaia grdiescu voao (Cl: 300); Pentru aceia ramase schiop (VC: 261);
Derept acea oamenri spunre-se-vor tie in veaci si in veacii veacilor (PH: 126); Nu
derept aceaea ca niminilea nu le poate implea deplin; Dara derep ce le-au dat afara?
(CLR: 73); Pentr-acea nu ne teamem candu se va smenti pamantul (PH: 126).

The pronoun ce without prepositions underwent the same process of turning
into an adverb: ce ai fugit fard stirea mea? (Cl: 300); ce sdntefi fricogi (VC: 178); Deci
ce te parasesti, pacatoase (VO: 33); Ce te lauzi in rreu ca esti tare? (PH: 131).

It is interesting that the same pronoun, preceded by the conjunction ca (cdace =
de ce) also became an adverb: Impdrate cice-m zisesi acel cuvint? (Alex: 142); Cice nu
graifi catra sfanta maica lui Hristos? (CS: 250); O, cace n-am postit! O, cdce n-am
miluit miseii (CS: 264); O, cdce nu ne-am pocdit de sa ne fie acum iertate pdcatele
(CS: 264); Cace poranci voao Dumnedzeu sa nu mdancati de tot lemnul raiului (PO: 23).

The sentences where adjective functions as an adverbial of reason are less
frequent: Nu putea omul sa o bage in gurd de amara (SLR: 160).

The best represented non-finite form of the verb is the gerund, which has a
very diverse distribution in Old Romanian: vadzdnd ranele lui si moartea rrea si
groaznica, sa umplu de dureare (VO: 87); lar Alexandru, fugind la Araviia i sa tdae
capul (VC: 313); pe acestia goti de gheti ii tinem, din trachi rodul lor tragdndu-se
(ITR: 150); Vrand sa se prapdadeasca... fugi Lot cvu muiarea lui; Si calcand muiarea
porunca lui Dumnezeu... s-au prefacut in stalp de sare (Al:258); mdhnitu-se-au pana
in suflet, vazand si cunoscand (RG: 202).

The examples with the verb in the infinitive (Te depunctez pentru a nu-fi fi
indeplinit obiectivele) or in the supine (De adunat peturi nu cade blazonul nimanui) are
rare even in contemporary Romanian and certain recent grammars do not even mention
them any longer (GBLR, 2010: 562-563).

57



3. The adverbial clause of reason represents this syntactic position at the
complex sentence level. The characteristic of this construction is that “it does not admit
the subjunctive mood” (GBLR, 2010: 563); “the adverbial clauses of reason are not
consistent with the subjunctive so, in the researched texts, they occur rather with the
indicative than with the subjunctive” (Francu, 2009:221).

In Old Romanian there may occur examples of subjunctive constructions
where the reason meaning is more powerful than the purpose meaning: iar pentru sa nu
faca zarva mare i-au facut pa aceia (LB: 141).

Regarding the syntactic connectors, it often uses conjunctions; as the reason
meaning is a semantic dominant. Certain relative elements (unde, cum), in a reason
context, become conjunctions: Unde ma durea capul, am plecat acasa, Cum se facuse
tdrziu, s-au dus sa se culce; De unde sdnt eu apostol paganilor, slujba mea o voi
proslavi; Si Sara candu-o dosadiia, fugi de la ea (SLR: 238).

The adverbial clauses of reason group into three types: direct, indirect and
conditional.

3.1. The direct adverbial clause of reason is the most frequent. Although it has
specific connectors, the most frequent connector is the complementizer ca: Pierde-voiu
pre omul care am facut den fata pamantului... ca ma cdiesc ca am facut jale (PO: 29);
Si iata, stricat era, ca tot trupul era stricatd calea sa spre pamant (PO: 29); ca noi acest
loc vam pierde, derept aceasta ca strigarea lor mare e inaintea Domnului (PO: 53);
Grabeaste si acolea mantuiaste-te, ca pand atunce nemica nu poci face (PO: 54);
Crucea iaste mucenicilor marire gi lauda, ca s-au batut cruce g-au baut otrava si in foc
au intrat §i leilor i-au aruncat si puterea sventei cruci de-acestea de toate i-au izbavit
(VO: 54).

Also the specific connectors occur: dara fiindcd curgerea anilor nu
inconteneste de a schimba §i a preface pricinile vietii ceale intamplatoare, pentru
aceaia face trebuinta a avea o povata mai pe larg (SLR: 239); au purtat de grija pentru
mdntuirea oagmenilor i a neamului omenesc, de vreme ce acesta iaste lucrul cel dintdi
al bunatatii lui (Al: 3); Cu greu, zic, foarte-m iaste, de vreme ce nu aflu eu pana acum,
mdcard cdt am ostenit (ITR: 146); Dachii ghetilor ruda sant, de vreme ce si unii si altii
aceaeag limba au (ITR: 149); De vreame ce avem de la Hristos aceasta poruncd sd
ispitim... nu asea numai hiecum... (VO: 190); si indemna pe domn sd-i dea, de vreme ce
era om mare §i iubit inparatului (A: 105); Ce intrucdt partasi sdnteti patimilor lui
Hristos, bucurati-va (SLR: 239); Savai ca nici celea nu-s toate adevarate, direp ca si
scriitorii...,unii intr-un chip, altii intr-alt chip, tot acea poveste o vorbesc (ITR: 146);
Pentru ca si din dachi si gheti era inca multi ramas (ITR: 183).

The stacking of the connectors, from the compound conjunction cdci up to
sequences of three or four elements, is specific to Old Romanian: dard tu, cdci urasti
pre fratele tau, atdta cdt nici in ochi nu vei sa-l vezi... (VC: 55); Pentru cdci-t dzic, ca
te-am vadzut supt smochin, crezi (VO: 43); Cdci, de ar fi crezut deplin, sa cuveniia sd
nu zicd cuvintele ce au zis, nici sa se teama (VC: 178); mai vartos I-au blagoslovit caci
ca graise catra dansul asinul mai nainte (VC:259); Caci ca svanta cruce iaste ajutoriu
credinciogilor, puteare slabilor, izbavire celora ce samt in primejdie (VO: 55);Caci ca
oamenii ceia ce vadzura ciudesa care feace Hristos cand invise pre Lazar spunea §i
marturisiia tuturor in lerusalim (VO: 74); Deci trebuieste tot omul crestin sa se
umileasca pentru cdaci ca vinele §i pdcatele lui au facut munca §i moartea cea grea a
Domnului sau (VO: 79); Nu cdce ca nu stiia, Domnulu intreba pre orbi (Cl: 252); zice
aceasta nu cdce cd nu stiia cdtd lipsa si scadeare avea apostolii (CI: 259).
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In contemporary Romanian, the relative adverbial clause of reason is even less
frequent and it occurs in collateral contexts; “generally, such clauses as Nu-i tace gura
de cdte are de povestit; Nu ma doare capul de ce crezi tu; O admird pentru ce a spus
are considered to be relative adverbial clauses of reason integrated in prepositional
groups” (GALR, II, 2008: 561).

In Old Romanian, besides those relative pronouns there occur constructions
such as derept ce: Numele acesta graiia derep ce amu cd intru jidovi cinstitu era acestu
nume (CI: 250).

In some grammar studies the rare characteristic of this type of adverbial clause
of reason is pointed out, but there are given some inadequate examples: “the adverbial
clauses of reason introduced by a pronoun rarely occur, almost exceptionally” (SLR,
2007: 241).

The following examples could illustrate it: Si scdrbit fu imparatul pentru
Juramdntul §i pentru cei ce era cu nusul nu vru ei sa intoarcd, Craiu foarte sa intristd,
dara pentru giuramdntul si pentru ceia ce sadea cu el (SLR: 241).

Because the phrases cel ce, cei ce are dissociable, according to the normative
grammar, the structure includes both adverbials of reason (pentru cei, pentru ceia) and
relative clauses introduced by the relative ce.

3.2. The conditional adverbial clause of reason is introduced “by cdnd, de si
daca during all these three centuries, and ca, derep ce cd, dupa ce, unde join the series
of connectors in the 16™ century, sa does the same in the 16™ and the 17" centuries, de
vreme ce, dacd vreme ce si in vreme ce in the 17" and the 18" centuries” (SLR: 240):
iara de nu vei face asa, it esti tu insut vrajmas si pierzator sufletului tau (Al; 55); Si de
nu sd va inchina mie, sa-l spargeti si sa-ti iei muiere si feciorii-ti (Alex: 188) deaca nu
se saturd nici dinioard cum sa poata fi de oameni iubitori §i cu mild catra vecini; Cum
voi putea ascunde de Avraam aceasta ce voi face, unde mare gi puternic om va fi si in el
blagoslovi-se-vor tofi oamenii pre pamant; lar ispravnicul nostrum au zis, deacd
vreame ce l-ai ertat tu si de noi fie ertat (SLR: 240).

3.3. The indirect adverbial clause of reason is that adverbial clause of reason
subordinated to a direct interrogative sentence or to an imperative sentence, introduced
by conjunctions as well as by relatives such as: De ce vorbesti daca n-ai fost acolo;
Cum sa fii rasplatit cand ai stat acasa? Pentru cdte ai facut, pleaca!

In Old Romanian this situation is rather frequent: De au adus cuvantul acest
dulce si mangaitoriu al lui Dumnezeu atdta fricd, dara groaza judecdtoriului ce va
face? De ingrozeste asa indemdnarea a tinea legia, dara cdnd va lua seama pentru
lenevirea celor ce n-au implinit legia, ce va lucra? (10: 15); Si de voiu da toata averea
mea §i de-m voiu da trupul mieu sa-l arz si dragoste sa nu aibu, nimic nu folosesc, si de
voiu avea toatd credinta cdt magurile a le muta, iara dragoste sa nu aibu, nimic nu sant
(I0: 55); si de vreme ce cel dirept abia sa mdntuieste, dard cel necurat §i pacatos unde
se va ivi; dupad ce se afla fard pdcate ce dereptate avea de-aciia spr-nsul diavolul a
omori pre el? (SLR: 240).

3.4. The relation of the adverbial clause of reason with the syntactic
superordinate involves two types of markers: junction and juxtaposition. In Old
Romanian the latter (such as: 4 plecat acasa. O durea capul) is preceded by the semi-
adverb doara which could not become an independent connector: “Some constructions
introduced by doar represent a special situation of paratactic expression of the causal
relation. This type of constructions is considered to occur as a result of the deletion of
the connector in the group ca doar, so the adverb only functions as a connector
replacing the conjunction cda to a certain extent” (GALR, II, 2008: 561).
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In Old Romanian its occurrence is rather frequent: Roagd-te si te inalta in al
saptelea ceriu... doard ne va asculta domnul nostru Isus Hristos (CS: 257); au doara ai
obidit vrun om migel, sau ai ucis, sau ai furat, sau doarad ai vandut pre cineva, sau n-ai
ldcuit bine cu vecinul tau... sau doard ai grdit menciund, sau n-ai iubit pre toti oamenii
unul ca altul (CS: 262); corabnicii sfatuira-secum se vansledze de acie, doara voru
putea cumva agiunge in Finichiia (CS: 314); Doara cdnva voru vedea cu ochiisi cu
urechile voru audzi si cu iremile voru inteleage... (CS: 332-333).

4. Conclusions. The research upon the syntactic position of the adverbial of
reason, at the sentence and at the complex sentence level, shows the particular
complexity of the modalities of expressing. This feature is also due to the fact that the
causal relation belongs to a semantic dominant which renders its importance and its
essential characteristic in the sentence.

References

1. Studies

Costinescu, 1981 — Costinescu, Mariana, Studiu filologic, la Codicele voronetean, Bucuresti,
Editura Minerva.

SLR — Avram, Mioara (Coordonator), Sintaxa limbii romdne in secolele al XVI-lea - al XVIII-
lea.

Francu, 2009 — Francu, Constantin, Gramatica limbii romdne vechi (1521 — 1780), lasi, Casa
Editoriala Demiurg.

GALR, 1I, 2008 — Gutu Romalo, V., (Coordonator), Gramatica limbii romadne, I, Cuvantul, II,
Enuntul, Bucuresti, Editura Academiei Romane.

GBLR, 2010 — Pana Dindelegan, Gabriela, (Coordonator) Gramatica de baza a limbii romdne,
Bucuresti, Editura Univers Enciclopedic Gold.

2. Sources
A — Istoria Tarii Romdnegti de la octombrie 1688 pana la martie 1717 (Anonimul brancovenesc)
(Editie Constantin Grecescu), Bucuresti, Editura Stiintifica, 1959.
Alex — Alexandria (Editie Florentina Zgraon) Bucuresti, Editura Academiei, 2006.
Ci — Coresi, Carte cu invataturd (Editie Sextil Puscariu, Al. Procopovici), Bucuresti, Atelierele
Socec,1914.
CLR — Crestomatia limbii romane vechi (Editia Al. Mares) Bucuresti, Editura

Academiei, 1994.

CS- Codicele sturzan (Editie Gheorghe Chivu), Bucuresti, Editura Academiei Romane, 1993.
CV — Codicele voronetean (Editie. Mariana Costinescu) Bucuresti, Editura Minerva, 1981.
10 — Tvireanu, Antim, Opere,(Editia Gabriel Strempel,), Bucuresti, Editura Minerva, 1972.
ITR — Istoria Tardai Romanesti (Editie Otilia Dragomir) Bucuresti, Editura Academiei Romane,
2006.
LB — Letopisetul Balenilor, in Cronicari munteni (ed. Dan H. Mazilu) Bucuresti, Editura
Militara.
PH — Psaltirea Hurmuzachi, 1, (Editie Ion Ghetie si Mirela Teodorescu), Bucuresti,
EdituraAcademiei Romane, 2005.
PO — Palia de la Orastie (Editie V. Arvinte, 1. Caprosu si Al. Gafton), lasi, Editura Universitatii
“Al.L.Cuza”, 2005.
RG — Radu logofatul Greceanu, Istoria domniei lui Constantin Basarab Brdncoveanu Voievod
(1688-1714) (ed. A. Ilies), Bucuresti, Editura Academiei.

VC — Varlaam, Opere , Cazania (Editie M. Neagu), Chisinau, Hyperion, 1991.

VO - Varlaam, Opere, Raspunsul impotriva Catihismului Calvinesc (Editie Mirela Teodorescu),
Bucuresti, Editura Minerva, 1984.

60



SYNTACTIC STRUCTURES IN OLD ROMANIAN: EXPRESSING
THE PURPOSE AT SENTENCE AND COMPLEX SENTENCE
LEVEL'

Abstract: The present paper aims to grasp the way the semantic and grammatical
category of purpose is expressed and the means the substitution class of the Adverbial of Purpose
(noun, verb, adverb) materializes by in the 16" — 18" centuries texts.

Key words: purpose, adverbial, adverbial clause

1. The adverbial of purpose together with the adverbial of reason expresses the
semantic dominant of the illocutionary act (the intention). This aspect has often been
noticed in the grammar studies: “The adverbial of purpose ranges with the group of the
adverbials that express logical and semantic relations. The sentence including an
adverbial of purpose expresses a particular relation of causal implication: intention/
purpose — achievement” (GALR, II, 2008: 572).

Like any other adverbial, it is characterized by a correlative structure where the
former element dominates the substitution class of the adverbial and the latter represents
the prototypic connector: de aceea....ca sa: Pentr-aceea te-am lasat in Crit, ca sa pui
prin toate cetatile popi (VO: 212). (Similarly, the correlative structure of the syntactic
position of the adverbial of reason is de aceea...fiindca)

The normative grammar considered that the adverbial of purpose is less
frequent than the adverbial clause of purpose, like the adverbial of reason, so the
conclusion asserts that “The specific realization of the adverbial of purpose is the
conjunctional clause introduced by ca sa “(GALR, II, 2008: 572).

Like in contemporary Romanian, the syntactic superordinate of an adverbial of
purpose may be a verb, an adjective (participle) and, rarely, an interjection: pentru
aceasta sda inchina astazi crestinii sventei cruci (VO: 53); E Alexandru... venre se
rraspundza gloatei (CV: 239); Orbii, spre cinstea aceaia numele acesta grdiia (CI:
250); ziditi intru Isus Hristos spre fapture bune (VO: 212).

2. The substitution class of the adverbial of purpose is well represented mainly
by a noun preceded by various prepositions which express the intentional meaning: Nu
in zadar §i fara de tocmeald, ce pentru mare folos si pentru mare dobanda sufletelor
noastre s-au tocmit aceasta (VO: 53); Fiecaruia da-se aratarea duhului sfdantu spre
folosu (CI: 292); Sa nu se porneascd spre vindere (C1: 260); Spre ocrotirea si folosul
ticaloasei tari socotind (RG: 55); pentru spdseniia noastra s-au rastignit (VO: 220); sa
le spunem intru vadirea ereticilor si intru tariia pravoslavnicilor crestini (VO: 188); fu
in capulu un ghiului spre adunare si impreunare amanduroru paretiloru (PO:123).

In contemporary Romanian “the adverbial of purpose may be expressed by
groups with a non-finite form of the verb (especially infinitive or supine) as a head,
verbal groups integrated into prepositional groups” (GALR, II, 2008: 577), but in Old
Romanian the infinitive without a preposition is quite frequent: Si slobozi un corb a
zbura care iesi (PO: 33); Vin deadera tatalui lor in acea noapte a bea (PO: 54); Si
featelor acestor ordsanilor vin afara a scoate apa (PO: 63); S-au radicat a fi imparat
(VC: 281); De unde ati venit? Den pamantul Canaanului a cumpara grau (PO: 113).
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The structures with an infinitive integrated into a prepositional group are rarer:
Sa mearga de a sa aseza (ITR: 176); lara neputenciosul mdngaie-lu dereptu se imple
legea lui (GLRV: 194).

Moreover, the general situation of infinitive is regressive, with respect to this
syntactic position and to all the syntactic positions where it manifests its noun meaning,
so it is always replaced by subjunctive: “but its frequency decreases as times passes,
because of the limitation of infinitive use due to the constructions with finite forms of
the verb” (Francu, 2009: 194).

Regarding the supine, its reduced frequency in Old Romanian preserved in
contemporary Romanian, but some examples still occur: Sa fie mai lesne spre inteles si
catre cetit (GLRV: 193).

In certain contexts also the gerund may function as an adverbial of purpose,
which seems impossible in contemporary Romanian: au ldsat... ca sa se aseze aici,
ramdind ldcuitori acestei tari (ITR: 158); sa veade cum aicea de la Roma, fiind
lacuitori tarii mari oameni si de mari neamuri venia (ITR: 164).

It is noticeable that such a realization of the adverbial of purpose is omitted in
the recent normative grammars (cf/- GALR, II, 2008: 577).

The specific test for an adverbial is the possibility of replacing it by an adverb.
This seems to be more difficult to accomplish even in contemporary Romanian, because
the researchers have not identified the subcategory of adverbs of purpose yet. These are:
de aceea, inadins, dinadins, expré etc.

The normative grammar includes only de ce and its demonstrative variants de
aceea, de asta, pentru aceea among the realizations by means of adverb (¢f GALR, II,
2008: 578).

This situation is to be found in the chapter about the adverb, where the authors
assert that “the number of adverbs of reason and of purpose is very small. This category
includes the interrogative adverb phrase de ce with its informal variant /a ce and other
phrase-like structures consisting of the demonstrative pronouns in the feminine plural
preceded by the prepositions de and pentru: de aceea, pentru aceea, de asta, pentru
asta, de aia”(GALR, I, 2008: 597).

Other studies offer a correct approach of this phenomenon: “the adverbs of
purpose are just a few: anume, dinadins, expré, inadins and intr-adins. They function as
adverbials of purpose at sentence level.” (Constantinescu-Dobridor, 2001: 192).

This misunderstanding has generated an incorrect approach of this syntactic
position: “the connector of the adverbial clause of purpose may be preceded by those
adverbs of specification which have their own syntactic function (adverbials of
manner)” (GALR, II, 2008: 573).

Thus, the indistinct description of adverb in traditional grammars goes on and
motivat, justificat are not considered to be adverbs of reason, as inadins, anume are not
considered to be adverbs of purpose. In a complex sentence such as A facut-o
intentionat (inadins) ca sa te enerveze (GALR, II, 2008: 573), the adverb intentionat
(inadins) does not express the manner, but it specifies the intention: so, it is an adverbial
of purpose.

The phenomenon may be noticed even in Old Romanian, where this kind of
adverbs are involved in correlative structures: Foarte cu de-adins asteptam i foarte sa
ne temem si sa ne grijim (VO: 36); Ainte de toti adinsu voi iubosti pururea aibandu...
(CV: 387); Derept aceea va fi arcul miei in noor, cum eu sda vaz §i sa pomenesc de pre
legatura mea de vecie (PO: 35); Pentr-aceea §i eu, fiii miei... va dzic...sa vd
indarapteadze (VO: 188); Pentr-aceaea, fiii miei intru Hristos iubiti, sa murim cu
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credinta cea direapta intru Hristos ca sa fim vii intru el (VO: 189); ca sa-I foarte cu de-
adins asteptam (VO:36).

3. At the complex sentence level, purpose is expressed by the adverbial clause
of purpose and the substitution class of its connectors is dominated by the
complementizer sa, which is often accompanied by ca or cum in Old Romanian, in
order to get a special form for the purpose relation: ca sd, ca...sd, pentru ca..sd, cum sa.

When indicative mood is used in a real adverbial clause of purpose, the
conjunction de occurs.

Researchers pointed out the great variety of connectors for the purpose
relation: “the adverbial clause of purpose has a great variety of junction elements”
(Costinescu, 1981:167). Still, this fact is not explained by the complexity and by the
importance of this relation, but always on the analogy of Slave, the language from
which the translations have often been given: “the phrase which is most often used is
cum(u) sa (se) and it usually corresponds to the Slave da (...), the adverbial clause of
purpose introduced by sa (se) corresponds in the Slave version to a verb in the infinitive
or to a clause introduced by da” (Costinescu, 1981:167).

In fact, both in Romanian and in Slave the logical and semantic complexity is
the same and it requires a diversification of the means of expression.

The most frequent connector of the adverbial clause of purpose is the
prototypical one, together with its variants: Ca iatd, eu voi aduce potopul apeei spre
pamdant sa pierz tot trupul... §i toate ce sunt spre pamant sa piera (PO: 30); Si intinsa
Domnedzeu pre lafet, sa poatd lacui in cortul lui Sim si Ham sa fie sluga a lor (PO: 36).

In Old Romanian the variant ca sa occurs this way frequently, but this situation
is not characteristic to contemporary Romanian any longer, although the normative
grammar does not place on the first position the discontinuous variant of the
conjunction: Intdiu ardtd taina credintei noastre (...) ca sa-1 foarte cu de-adins asteptim
si foarte sa ne temem si sa ne grijim (VO: 36); Ne trebuiaste agiutoriu si armd... ca sa
ne ajutorim §i sa ne sprijenim de viclesugurile diavolilor (VO: 53); Ca sa miluiasca pre
noi, ca sa ne mdangde, ca sd ne rascumpereca sa ne izbavasca din moartea de veaci
(VO: 76); Va fi radicat ostasi ca sa mearga sa scoata pe acei goti (ITR: 176); Cata
sumda de ai au statut acel impadrat asa ca sa se stranga atdta tdalharime de multa (ITR:
180).

When a part of the subordinate clause moves, the conjunction occurs in its
discontinuous form: Venit-au plecat si smerit ca pre tine sa te inalte intru madrirea
ceriului (VO: 75); ceale ce mai denainte le-au gatat Dumnezeu ca intr-inse sa imblam
(VO: 212); Cauta la ceriu si blagoslovi pitele Hristosu ca sd se incredinteze si sa arate
cd nu iaste protivitoriu lu Dumnezeu (CI: 260).

The conjunction phrase pentru ca sa is not specialized in expressing the
purpose relation, so it may occur expressing the result relation: Aceste lucruri sa
nevoim, fratilor, sa facem pentru ca sa ne podobasca Domnul Hristos (VO: 78); poti
cunoagte cum strimbadza svanta scripturda dupa cuvantul lui svantul Pdtru, pentru ca sa
ingeale pre cei prosti (VO: 288).

In Old Romanian other connectors (pentru sd, cum sd, de sa) used to occur, but
they are no longer used in contemporary Romanian: Deci, pentru sa schimbe blastamul
(...) gustd de moartea cea cu blastam (VO: 83); Sa ne culcam cu el cum sa putem tinea
samdnta de la tatal nostru (PO: 54);Si trase mdna in sus cum pre fiiul sau sa omoard
(PO: 59); Si Avraam duse-se cum sa planga si sa jeluiasca pre Sara (PO: 61); Nici
sdantem nevoiti sa aducem auru de si scumpdrdamu cea mai de folosu (CI: 257).
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Sometimes, the conjunction phrases pentru ca sa and pentru sa may occur in
the same context, which means they were in a free distribution relation: ce-am scris,
una: pentru sa puteti sta improtiva cdand va fi vreame de nevoie; alta: pentru ca sa va
aflati intru invataturile pravoslaviei (VO: 188).

The real adverbial clause of purpose includes a verb in the infinitive and the
conjunction de as connector: Apa den ceriu destinge, de hraneste si adapad (CI: 192);
Duse-se amu totu putearniculu Domnulu (...) de invatd si pre noi sa ne aruncdam (CI:
258); Acesta da si daruiaste de mancamu (CI: 261); ca el imbld idntre noi si intre
Dumnezeu de ne impaca (VO: 204).

In traditional grammar, when the adverbial clause of purpose was subordinated
to a verb in the imperative, de was considered to be rather a co-ordinating conjunction,
equivalent to si than a subordinating conjunction. Thus, sentences such as Sculati si voi,
alalti oameni, de vedeti si priceapeti (VO: 90) would be compound sentences. In fact,
the analogy principle, the equalization principle, does not work efficiently in grammar,
so it must be replaced by the principle of adequacy to the text. Thus, comparing two
sentences such as Tata cu mama merg la film and Tata si mama merg la film, one might
infer that in the former sentence the co-ordinating conjunction cu occurs as it may be
replaced by si and the noun mama is in the nominative. In fact, cu is a preposition (tata
cu mine) and mama is in the accusative.

The same result has been achieved in the normative grammar, but the
demonstration has been different: “According to this approach, sentences such as Mergi
de-mi adu dosarul! consist of clauses of the same rank, associated by means of co-
ordinating de” (GALR, II, 2008: 576). This analogy has been canceled and de has been
considered to be a subordinating conjunction in this type of contexts: “this new
approach gets coherence (the conjunction de is always subordinating). We ought to
mention that this structure is placed on the border between subordination and
coordination.” (GALR, II, 2008: 577).

The negative adverbial clause of purpose has had specialized connectors since
Old Romanian. Unlike in contemporary Romanian, two types of connectors may be
identified: one for the proper adverbial clause of purpose (ca nu cumva sa); another for
the real adverbial clause of purpose (ca nu candai): Sa nu carea cumva sa indrazneasca
preotul (VC: 43); Ca nu candai vei uita inaintea lor si cu naravul trau te vei nebuni
(BB: 675, b); Ca nu candai mdncdand si saturandu-te §i case bunew zidind si locuind
intru eale... te vei indlta cu inima ta si vei uita pre Domnul Dumndzaul tau (BB, 132, a).

4. Conclusions. As it has been pointed out, the syntactic position of purpose
manifests a higher degree of complexity in Old Romanian than in contemporary
Romanian, especially at the sentence level. Because this is a logical and semantic
relation which functions as a semantic dominant of the action, together with the causal
relation, a variety of means of expression occurred during the evolution of language so
that it can be further developed. The dynamism of this transformation can be proved by
the fact that there are more means of expressing the purpose which regressed than those
which have been spread by the dominant norms.
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HYDRONYMS IN THE OLT RIVER BASIN ORIGINATING IN
APPELLATIVES RELATING TO FLORA'

Abstract: Hydronyms are considered to be the longer lasting and oldest toponyms, and
they form a first layer in toponymy, i.e. the hydronym layer. Semantically, they fall into several
categories. In this article are discussed the hydronyms in the Olt river basin, which are formed
from appellatives relating to flora.

Key words: hydronyms, appellatives, toponymy, entopic

The Romanian hydronyms make up a microsystem that was formed and
evolved over the centuries and millennia within the Romanian toponymical system.
Watercourses were among the first place names individualized as such, on account of
their stability over time, and their special social and geographic importance.
Hydronyms, especially the names of the major watercourses and lakes, are considered
the oldest toponymical layer, as the late Iorgu Iordan noticed: the old age of
watercourses and mountains is safer, because settlements change their name more
easily, but the nomenclature of watercourses, mountains, etc. proves more resilient
(Tordan, Iorgu, 1963: 3)

Human settlements have borne, ever since ancient times, the names of the
rivers near which they were formed, and this is accountable for by the extension of the
river names to village and town names. What research has to determine is whether there
first existed the name of the river, or the name of the village or town.

Research of the hydronymy of a region requires the thorough analysis not only
of the rivers and lakes, but also of the names that refer to the concept of “water” in
general.

Hydronyms were classified into the following categories: micro-hydronyms
(names of springs, streams and small rivers) and macro-hydronyms (large watercourses,
such as the rivers), and then they were further classified into: potamonyms
(watercourses, or rivers) and limnonyms (standing or stagnant waters) (Conea, lon,
1960: 63-92) .

In terms of semantics, i.e. the object designated, hydronyms, in this case those
in the Olt river basin, can be classified, according to Viorica Florea, as:

- Hydronyms originating in the geographical aspects of the places, regarding the flora,
fauna, various aspects of the terrain, the water bed and the banks of the watercourse;

- Hydronyms indicating various attributes of the water courses;

- Hydronyms originating in place names;

- Hydronyms which, by their content, express historical and social realities;
- Hydronyms formed from anthroponyms (Florea, Viorica, 1975: 69-76)

We can say that the vegetation was, and is still, used in naming names of
watercourses in a given territory; these names originate in appellatives that point to
various aspects of flora, especially names of trees or plants, cultivated or not, by man.
These names often refer to names of plants or trees which no longer exist today, but
were, in the past, representative of a given area.

The terms either occur in the nominative singular form, coming directly from
the appellatives, or are formed by derivation with collective suffixes. In this article the

! Geanta Adriana Elena, University of Pitesti, adrianageanta@yahoo.com
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hydronyms originating in appellatives used for various aspects of flora in the Olt river
basin were analyzed.

AGRES (AGRIS) — is located in the upper basin of the Olt, it is 15 km long
and is a tributary of the river Cormos, in Covasna county. Its left side tributary is
Bradut, and, on the right hand side, Paraul Pietros. The name is derived from the
appellative agris (Eng. gooseberry “species of tree, a shrub with edible fruit”, with the
Hungarian etymology. egres).

ALUNIS - is located in the upper basin of the Olt, it is 15 km long and is a
tributary of the river Valea Gorganului, in Covasna county. The name comes from the
entopic alunis “a spot covered in hazelnuts”, made up from alun “hazeltree” +
collective suffix -is.

ALUNOASA - is located in the lower basin of the Olt; it is 14 km long and is a
tributary of the Olt river. The name is made from alun “hazel” + suffix -oasa (a
feminine form), involving agreement with the entopic apa or valea (cu apd) “water, or
valley (along a waterway)”: the valley where hazel trees grow — so, Alunoasa; or from
the adjective alunos “hazelnutty”, through substantivization.

ANINOASA - 1. a stream in the village Bodesti, rural commune of Alunu, in
Valcea county. It is located in the middle basin of the Olt, it is 10 km long and is a
tributary of the Oltet river. 2. is located in the lower basin of the Olt, with a length of 13
km, crossing vill. Aninoasa, c. Amarasti, in Valcea county, and flows, to the left, into
Pesceana. The name comes from the adjective aninos “of the alders” (<anin + suffix -
os) “an alder-grown place”, by substantivization. lorgu lordan explains anin(os) <
arin(os) “sandy”. This watercourse flows through a mountainous area, and the presence
of sand here is in contrast to the usual appearance of the terrain.

The homonymy between anin / arin “alder” (the shrub species), and arin(a)
“sand” makes it difficult to accurately determine the root that the hydronym was derived
from. The absence of the arborescent species, on the one hand, and the sandy aspect of
the soil, on the other hand, can explain to some extent the etymology of the name.
Actually, the hydronym may reflect a material aspect (with regard to the nature of the
soil), or a vegetable one. Emilian Buretea’s (Buretea, Emilian, 1994: 118) explanation
of aninoasa is “a spot where alder trees used to grow”.

ARTAROASA — is located in the lower basin of the Ol, it is 15 km long and is
a tributary of the river Beica, in Olt county. The name comes from artar “maple tree”,
through derivation with the suffix -oasa (feminine form), the agreement being made
with the entopic apa or valea (cu apd) “the water course or the valley” — so: the valley
where maple trees grow — Artaroasa.

BRAD(U) — 1. is located in the upper basin of the Olt, it is 13 km long,
crossing the villages Potiond and Armaseni. It receives Toplita as its left-side tributary,
and the Silas river on the right side. 2. is located in the middle basin of the Olt, it is 8
km long and is a tributary of the river Jibrea. 3. Bradu creek, located in the lower basin
of the Olt, a tributary of the river Priboiasa and flows into Otdsau near vill. Barbatesti.

In all the areas of the country, especially in the mountainous regions and in
those of pastoral transhumance, there are many names of settlements, watercourses,
valleys, mountains and springs containing the appellative Brad and its compounds. The
wide spreading of the toponym Brad would be an indication that, in the Dacian era,
coniferous forests in our country us were better represented than in later ages (Brancus,
Grigore, 1995: 26-27).
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In point of etymology, we can say that those lands were covered with firtrees,
hence their name; therefore, we have to do with a name transfer from the water course
to another toponym.

BRADISOR - is located in the lower basin of the Olt, it is 9 km long and is a
tributary of Coisca river, in Valcea county; it passes through the villages Malaia,
Dangesti and Bradisor. Also known as Valea Mare “Big Valley”. It is formed by
derivation from brad “fir tree”+ the diminutive suffix -isor.

BRANISTE - is located in the lower basin of the Olt, it is 8 km long, is a
tributary of the Cerna river, flows through the villages Béantesti, Margineni and Valea
Mare, in Valcea county, and its tributaries are Valea Lunga and Stroiasca.

The name comes from the entopic braniste “a place enclosed for a given
activity (such as grazing, hunting); a place covered with nut trees; a spot in a forest held
off for cutting wood, and trodden (Poruciuc, Lexicon, Rotaru, Oprescu, Lexicon); a
forest reserved for conservation; enclosed or preservation forest, reserve”( DLR,
Scriban, DEX) . Hence, the branisti were places reserved or enclosed seats, where no
one was allowed to come to graze their cattle, to hunt, to catch fish, to collect the fruit in
the forest, to cut firewood, to mow hay, without the owner’s permission. The word is of
Slavic origin: braniti “to stop, not to allow”.

BUJOREANCA - is located in the lower basin of the Olt, it is 7 km long,
passing through vill. Bujoreni, in Valcea county, and is a tributary of the Olt. The name
comes from the toponym Bujoreni + suffix -eanca.

CARPEN - is located in the upper basin of the Olt, it is 8 km long and is a
tributary of the river Casin, in Harghita county. The name comes from the entopic
carpen “a place covered with a forest made up of beech, oak, fir, hornbeam, ashtree,
willow, poplar, etc. "(cf. Lat. carpinus).

CARPENIS - is located in the lower basin of the Olt, it is 9 km long and the
name comes by derivation from the entopic carpen “hornbeam” with the collective
suffix -is (<carpenis “a spot covered with hornbeam forest”).

CEAPA - is located in the upper basin of the Olt, it is 11 km long and the
name comes from the appellative ceapa “onion”.

COPACIOASA — is located in the middle basin of the Olt, it is 12 km long,
passing through the village Copacel, in Brasov county, and is a tributary of the river
Berivoi. The name comes by derivation from copac “(big) tree” + suffix -(i)oasa, or the
substantivized adjective copacios “with trees; wooded”.

CURPAN - is located in the lower basin of the Olt, it has a length of 10 km,
crosses vill. Caineni, in Valcea county, and is a tributary of the Olt. The name comes
from curpan (c¢f. curpen “tendril, wild vine, runner or creeper”).

DEBRADET - is located in the lower basin of the Olt, it is 9 km long and is a
tributary of the Olt river. It is probably a word composed of a noun + preposition de +
bradet “firtree forest or clump”, where the first noun was lost, and only the two
components have remained, which later merged. (the entopic bradet means “pine of
firtree forest, a place covered with trees” < brad + collective suffix -e?).

FAGUL MARE - is located in the upper basin of the Olt, it is 9 km long and is
a tributary of the Olt. The name is formed by composition from the entopic fag “beech”
+ adjectival determiner.

FRASINET - is located in the lower basin of the Olt, it is 24 km long, is a
tributary of the Teslui river, going through vill. Cezieni, and receiving as right side
tributary Raul Lungenilor. Its name comes from the appellative frasin “ashtree” +
collective suffix —et > frasinet. The analyses performed by geographers (Conea, lon, op.
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cit.. 69), for phytotoponym Frasin “ashtree” and its collective derivatives frasinet,
frasinis, confirmed lorgu lordan’s assumption, namely that the form frdsinet is more
common than firdsinig (Nicolae, Ion, 2006: 84).

LUNCA - Ll.is located in the upper basin of the Olt, it is 12 km long and is a
tributary of Rata river, 2. is located in the upper basin of the Olt, it is 7 km long and is a
tributary of the river Bortofalau, in Harghita county. The name comes from the entopic
luncd (“meadow”), meaning “a clearing with pastureland lying at the edge of a
watercourse; a narrow glen, grazing land, a strip of land along a river, etc.” (c¢f. Sl
lonka).

LUNCA MARE - is located in the upper basin of the Olt, it is 16 km long, is a
tributary of the Olt, in Harghita county, and its right tributary is Sadocut. It is formed by
composition from the entopic lunca “meadow” + adjectival determiner.

LUNCAVITA - is located in the lower basin of the Olt, it is 60 km long, rising
from the Capatanii mountains, and flows into the Olt on the left, crossing the following
places: Vaideeni, Horezu, Otesani, Popesti, Daiesti, Ciorasti, Sirineasa, Prodanesti. Its
tributaries on the left are Balota, Ursani, Ramesti, Horezu, Paraul Blajului, and on the
right, Curpen and Manastirea. It is probably formed with the Slavic suffix -ovar (cf-
Bucovat, Dunavat, Racovat).

PLOPOASA - is located in the middle basin of the Olt, it is 5 km long and is a
tributary of the river Sercaia, in Brasov county. Its name comes from the appellative
plop “poplar” + suffix -oasa (feminine) < plopoasa “a land covered with forest of
poplars”.

RACHITA - is located in the lower basin of the Olt, it is 8 km long and is a
tributary of the river Horezu, in Olt county. The name comes from the entopic rachita
“wicker; a place covered with wicker forest, floating platform made of reed, rushes” (cf-
Bulg. rakita).

RACHITIS - is located in the upper basin of the Olt, it is 6 km long and is a
tributary of the Olt river. The name comes from the entopic rachitis “a place covered
with wicker forest” (< rdchitd + collective suffix -is).

STEJEREL - is located in the upper basin of the Olt, it is 7 km long and is a
tributary of the Olt river. Its name comes from the appellative stejar “oak tree” + the
diminutive suffix -el.

TRESTIA — is located in the upper basin of the Olt, it is 55 km long and is a
tributary of the Bogata river, in Bragsov county. The name comes from the appellative
trestie “reed”.

ZAVOI — is located in the middle basin of the Olt, it is18 km long and is a
tributary of the river Sibiel, in Brasov county; it goes across the village Fantanele. Its
name comes from the entopic zdvei “a small alder forest, a place covered with woods of
oak, beech, fir, alder, wicker, etc., the place where a river floods, a boggy meadow” (cf-
Old SI. zavoj).

In conclusion, we can say that the hydronyms in the Old river basin, whether
they are simple or compound, are mostly Romanian; though some appellatives or
anthroponyms they come from are of foreign origin, they are formed in the Romanian
language. Thus, the old age and the special role of hydronyms in people’s lives, along
the country’s history, are once again proved.
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GRAMMATICAL STRUCTURES IN ANTIM IVIREANU’S
“DIDAHII”'

Abstract: The present study represents an approach to the grammatical expressiveness
in Antim Ivireanu’s “Didahii” which consists in the empathic feeling of making the message come
closer by means of language, because the preacher was convinced that as he was getting closer to
the people, they were getting closer to God. The forms of expressiveness range two important
aspects of speech acts functionality: their intentionality and their rationality. Due to the
complexity and flexibility of the grammatical structure, it may become a source of expressiveness
both at morphological and syntactic level.

Key words: grammatical structures, empathy, morphological, syntactic.

1. Expressiveness is a concept often identified with affectivity as a result of
some devices by means of which certain emotional moods become evident in language
(DSL, 2001: 31), aiming to affect the hearers’ perception background. According to Ch.
Bally, this was the domain of stylistics for the literary text. However, the artistic effect,
the emotional knowledge, does not perfectly fit in the figurative area, as many
researchers considered.

Antim Ivireanu’s Didahii is not an artistic work in the sense of the pure art
gratuitousness and all the three fundamental types of speech acts are to be found in it:
illocutionary, locutionary and perlocutionary acts.

At the pragmatic level, illocutionary acts reveal the position of the preacher
who uses language “as a basic form of social behavior, characterized by intentionality”
(Ionescu Ruxandoiu, 1991: 10). In Ivireanu’s texts three cognitive areas are aimed at:
making the passive hearers aware of some basic elements of Christian behavior;
prevention from the permanent threat of devil’s aggression; sinners’ redemption by
confession. None of these is considered less important, although the first and the second
seem intermediary elements. The awareness should not result from an individual act, but
it is institutionalized: Si am apelat la el mai ales ca la un renumit dascal al scolii de
aici, pe care preacuvioasa-ti indltime a infiintat-o cu cheltuieli larg acordate intru
iubire de Dumnezeu (Al, 1972: 401).

The role of salvation by redemption is essential, as the Bible says that nobody
is perfect, so it is often evoked by the author: Pentru ca sa ridicam din mijlocul
norodului nigte vatamari sufletesti, ce vedem totdeauna ca se lucreaza si la cei mici §i
la cei mari... pentru ca sa nu piard sufletele in desart...(Al, 1972: 390).

All these aspects of Didahii may be approached as argumentative strategies
with a great complexity. In each of them a well mastered technique of persuasion is
obvious.

2. At locutionary level the use of persuasive techniques implies the tendency of
permanent close relation between speaker and hearer. Ivireanu addresses to a variety of
people, with pretty different levels of understanding, but his ambition is to project his
message at the simplest man’s level. Expressiveness with Antim Ivireanu means the
very empathic feeling of making the message come closer by means of language,
because the Didahii shows that the preacher was convinced that as he was getting closer
to the people, they were getting closer to God.

! Sorinela Olteanu (Gheorghe), University of Pitesti olteanu_georgel@yahoo.com
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3. The forms of this expressiveness range two important aspects of speech acts
use: their intentionality and their rationality.

3.1. With Ivireanu, the illocutionary component, the deliberate manipulation by
impressing functions in a simple way: people understand you better if you speak like
them, as they consider you one of them. So, the text should be written “in an accessible
language, so that it should become easy to understand the solving of such issues which
are questionable” (AI, 1972: 400). The preacher does not always make the language
accessible (it is not totally popular), but he combines the spoken language elements with
standard language, sometimes in adjoining contexts, to get a greater accessibility. He
pointed out that Gramatica slavoneasca “was written in spoken language and easier to
understand” (Al, 1972: 405). He sometimes used old etymological forms which were
later to be found only in the Northern dialects. That was a translator’s habitude: the
translated texts, which were meant to be spread all over the Romanian territory, used
such a combination. It is known that the same method was used in translating the Bible
from Bucharest, as the planned spreading power imposed the use of a greater number of
Northern dialects elements than in other usual translations in Muntenia.

In this respect the most extended phenomenon which occurs in Ivireanu’s
sermons consists in producing fortis consonants so the following sound, non-syllabic —,
disappears. The phenomenon occurs with the nouns in the plural: cetas (Al: 4, 6),
bunatat (Al: 23, 129), iubit frat (Al: 8). The adjectives involved in this phenomenon are
usually participles: vazut si nevazut (Al: 22), ales si despartit (Al: 25), nedechisit (Al:
5). The pronouns are the most numerous: tof (Al: 13, 24), batandu-s (Al: 24), sd-s
rapue (Al: 111), nu-g aducea aminte (Al: 14), ca sa-m dea putere, ca-m voiu fi esit, sda-
m daruiti (Al: 23, 27, 203), it va da, it voi arata (Al: 103). The fortis consonants occur
also with verbs: trimitef, intindet, vanat (Al: 5), primit, facet, invet (Al: 7), sa nu ne las
(AI: 119). There occurs a generalized popular form of the possessive pronoun in the
masculine/neuter singular and masculine plural: iubitii miei (Al: 6), cuvantul mieu si
intelepciunea mea (Al: 15). In the adverb category the popular feature does not include
a fortis consonant, in most situations: nu numa (Al: 108, 203, 205); nimica (Al: 16, 26),
acuma (Al: 103), acolea (Al: 113, 115), intocma (Al: 129). Still, the fortis consonants
are not absent: incds (Al: 16), astaz (Al: 103, 120).

Due to the fact that the verb is the center of the verbal group, an important
component of the sentence, it had popular features well marked in spoken language.
Ivireanu frequently uses the most important ones as a method to come closer to hearers.
The first important feature is the iotacism with the most usual verbs: nu poci cunoaste
(Al: 27); ramdiu fara de graiu (Al: 131), ca sa ramdie (Al: 127); au vrut sd vaza si sa
auza (Al: 110). It seems that in the extra-linguistic context of Ivireanu’s texts, the
reverse verb forms which were rather frequent in translations were considered literary,
so they little occur and are usually accompanied by common forms : gresit-am si am
incalcat (Al: 100). Some etymological verb forms preserved in spoken language occur
in Ivireanu’s texts, too: si dede lor putere (Al: 125); le dede plata (Al: 128). Besides
these spoken language forms used by the author to place him in the hearers’ linguistic
code, in communication there occur speech acts which seem to have this very role, to
establish a relation between preacher and hearer. These are interjections, especially
ostensive, considered “one of the means by which the speaker is related to the hearer”
(ROVA, 2011: 310). The context of strengthening the deictic meaning is larger,
involving use of imperative and nouns in the vocative. The interjections, especially the
ostensive ones, seem to be required by the discursive nature of the Didahii: lata nor

72



luminat (Al: 14); lata dara ca n-avem credinta (Al: 25); Ci iata ce va zic, iubitilor miei
(AL: 27); carele sdnt iata ce si iata ce (Al: 392).

With conjunctions, the accumulation or use of certain elements, usually
correlative, preserved from Latin, are rather archaic: cdci ca de am avea credinta (Al:
25); au de la vrun sat, au sa le hirotoneasca (Al: 390); sdnt neertate, deaca nu sa va
face (Al: 123). Expressions such as nu care cumva sd, used to introduce the negative
Clause of Purpose are folkloric, but the connector is still used in the contemporary
standard language as the only form of expressing that relation: carea cumva ca nu-I fac
(AI: 388). The most relevant example of adopting spoken language occurs with
conjunctions: scriu pe cei ce sa postesc, pen’ca sa stie cei ce nu-§ fac datoriia (Al:
204).

3.2. Like Dosoftei, Ivireanu knew spoken folk language very well, as it may be
proved by all types of examples above. The circumstances of this experience have not
been explained by the researchers, because he had been brought in our country for his
typographer knowledge, then he became an isolated monk. But Ivireanu knew also
standard Romanian at that period and these language elements represent the majority in
the text structure. He could not use only them, because of the variety of cultural levels
in his audience. Adaptation of language to the communication context results from a
certain realism of the preacher, as well as from his wish to render everyone the opinion
that the Bible message addresses directly, in everyone’s language.

Not only that he adopted spoken language forms, but he practiced the
theological tolerance and used the standard forms to make hearers become familiar to
them. There are numerous examples of structures combining the two registers: vazuti si
nevazut (Al: 8), slujit si va bucurati (Al: 15), astdaz, astazi (Al: 110); toti cati s-au
supus (Al: 153); im infruntez si-mi ticalosesc (Al: 16); incetati, mutati, vanay, venit (Al:
5); gresit-am si am incalcat (Al: 100); (eu) vaz (Al: 200); vad lumina (Al: 110); sa nu
sa lipseasca, ca sa se duca (Al: 14); nu sa odihniia (Al: 4); sa se mdntuiasca (Al: 24), i
sa cuveniia (Al: 30), sa ducea (Al: 43), sa tem (Al: 44), ti sa cuvine (Al: 45), sd se faca
el insug; sd se faca zidire, sa se faca vazut (Al: 130); ca sa se lupte (Al: 131). It is clear
that these structures are adequate to the communication context, as when Ivireanu
addresses to priests, not to common people, he avoids the spoken folk features of
language (Invatatura pentru taina pocdintii; Invatiturd bisericeascd, Capete de
porunca).

The frequency of fortis consonants is reduced in these texts: sa-m iarte; im vor
fi gresit (Al: 392); with verbs and participle adjectives the fortis consonants are almost
absent sa faceti, lacuiti, sa cercetati, toti anii, sa faceti (Al: 388); the etymological form
mdni (Al: 111) is replaced by the standard one: mdini (Al: 401). However, a few
spoken language features seem to be completely adopted by Ivireanu, for example the
form of possesive pronoun: gdandul mieu; mostenitorii miei (Al: 392); al mieu de bine
facatoriu (Al: 398). Ivireanu shapes the text acording to the speaker, so in the model
text of a will there occur some iotacism marks, as this is not his own text and its
language should be accesible to common people: sa saza, sa le vanza (Al: 389); puind;
sa-si pue (Al: 391). Another distribution of language elements can be found in Prefefe,
Dedicatii, Postfete, where fortis consonants in verb inflection are absent: vefi avea
credintd; nu va veti indoi, veti zice (Al: 397); luati, veti vedea, fiti sandatosi (Al: 409).
Fortis consonants is excluded with other categories, too: altii luminati, altii laudati, altii
vestiti (Al: 410); indata-si (Al: 409). But the phenomenon occurs with the reflexive
pronoun: i sa cuvine (Al: 399); i se cuvin (Al: 400).

73



4. The grammatical structure may represent the start point for language
expressiveness, due to its complexity and flexibility, both at morphological and
syntactic level, including sentence and complex sentence level. The morphological level
includes the forms of each part of speech.

4.1. In lvireanu’s texts the noun is usually used according to standard
Romanian norms which correspond to the contemporary ones. At the level of formal
classification, the compound nouns are frequently used, some of them being part of
idiomatic phrases: faceri de bine (Al: 3), buna-credinta (Al: 4); bunavestire (Al: 5);
faradelegile (Al: 6, 13); farlegile (Al: 13); facatoriul legii (Al: 25); purtatori de grija
(AIL: 7); blagovestenia (Al: 18), blagocestia (Al: 24); a facerilor de bine (Al: 107, 109,
113); fardelege (Al: 390); al mieu bine facatoriu (Al: 398). The noun conversions
frequently come from adverb: binele cel mare (Al: 109); binele ce am luat (Al: 113). A
very interesting conversion which originates in spoken language comes from the
possessive pronoun al sau: alsauri firesti (Al: 129); alsauri (Al: 64). The plural,
especially with feminine and neuter nouns, is common: valurile, viclesugurile, ceriurile
(AlL: 21), glasuri, mirosuri, duhuri, vanturi, vazduhuri, feliuri (Al: 19), lucruri (Al: 26),
vaetele, rosturile, plansurile (Al: 110). Some plural inflections are preserved with an
intermediary form: hotarale (Al: 6), carale (Al: 106), saboara (Al: 117). The
inflections resulted from turning —e into —i seem to belong to another dialect: picioarilor
(AL 8), suspinile (Al: 110).

At the level of the standard norms at that period, the inflections did not often
corresponded to the dominant norm: ostenele, patime, colibi (Al: 14); carciume (Al:
26); pietri (Al: 117); sanurile (Al: 20); obiceele (Al: 28). The genitive (Dative) forms,
both those required by government and those with prepositions, usually correspond to
the dominant norm: izvorul preaingelepciunii (Al: 8), dintru ocara patimilor, sant ale
sfintei Evanghelii (Al: 9), a facerilor de bine (Al: 107); inaintea dragostei voastre, prin
mijlocul vorbelor mele (Al: 16), sdaderia de-a dreapta lui Dumnezeu (Al: 18), inaintea
lui sant scrise (Al: 100); noianul Fecioarii (Al: 131); i-au fost lipsa lui Dumnezeu (Al:
106).

The atomistic declension (marking the inflection with both elements of a
phrase) is generalized with the demonstrative pronominal adjective: sarpelui celui de
demult (Al: 15), bucuriei ceii adevarate (Al: 17), lucrurile intunericului veacului
acestuia (Al; 26). This declension also occurs with common and proper nouns and it
will persist as a Latin morphology feature: lauda preasfintei nascatoarei de Dumnezeu
si pururea fecioarei Mariei (Al: 16), iara Sfintei Fecioarei (Al: 17). Similarly, the
adnominal dative would persist, especially as a poetic device, up to the 19" century:
pazitor sunt eu fratelui mieu (Al: 100); partas imparatiei ceriului (Al: 101), partas
stricaciunii (Al: 30). The direct object in the accusative is usually accompanied by the
preposition pre when it is expressed by a person noun and it is not preceeded by this
preposition when it is expressed by a name of a thing: cel ce ascula pre voi, pre mine
asculta (Al: 22); ne arata noud vaetele, plansurile, suspinile si dorirea pariuntilor (Al:
110). The masculine nouns in the vocative preserve the Latin inflections and the
atomistic declension, but the feminine inflections of Slavonic origin also occur:
Doamne (Al: 14, 100); Adame, unde esti (Al: 100), ce zici, prorocule (Al: 111); o,
blagocestive imparate (Al: 119); iubite, cu adevarat i-au fost lipsa (Al: 106); Du-te
denapoia mea, satano (Al: 9).

4.2. The definite article present the redundant determination, as a characteristic
of the previous century: cuvdntatoarea turma lui cea aleasa (Al: 7), preaslavita
schimbarea fetii a Domnului (Al: 9), nemincinoasa gura lui (Al: 15); dupa marea mila
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sa (Al: 15). The demonstrative or adjectival article has been ranged in the subcategory
of semi-independent pronoun in the normative grammar (GALR, I, 2008:245), except
those contexts where it is used as a morpheme of the relative superlative and a
morpheme of the genitive and dative forms, when it precedes ordinal numerals (GALR,
I, 2008: 247). The prototypical form (Noun+cel+adjective) is very frequent: marii cei
neinsufletite; mestersugul cel pasaresc (Al: 5); addncimea cea nehotardtd, mdna cea
tare si puternica (Al: 8), fiiul lui Dumnezeu celui viu (Al: 9); mila sa cea veche (Al:
13); pohta cea nespusd, bundtatea cea negrditd; mila cea bogatda si dragostea cea
desavdrsita (Al: 14); sarbatorile cele mari, sfintii cei numiti (Al: 27); naravurile cele
rele si obiceele cele necuvioase (Al: 28).

In such contexts they are considered to be demonstrative pronominal
adjectives, with an independent syntactic function: “If the noun-center on the left side of
the structure including cel (vinul cel vechi) is lexicalized — not every structure above
admit the noun lexicalization-, ce/ loses its pronoun meaning (becomes adjective) and
functions (like other demonstrative adjectives placed after) as an emphatic determiner,
which has the role to increase the degree of definiteness/ identification of the structure”
(GALR, 1, 2008: 140). As it has been pointed out above, there are contexts where the
noun is absent and the role of semi-independent pronoun becomes obvious: va pdsa
cuiva la cele sufletesti (Al: 28); au trecut cele vechi si au inflorit cele noao (Al: 30).
The problem of noun lexicalization on the left of the pronoun is raised also with the so-
called possessive article, when this is considered a possessive genitive mark: “The
structure [semi-independent pronoun + possessive adjective] must not be identified to
those contexts where the possessive adjective is preceded by the possessive genitive
mark al, as a result of the strict non-adjoining the possessive adjective to a governor
with a definite article: o carte a mea; aceasta carte a mea; cartea aceasta a mea e
veche; al meu suflet e patruns de fiori” (GALR,I, 2008: 128). Such contexts, especially
with the genitive, are frequent. The agreement rules are not strictly established, as it
may be noticed in many situations: addncimea cea nehotarata a bunii indurari (Al: 8);
cu toti ai dumneavoastra (Al: 8); zile a vietii lui (Al: 117); pdcatul a nestiiintii mele
(AL: 122); cu rugdciunile cuviosilor egumeni §i a cuciarnicilor preot (Al: 202);
Sarbatorile cele mari, si ale Maicai Precistii si a unora din sfintii cei numiti (Al: 27);
postul iaste pace de suflet al sufletului (Al: 101).

When functioning as a predicative, the group formed by al and a possessive or
a genitive is considered differently: “The constituent functioning as a predicative is
analyzed rather as a nominal group consisting of [semi-independent pronoun + nominal
group in the genitive/ possessive adjective] than as a nominal group in the genitive/
possessive adjective preceded by the possessive genitive mark a/” (GALR, I, 2008:130).
There are many such contexts: cuvintele acestea sant ale sfintei (Al: 9); de va tineti ai
lui Hristos (Al: 28); Si aceasta vina tot o dau sa fie mai mult a preotilor (Al: 104). The
semi-independent pronoun occurs when the noun with the same reference is absent: Dat
ale Chesarului Chesarului §i ale lui Dumnezeu lui Dumnezeu (Al: 28).

4.3. With respect to formal classification, the adjective presents a great number
of phrases: far’de raotate, far'de arme (Al: 5), far‘de putere (Al: 119), far‘de lene,
far‘de prihana (Al: 7), fara de prihana (Al: 12), far ‘de socoteala (Al: 26). The absolute
superlative is often expressed by prefixes: lumi preaslavite (Al: 4); preascump sdangele
sau (Al: 7), preaslavita marire (Al: 12); the relative superlative presents the so-called
construction of Hebraic superlative: imparatul imparatilor (Al: 3). The degree number
comparison is not clearly differentiated from the qualitative comparison: mai mult decat
trei apostoli (Al: 12).
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4.4. The pronoun is very diverse and Ivireanu’s texts preserve forms which
belonged to the norms of that period. As he used to be a translator, he often uses the
personal pronouns, although the person was included in the verb inflection: e,
nevrednicul (Al: 21), Acela si eu ...1l voiu zice (Al: 17); dard noi acum (Al: 25); sdnt si
eu partas §i intr-acel jug in care trageti voi trag si eu (Al: 28). The pronouns followed
by the deictic morpheme—si are very rare: cel ce luis era; luis stapaneste (Al: 200). The
system of personal pronouns of reverence is fully established, even if ddnsul rarely has
a personal reference: Adam o trage spre dansul (Al: 3); marea de pre dinsa (Al: 4).
There also occur other forms: m-au pus la dumneavoastra (Al: 6); dumneavoastra incd
aveti datorie (Al: 7); maria-sa, mariei-tale (Al: 226).

The reflexive pronouns with a short form in the dative (isi) and in the
accusative (se) present fortis consonants in many situations, leading either to cancelling
the non-syllabic front vowel or to turning it into a central vowel: sa asamdneaza (Al:
10); i sa cuveniia (Al: 30); nu gdndiia a sa parasi (Al: 37); carele sa vad (Al: 51); cei
ce sa cunosc (Al: 83). There also occur common forms, but they are less frequent: sa se
zideasca beserici, sa se radice case (Al: 117); sa se paraseasca (Al: 123). The dative
forms present fortis consonants much more frequently: s-au prepus (Al: 5), nu-s aducea
aminte (Al: 14), ca sa-m dea putere (Al: 23), si-s goliia capul (Al: 117), it voiu ardta
(AL: 153), cei ce-m zic (Al: 27), nu-§ cauta viadiciia (Al: 28). Sometimes, the forms in
the dominant norm occur in the same sentence: im infruntez gi-mi ticalogesc (Al: 16).

The demonstrative pronoun presents more subcategories than in contemporary
Romanian. Firstly, there is a pronoun of close identity, which is very frequent and
would persist up to the 19" century: pre acestas domn (Al: 11); acestasi Dumnezeu (Al:
106, 131), intr-acestasi chip (Al: 116), acestasi prooroc zice (Al: 120), intru acestas
(AI: 202). The semi-independent demonstrative has a form for proximity: trupurile
noastre ceste de carne; inimile cele de piatra (Al: 16). The demonstrative of
differentiated distance presents various forms including the standard ones: celelalte
limbi (Al: 4), toate celialalte (Al: 19, 102,152), ceilalti (Al: 115), cialialalte (Al: 151).

The relative pronoun varies according to gender and number in the nominative
and the accusative: carii, carele The feminine form is the most variable, depending on
the topic and on the context: dragostea cu carea (Al: 111), fagaduinta carea (Al: 126).
There also occur common forms: dintru care aratare (Al: 114); largime care (Al: 117).
The uncertain forms are written with a stress mark: firea caré era (Al: 121), lumea caré
(Al: 124). In contemporary Romanian the feminine equivalent of the structure cel ce
does not occur any longer, except the constructions with a neuter meaning, but in
Ivireanu’s texts the formal opposition was still present: cel ce Dumnezeu (Al: 8); pacea
lui cea ce covdrsaste toata mintea (Al: 8).

The number of forms of indefinite pronouns is greater than in contemporary
Romanian: fiestecarele din noi (Al: 8), a fiestecariia firea (Al: 130), oarece intreba,
oarece §i frumos lucru (Al: 12), nestine (Al: 113), verice alta cerere (p. 23), ver de ce
boala ar fi fost (Al: 24), niscai bundatat (Al: 129). The negative pronouns occur in their
spoken forms: n-am putut afla nimica (Al: 16), nu s-au dat din veci nimanui (Al: 17),
nimeni (Al: 24), nimica (Al: 26), nimeni, nimenea (Al: 205). The nominative and the
accusative form of the emphatic pronoun (insugi) presents a fortis production of the
consonant §. It is interesting that the forms of the emphatic pronoun are as frequent as
those of the emphatic pronominal adjective, which represent the direction of evolution
for standard Romanian: insus era ca un stapan (Al: 8), insus Domnul (Al: 10), noi
insine (Al: 124), ca un smerit ce era insug (Al: 117), sd se faca el insus (Al: 130); insus
Dumnezeu (Al: 151). Similarly, the possessive pronoun and the possessive adjective in
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the masculine singular and plural are constantly used in spoken language: iubitii miei
(AI: 6), cuvantul mieu si intelepciunea mea (Al: 15).

Regarding the inflection, the whole range of instruments which achieve the
syntactic relations can be noticed. The dative meaning is expressed both by inflections
and by the prepositions with the genitive and even with the preposition /a in the
accusative: nu s-au dat nimanui (Al: 17), varsa asupra-i mila (Al: 17). The genitive
meaning is also expressed by the prepositional form of accusative: har inaintea mea
(AIL: 17), sfarsitul a tot cuvantul (Al: 104).

4.5. The numeral is well established in the basic categories (cardinal and
ordinal), the ordinal morpheme corresponding to the dominant usage: al treilea lucru
(AI: 103), al unsprazecilea (Al: 7), la al doilea psalom (Al: 15), la al patrulea cap (Al:
17). In enumerations, the agreement is preserved in appositions: Si sdnt pdcate de
moarte 7. pacatul cel dintdi iaste trufia, al doilea iaste zavistia, al treilea, al patrulea,
al cincilea, al saselea, al saptelea (Al: 123). Still, there are contexts where the
agreement disappears: cuprinde in sine trei lucruri: una, a dooa, a treia (Al: 18). There
also occur collective numerals: amdndoao sdnt adevarate (Al: 112); vointa a
amandurori obrazelor (p. 393), distributive numeral adjectives: cdte un ban (Al: 128)
and fractionary numeral phrases. a treia parte (Al: 393).

4.6. With the verb, there occur many idiomatic phrases: nu-s aducea aminte
(AlL: 14), ludnd seama vorbei (Al: 14), luand trup (Al: 109). Grouping the verbs into
conjugations does not always correspond to the contemporary situation: adevereazd
(AL: 7), sa asamaneaza (Al: 10), a le tinea (Al: 23), a seda (Al: 117). Certain verbs
have an argument structure different from the one required by the dominant usage: va
cuceriti lor (Al: 7), de care foarte doriia,; atdta doriia de paharul acesta (Al: 113);
luand seama vorbei (Al: 14), sa fugim desertaciunile (Al: 206), nu sa va erta oamenilor
(AlL: 123), sa se paraseasca de dansul (Al: 123).

4.7. With the adverb, as it has been pointed out previously, a great frequency is
to be found with those used in spoken Romanian: mai nainte (Al: 17), din ceput (Al:
130), acuma (Al: 103), nu numa (Al: 108, 203), petutindenea (Al: 203), amintrilea (Al:
111), incailea (Al: 226). The adverbs of manner and modal adverbs, including the
predicative ones, occur frequently: sufleteste si trupeste (Al: 204), sufleteste,
intelepteste (Al: 28). The predicative adverbs function as a regent of the Subject Clause:
poate doard ca am avea si nadiajde (Al: 25); poate ca vom fi socotind ca numai cdci ne
numim crestinine vom spasi (Al: 27). When they are used in parenthetical structures,
they function as adverbials of manner: iar in cartea bisericii iaste, negresit, scris tot, si
cel tineri, si cei batrdni (Al: 204).

4.8. The prepositions are used with all the prepositional cases: genitive, dative
and accusative. The prepositions of the genitive may impose, firstly, the genitive:
deasupra marii (Al: 5), te milostivesti asupra lor (Al: 21), but they may impose also the
accusative, when followed by possessives: inaintea mea (Al: 17), du-te denapoia mea
(AL: 1); they may impose even the dative: varsa asuprd-i mila (Al: 17). The dative
prepositions, whether considered as such or analyzed as adverbs rarely occur:
mestersuguri asemenea acestora (Al: 4). In the accusative, the intermediary forms pre
and preste are almost general: apa marii pre pamdnt (Al: 5), pre calea cea dreapta (Al:
7); preste putin (Al: 8). The standard forms rarely occur: putem lua pilda de pe vamesul
(Al: 24), peste trupul vostru (Al: 126).

4.9. At the conjunction level, the accumulation of elements must be pointed
out, though this seemed to be the norm of that period: pentru caci ca ar fi putut (Al:
130). Ivireanu’s text preserves the intermediary form of daca: iard noi deaca auzim pre
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cineva (Al: 26). The correlative structures are frequent in coordination: Nu numai
singurda marirea lui Hristos, ce §i a lui Moisi (Al: 11), Au doara ai bagat vreun sarac in
nevoe? Au doard faci napaste cuiva, au ai facut? (Al: 235). The synonymy of the
constructions allows their alternation with the form in the dominant usage: sau ai varsat
ceara sau plumbu? Au doara le faci tu insuti, sau le-ai facut vreodata? (Al: 235).

4.10. The most frequent interjections are ostensive and affective, in
parenthetetical structures or in related syntactic structures, functioning as regents: latd
ca acum veti sti (Al: 28); Ca iata, vestesc voua bucurie mare (Al: 194); O, vai de
capetele noastre! (Al: 27).

5. The language expressiveness of the texts in Didahii comes from the
interference between spoken oratorical style and the literary register, from the frequency
of illocutionary speech acts and from the relation between the forms of the standard
norm in that period and those in spoken Romanian.
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STYLISTIC PROCESSES OF THE COMIC'’

Abstract: The relationship between idea and expression gives figurative or
nonfigurative character to the spirit. In the nonfigurative spirit, the reason has a decisive role; in
the other, the imagination.

Key words: figurative language, homogeneous series, heterogeneous series.

1. The analysis of the comic of language requires some preliminary
observations.

Making a distinction between spirit, comic and humour, Freud concludes that
the first is an economy of power expense necessary to inhibition; the second is an
economy of power expense destined to representation; the third is an economy of
sentiment (Freud, 1905). The spirit comes from the possibility to give to an idea
different verbal expressions or, viceversa, to give more ideas to the same expression.

The comic can be generated at any level of the language: phonetical, lexical,
morphological or syntactical. There are different processes for achieving the comic.
Comic effects are obtained with the homogeneous and heterogeneous successions: the
enumeration, the accumulation, the collision, by the overbid or the frustration of the
prospects (Popa, 2010: 353). The homogeneous and heterogeneous successions
illustrate the comic in figurative language.

The processes of the comic (the repetition, the inversion, the interference of the
series) consist in the mechanization of the life. The comic of language is suggestive,
rich; it allows a supplementary development of the language; it exploits all the
virtualities, inclusively those which contradict the grammar, the logic, the decency
(Defays, 2000: 35).

2. The homogeneous series are not based on a contrast, but on an outrunning of
the imagination: "Seriile omogene, ilustrand comicul preaplinului, excedentul vital, nu
mizeaza pe-o asteptare contrazisd, deci pe-un contrast, ci pe o supraservire a asteptarii,
previzibilitatea fiind depasita, dar in sensul ei." (Popa, 2010: 353) [The homogeneous
series, depicting the comic of the superabundance, the vital surplus, not bank on a
contradicted expectation, so a contrast, but on a superservicing of the expectation, the
predictability being exceeded, but in its sense.]. The homogeneous successions have
effect on the words (nouns, adjectives, verbs, adverbs), mixtures of words and
syntagms. The series of sentences or phrases can be comic. The accumulation is
involuntary or deliberate, it belongs to the author or it is attributed to a personage. The
comic effect is zero if the accumulation is enormous. In this case, it generates the
boredom (Cf Hartmann, 1953). Jean Paul says that a succession without rest is not
effective (Apud Popa, 2010: 383).

2.1. The enumeration, as figure of speech, is a homogeneous accumulation
through the organization into a class, but heterogeneous through the individuality of the
words: "In acelasi timp, cuvintele au si o functie individualizatoare, de a denumi
obiecte. Prin brad, se indica notiunea, adicd o clasa de obiecte, dar prin brad se poate
indica si un obiect din aceeasi clasa (reprezentare)." (Béanica, Mocanu, 2005: 14) [At the
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same time, the words have a distinguishing feature, to name objects. By fir, it is
indicated the notion, a class of objects, but by fir it can be indicated an object of the
same class (representation).]. The effect is comic by the reflection of the
mechanicalism: "JUPIN DUMITRACHE (urmind o vorbd inceputd): [...] Maninci pe
datorie, bea pe veresie, trag lumea pe sfoard cu pisicherlicuri... si seara... se gatesc
frumos si umbla dupa nevestele oamenilor [...]" (Caragiale, 1971, a: 22); "RICA: [...]
Ricd Venturiano, arhivar la judecatoria de pace circumscriptia de galben, poet liric,
colaboratore la ziarul Vocea patriotului nationale, publicist si studinte in drept..."
(Ibidem: 55); "TRAHANACHE: [...] Mai ales noi trei suntem stilpii puterii: proprietari,
membrii Comitetului permanent, ai Comitetului electoral, ai Comitetului scolar, ai
Comitetului pentru statua lui Traian, ai Comitiului agricol si etetera. [...]" (Idem, 1971,
b: 122).

2.2. The repetition is a homogeneous accumulation through stereotypy. The
repetition is comic in its uniformity, because it emphasizes the unchanging idea and this
expresses the mental vacuum (Philbert, 1883). The effect reflects mechanical
conceptions: "LUNATESCU: lan d4, ian da, si te vad... lan da..." (Alecsandri, 2002, a:
48); "ZAMFIRA: Si bine faceti, bine faceti." (Idem, 2002, b: 65); "TIPATESCU
(oferindu-le locuri): la poftiti, ia poftiti, mad rog." (Caragiale, 1971, b: 111);
"BRINZOVENESCU: Multumim, multumim, stimabile, dar ne cam gribim [...]"
(Ibidem).

2.2.1. When the same expression is repeated, then it comes to the naive comic
(the tic). The comic language is achieved by the personage’s verbal tic: "IPINGESCU:
Rezon!" (Idem, 1971, a: 73); "PRISTANDA: Curat, sa-l lucram!" (Idem, 1971, b: 102);
"TRAHANACHE: Ai putintica rabdare! [...]" (Ibidem: 105). The most rudimentary
form is considered the repetition of words (Bergson, 1978). As a literary technique, the
repetition will be more comic if it will be more detailed. The repetition was used
humourously especially by Caragiale.

2.2.2. "Filosofic, ea reflectd uniformitatea schematica, formala si de continut a
lumii, principiile simetriei si imitatiei." (Popa, 2010: 354) [Philosophically, it reflects
the schematic, formal and of content world’s uniformity, the principles of the symmetry
and imitation.]. The repetition can be personal (an individual repeats something) or it is
taken over by others. The individual appears as a repetition of another or others:
"MITA: As! Cracanel! iti spui cd sunt nenorocitd..." (Caragiale, 1971, c: 204);
"IORDACHE: As!" (Ibidem); "PAMPON: As! la mine nu e noroc, ¢ stiintd: ii iau la
sigur... [...]" (Ibidem: 211); "CATINDATUL: As! il astepti degeaba: nenea lancu e la
Ploesti..." (Ibidem: 233); "CRACANEL: As! era un fel de cerneald violenta. [...]"
(Ibidem: 266). Bergson says that the comic effect will be intense if two individuals
present simultaneously the same gestures and attitudes and will increase by increasing
the number of individuals (Bergson, 1978). In reality, the excessive growth in the
number of individuals defined by uniform repeated notes eliminates the comic. The
form of the repetition that underlies the parody and irony is the imitation (Popa, 2010:
354). It was observed that the imitation of a comic movement is not comic, but the
imitation of a spontaneous movement is usually comic.

2.2.3. The repetitions are "de materie" [of matter], when they are confused with
the identities and "de schema functionala" [of functional scheme], when the synonymies
are used (/bidem). If the first sort is deprived of variation, the second is characterized by
the repetition of the same signification by different sonorous complex. The pleonasm, as
figure of speech, expresses strongly or in a convincing way the idea or respective image
(Tibrian, 2005: 81). For example: "CHIRIAC: M-am dus eu la el chiar in persoana [...]"
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(Caragiale, 1971, a: 28); "IPINGESCU: D-apoi ce crezi! chiar el insusi in persoana: e
baiat bun, d-ai nostri, din popor. [...]" (Ibidem: 69); "CATAVENCU: [...] pina si chiar
Austria-si are falitii sdi [...]" (Idem, 1971, b: 164).

2.2.4. A variant of the repetition of words with semantic and syntactical
changes is the tautology that "exploateaza schema ciclica" (Popa, 2010: 355) [exploits
the cyclic scheme]. The tautology is the reiteration of a part of sentence with different
syntactical function, with the aim to attract the attention (Cf- Dragomirescu, 1975: 61).
In the example: "VETA: [...] Ma stii tu; cind zic o vorba e vorba." (Caragiale, 1971, a:
42), the term repeated suggests "cuvantul dat trebuie respectat, promisiunca datd e
datorie curatd" (coord.: Coteanu, Seche et alii, 1998: 1170) [the given word must be
respected, the given promise is real duty]. Therefore, the repeated word brings a novelty
or it implies a conclusion: "PRISTANDA (singur): [...] mosia mosie, fonctia fonctie,
coana Joitica, coana Joitica [...]" (Caragiale, 1971, b: 102).

3. The heterogeneous series are explained by the fact that in a homogeneous
series are comprised terms that contradict the expectation: "Seriile neomogene se
bazeaza pe un procedeu care respectd definitia kantiana a rasului: intr-o serie socotita
omogena intervin unul sau mai multi termeni care contrazic previzibilitatea, inertia sau
asteptarea si introduc eterogenitatea." (Popa, 2010: 356) [The heterogeneous series are
based on a process which comply with Kant’s definition about laughter: in a
homogeneous series intervene one or more terms that contradict the foreseeing, the
inertia or the expectation and introduce the heterogeneousness.]. The intellectualist
theory, inaugurated by Kant, emphasizes the cognitive factors of the laughter. The
laughter is associated with the sudden perception of an abnormal and unexpected fact.
In front of the absurd, the spirit is strained, then it relaxes. The heterogeneous series
bank on a contradicted expectation, so on a contrast: "cu cat opozitia va fi mai neta, cu
atat mai mare va fi efectul comic" (Ibidem) [clearer opposition, greater comic effect].

3.1. The heterogeneous series contain objects or actions. A particular form is
the series of languages (Ibidem). Terms from other language are comprised in a given
language. The comic effect is obtained if there it is a big difference between languages.

The comic mixtures of Romanian and French; Romanian, French and
regionalisms or Romanian, Latin and French are practised by Alecsandri and Caragiale:
"LEONIL: Ai ghicit, o! preacinstite Vadra!... Acum te sfatuiesc sa tii nasul tot mai sus,
pentru ca suntem intr-o vreme unde ridicatul nasului e de bon fon." (Alecsandri, 2002, a:
34); "LULUTA: Maman, maman!... vine matusica..." (Idem, 2002, c: 126); "SARL:
Oui... copil... obraznic." (Idem, 2002, d: 152); "CHIRITA: Taca-ti gura, plodule!...
Monsiu Sarla... ian dites-moi, je vous prie: est-ce que vous etes... multamit de Gulita?"
(Ibidem: 157); "ZITA [...] (Merge la o parte si citeste:) ,,[...] Te iubesc la nemurire. Je
vous aime et vous adore: que prétendez-vous encore? Inima-mi palpita de amoare. [...]
Al tau pentru o eternitate si per toujours” [...]" (Caragiale, 1971, a: 37-38). It is the
incorrect form of the French expression pour toujours "pentru totdeauna" [definitively],
the French word pour is replaced by the Latin word per. The mixed languages are
satirical, the pedantry is emphasized. The mixed languages "constituic §i o manierd
academicd, de distractie filologicd, precum si una particulard clovnilor" (Popa, 2010:
357) [constitute an academic manner, of philological fun, and one specific to clowns].

3.2. The collision of languages can occur in two ways: in the current language
(familiar, trivial, normal) is integrated the language considered unwonted (erudite,
pedantic, stilted) or viceversa. The two processes are burlesque.

3.2.1. The jargon is defined as:
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Variantd a limbii nationale, delimitatd mai ales dupa criterii sociale, culturale sau
profesionale; limbaj specific anumitor categorii sociale, profesionale etc., cu un fond de cuvinte
particulare, de circulatie restrinsa, uneori §i cu o sintaxa deosebita, care reflectd fie dorinta celor
ce 1l vorbesc de a se distinge de masa mare a vorbitorilor, fie tendinta de a folosi termeni specifici
profesiunilor respective si care se caracterizeaza prin abundenta cuvintelor si expresiilor
pretentioase, de obicei imprumutate din alte limbi, sau a celor de stricta specialitate; (inv.) dialect,
grai; (inv.) limba idis a evreilor din Romania (coord.: Dima, 2007: 998) [Variant of the national
language, defined especially after social, cultural or professional criteria; specific language to
certain social, professional categories etcetera, with particular words, of small circulation,
sometimes with a special syntax, that reflects the desire of those who speak it to stand out of
population’s great mass or the tendency to use specific terms to respective professions and which
is characterised by the abundance of exacting words and expressions, usually demanded in other
languages, or of strict speciality; (old) dialect, patois; (old) Jews’s Yiddish language from
Romania].

It can speak of a Turkish jargon, a Greek jargon, a mixed Greek-Turkish
jargon, an Italian jargon, a Latin jargon, a French jargon. Many neological French
elements are introduced in the Romanian vocabulary; it is creating the Francophilia (the
Gallomania). Alecsandri and Caragiale ridiculed in their pieces of theatre the
Francophilia. For example: "LULUTA [...] Parol ca-i fi supus la toate?" (Alecsandri,
2002, d: 196); "GULITA: Parol." (Ibidem); "CHIRITA [...] - «Mersi, monser... nu poti
crede ce bine-mi pare ca m-am invrednicit sd@ vad Beligradu cu ochiii, cd mere mult am
auzit pe barbatu-meu pomenind de el.»" (Idem, 2002, e: 218); "ZITA: [...] Uf! tatico,
maser, bine ca m-a scdpat Dumnezeu de traiul cu pastramagiul! [...] Asa — sd nu-mi uit
vorba — zic mitocanului: ,,Nu-ti permit, domnule, sa te naintezi la un asa afront!” [...]"
(Caragiale, 1971, a: 40); "JUPIN DUMITRACHE: Nu ride, cocoana, dupa ce ca pat un
afront tocmai la ce-am tinut eu, nu ride; du-te dincolo, cocoana!... De ce nu te-ai culcat
pin-acum?" (Ibidem: 57); "IPINGESCU: Parol." (Ibidem: 69); "LEONIDA: Parol... Par
egzamplu, eu..." (Idem, 1971, d: 83); "POPESCU: Parol?... Numai daca t-ei tinea de
vorba. (Risete in partea unde sunt dascalii.)" (Idem, 1971, b: 149).

3.2.2. The foreign words and the dialectal elements are interested of comic. A
foreigner uses with errors the local official language, written and oral: "LULUTA (In
parte): C’est un bon garcon. (Tare.) Asculta..." (Alecsandri, 2002, c: 132); "CHIRITA:
Dedans... inuntru... nous disons comme ca en moldave." (Idem, 2002, d: 157);
"CHIRITA: Merci... j’ai apprendre toute seulette la francais!... pre legea mea."
(Ibidem: 158); "CHIRITA: Tout a fait... [...]" (Ibidem: 162).

3.2.3. The accomodation is specific to parody and travesty (Popa, 2010: 357).
The use of the words: amabil, onorabil, stimabil, venerabil illustrates the accomodation
which may be deliberate or not: "TIPATESCU (citind): ,,Stimabila doamna, la redactia
noastra se afla un document iscalit de amabilul nostru prefect si adresat d-voastre. [...]”
(Cu desperare:) Cum? cum? cind ai pierdut biletul, Zoe?" (Caragiale, 1971, b: 109);
"FARFURIDI: Si nu ne iutim, stimabile..." (Ibidem: 112); "TIPATESCU: Cum si nu
ma iutesc, onorabile? [...] d-voastrd veniti la mine acasd sa ma numiti pe fata tradator...
A! asta nu pot sd v-o permit..." (Ibidem: 112-113); "FARFURIDI: Sa mai asteptam?
Pina cind sa mai asteptam?... Desear4, la sfirsitul intrunirii, parca-1 vaz pe venerabilul ca
se scoald si trage clopotelul: Stimabililor, aveti putintica rabdare: Candidatul
Comitetului nostru este onor. d. Nae Catavencu..." (Ibidem: 125). The translation of the
word Domnilor in Stimabililor illustrates also the accomodation.

3.2.4. The ambiguity is entered in the category of the series of collision (Popa,
2010: 358). "Daca enumerarea constituie o interferenta de sfere in prezenta, echivocul e
interferenta in absenta formald a unei sfere, bazatid pe-o indecizie: o situatie sau un
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obiect apartin simultan la doud serii sau clase independente." (/bidem) [If the
enumeration is an interference of spheres in presence, the ambiguity is the interference
of spheres in absence, based on an indecision: a situation or an object belong
simultaneously to two independent series or classes.]. At the level of the words, the
ambiguity appears; at the level of the human situations, the ambiguity is illustrated by
travesti and quiproquo. The transition from the false reason to the true reason and the
oscillation of significations determine the comic: "CATAVENCU (ridicindu-se §i el):
Ce vreau? ce vreau? Stii bine ce vreau. Vreau ce mi se cuvine dupd o luptd de atita
vreme; vreau ceea ce merit in oragul dsta de gogomani, unde sunt cel d-intfi... intre
fruntasii politici... Vreau..." (Caragiale, 1971, b: 138).

Pierre Guiraud placed the play on words between the accidents in language
(ambiguity, slip, fallacious pronunciation) that can reproduce deliberately and the
literary reasonings that demonstrate a perfect mastery of language (Guiraud, 1976).
Bergson pointed out already this double filiation since only finds a difference in hue
between the play on words on the one hand and the poetic metaphor or the instructive
comparison on the other hand, with the adjustment: "jocul de cuvinte ne face sa gandim
la o lasare 1n voia sortii [...], la o distractie a limbajului" (Bergson, 1978: 92) [the play
on words makes us think at a drop in the will of the fate [...], at a fun of the language].

4. Conclusions

A quality of the comic is the verve. V. Alecsandri and I. L. Caragiale have
verve. The comic of their works is not monotonous, because it is delivered by limit.
Jean Paul said that the amount of the spirit is given for the intelligence of the
distribution (4pud Popa, 2010: 382). The laugh must be aroused, but also controlled.
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LES SOURCES D’AMBIGUITE DANS LES PETITES ANNONCES'

Abstract : The present paper aims to provide analysis of the phenomenon of double
reading possible in the case of classified ads. After identifying the sources of ambiguity and
classifying them according to the level at which they intervene in this type of messages, we will
try, in the conclusion, to point out why the receiver, although identifying several possible
readings of the message, will select those that the sender wanted to communicate.

Keywords : syntactico-semantic ambiguities, polysemy, word order.

1. Un seul message a transmettre, plusieurs lectures possibles

Le corpus d’exemples qui fera 1’objet de I’analyse dans le présent article est
tiré de la presse roumaine. On s’est proposé d’étudier, d’une part, les sources
d’ambiguité dans les petites annonces et, d’autre part, d’expliquer pourquoi, méme si les
énoncés étudiés donnent lieu a plusieurs lectures possibles, le message que le locuteur
(non linguiste) a voulu transmettre, sera le message que le lecteur (toujours non
linguiste) va sélectionner. Les petites annonces se caractérisent par quelques traits
spécifiques. D’abord, I’émetteur de ces messages est un locuteur non linguiste. C’est
pourquoi il ne saura pas éviter les « piéges » linguistiques qui conduisent a plusieurs
lectures possibles de son message. Ensuite, ce sont les traits spécifiques des petites
annonces : contexte réduit (le plus souvent, une seule phrase), suppression des
prépositions (pouvant conduire a la confusion des réles). A ceci s’ajoute I’inversion des
déterminants, pouvant aussi conduire a la confusion de prédicat logique et a la variation
interprétative.

2. L’ambiguité au niveau sémantique. La polysémie

Les exemples dont on va s’occuper dans ce paragraphe sont, pour la plupart,
célebres parmi les locuteurs roumains. Ce sont des situations ou un polyséme, introduit
dans un contexte restreint, donne lieu a plusieurs interprétations de 1’énoncé concerné.

- Vand cdine ; mandnca orice si ii plac foarte mult copiii. (Chien a vendre ; il
mange n’importe quoi et il aime beaucoup les enfants).

- Viand patut copil ficut la comandd pentru pretentiosi. (A vendre berceau
enfant fait a commande pour des prétentieux.)

- Confectionam genti din pielea clientului’

- Vand patut copil cu picioare de fier. (A vendre berceau enfant pieds de fer.) ;

De vinzare birou de epocd pentru dame cu picioare subtiri si sertare largi. (A

vendre bureau époque pour dame a pieds fins et tiroirs larges).

L’inventaire pourrait continuer. Ce que les énoncés ci-dessus ont en commun
c’est la présence d’un polyséme (a placea — aimer ; a face — faire ; picioare — pieds,
piele-cuir/peau) qui donne lieu a plus d’une lecture. Dans le premier exemple, les
¢éléments conduisant a I’ambiguité sont, d’une part, la polysémie du verbe a placea (qui
inclut, parmi ses sens possibles, aussi « aimer manger ») et, d’autre part, la présence
dans le méme énoncé du verbe a mdnca (manger) qui maintient le verbe a plicea dans
la méme référence sémantique.

! Angela Iconaru, Université de Pitesti, angela_iconaru@yahoo.com
Zen roumain, ,,piele”= ,cuir”; ,,peau”
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Dans le deuxiéme exemple, a la polysémie du verbe générique a face / faire (« a face/ a
fabrica un patut — faire, fabriquer un berceau » / «a face / a concepe, a procrea —
faire/concevoir / procréer un enfant) il s’ajoute I’ambiguité syntaxique due a la
confusion des rdles : le lecteur peut sélectionner comme theme' du verbe faire soit
enfant, soit berceau.

Le troisiéme exemple surprend I’utilisation d’un item lexical polysémique (piele) ayant
deux acceptions différentes et permettant deux lectures possibles de 1’énoncé. Les
derniers exemples sélectionnés pour ce paragraphe sont I’illustration du méme
phénomene : il s’agit, d’une part, de la polysémie du mot picior — pied et, d’autre part,
d’une ambiguité syntaxique : les pieds du berceau / du bureau ou les pieds de I’enfant /
de la dame ? C’est qu’un méme mot peut étre lu comme renvoyant a des référents
différents.

Ce qu’il faut observer dans tous les exemples de ce paragraphe est que dans chaque
terme polysémique, « tout sens partage au moins une propriété avec un autre [...] et le
sens lexical ne peut étre un éparpillement arbitraire de sens non reliés » (Kleiber, 1990,
p-179). Autrement dit, il y a un noyau sémantique commun.

3. L’ambiguité au niveau sémantico - syntaxique. La confusion de prédicat
logique

A c6té de la polysémie discutée dans le paragraphe précédent, un autre élément
qui peut étre observé dans les petites annonces est le non respect des canons de la
structure syntaxique (GALR II, 2005, p.871)2, et des exigences concernant /’ordre

linéaire (GALR 1I, 2005,p.871—872)3. Ceci peut aussi aboutir a un changement de
prédicat dans 1’énoncé en question, a une possible double lecture.
- Nu primim buteliile clientilor care explodeaza. (On ne regoit pas les bouteilles
des clients qui s’ explosent.)
- Cautam bona la fetita nefumatoare. (On cherche nourrice pour fillette non
fumeuse.)
- Nu servim in stare de ebrietate. (On ne sert pas en état d ébriété)
- Vind masind de cusut, mand i picior. (A vendre machine a coudre, main et
pied.)

Les deux premiers exemples offrent ’illustration de 1’effet obtenu par le non
respect de 1’ordre linéaire, canonique (Nu primim buteliile care explodeaza. Cautam
bona nefumatoare la fetita) dans un énoncé. Cela permet une double lecture : des clients
qui s’explosent / des bouteilles qui s’explosent, fillette non fumeuse / nourrice non

! Cf. La théorie des roles thématiques ou rdles théta de Ch. Fillmore.

2 Centrele de grup au prevalentd tematica fati de determinativii lor; subiectul are prevalenti
tematica fatd de predicat, apoi, regresiv, fata de obiectul direct, fatd de obiectul indirect, fatd de
complementele prepozitionale si de complementul de agent, fatd de circumstantiale”(les centres
de groupe ont une prévalence thématique par rapport a leurs déterminants; le sujet a une
prévalence thématique envers le prédicat, puis, régressivement, envers 1’objet direct, envers
I’objet indirect, envers les compléments prépositionnels et le complément d’agent, envers les
circonstants).

3 .0 succesiune stricti a operatiunilor de decodificare primara: latentele combinatorii ale
primului element din lantul sintagmatic sunt restranse prin aparitia elementului urmator si aga mai
departe, ceea ce echivaleaza cu precizari aduse progresiv informatiei purtate de un element de
expresie de catre elementele de expresie aflate ,la dreapta” sa, deci cu o tematizare lineard,
progresiva...”.
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fumeuse. L’ambiguité de ces énoncés est le résultat du fait que le locuteur, non
linguiste, ne tient pas compte des régles de construction syntaxique de 1’énoncé. Les
exemples de ce type sont assez fréquents.

Dans I’exemple « Nu servim in stare de ebrietate. » il 'y a I’ellipse du bénéficiaire objet
direct les clients. Méme si celui-ci est récupérable sémantiquement du contexte, son
absence donne lieu a la possibilit¢ de double lecture de 1’énoncé : le personnel du
restaurant en état d’ébriété / les clients en état d’ébriété.

L’énoncé « Vind magina de cusut, mana i picior » doit son ambiguité a la suppression
de la préposition de/pentru (masind de cusut de/pentru mand si picior). Contraint par
I’exigence de 1’économie de langage dans le cas de ces petites annonces, le locuteur
choisit d’introduire dans 1’énoncé seulement les éléments qu’il considére strictement
nécessaires pour la compréhension du message, éliminant, dans ce cas, la préposition
(que la tradition linguistique avait longtemps considérée comme étant non porteuse de
signification, mais a laquelle la recherche linguistique moderne s’accorde a reconnaitre
I’importance, voir Pana-Dindelegan, 2003, p.169)1. Dans I’exemple ci-dessus, la
présence des prépositions de/pentru aurait empéché la lecture de «mana si picior »
comme thémes du verbe «a coase », entrainant ainsi un changement de prédicat
logique.

4. Conclusions

L’analyse des sources d’ambiguité dans les petites annonces (ce ne sont pas les
seules sources d’ambiguité, on pourrait aussi parler de la ponctuation, ou de 1’absence
de toute ponctuation) conduit a une question : comment le lecteur récepteur de ces
messages parvient a les déceler tels que I’émetteur a voulu les transmettre ? Comment il
parvient a identifier la variation référentielle discursive, comment il sélectionne, parmi
les sens multiples, I’interprétation adéquate d’un polyséme. Les chercheurs s’accordent
sur le fait que c’est le texte qui sélectionne tel ou tel sens polysémique. Autrement dit,
«un terme n’aurait pas de sens préétabli [...] et verrait son interprétation négociée ou
renégociée par les interlocuteurs a chacun de ses emplois, soit construite chaque fois
contextuellement, c'est-a-dire par son environnement linguistique » (Kleiber, 1999,
p.35). On parle de prototype exemplaire saillant (Kleiber, 1999, p.97), c’est-a dire la
sous-catégorie référentielle, I’emploi ou le sens que le lecteur juge comme basique,
premier ou central. Autrement dit, s’il sélectionne entre piele-cuir et piele-peau, il le
fera parce que, dans ce contexte-1a, il apergoit ce sens comme étant le sens central,
basique. Méme non linguiste, le lecteur saura déceler ’emploi d’un polyséme a 1’écart
de son emploi naturel. G. Kleiber (1999, p. 167), reprend ’observation de C.J. Fillmore
a partir du double possible emploi de long en anglais, soit comme spatial soit comme
temporel, qui observe que « les native speakers s’accordent a reconnaitre dans le sens
spatial de long un emploi plus basique que l’usage temporel. ». Des discussions
pourraient encore y avoir. Parce qu’il peut y intervenir le probléme de la variation
individuelle, plus précisément il serait possible que deux lecteurs du message ne voient
pas le méme sens comme étant celui basique pour le contexte donné.

! a)des prépositions attribuant, en tant que tétes lexicales de groupes, des roles thématiques,
situation qui correspond aux prépositions lexicales pleines ; b)des prépositions transmettant des
roles thématiques, étant une « maille » qui transmet les roles attribués par les catégories qui les
régissent, situation correspondant aux prépositions régies ; c)des prépositions non-référentielles,
constituant elles-mémes des marques des roles thématiques ou bien, autrement dit, situation
incluant les prépositions grammaticalisées. »
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En ce qui concerne la variation, le changement du prédicat logique des éléments
analysés dans les exemples présentés, le lecteur récepteur saura les récupérer a partir du
contexte a 1’aide de sa compétence linguistique de locuteur natif, et aussi en se
rapportant au contexte extralinguistique.
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THE SEMANTIC FIELD OF QUANTITY IN THE LANGUAGE OF
THE PRESS — THE PSYCHOLOGICAL IMPACT OF THE
WRITTEN WORD'

Abstract: The semantic field of quantity is a relevant coordinate both in the lexical-
grammatical classes of the noun, pronoun, numeral and adverb, and the language of the written
press. As a dynamic agent for the direction of lexical innovation, the written press, along with
other means of mass communication, enjoys a significant reputation as compared to oral
communication. In its complexity, the word encompasses a huge amount of emotions and
information, with a strong psychological impact on the receiver. It has been chosen the language
of the written press, since it best renders the tendencies of present language, the frequent
changes, thus representing an inexhaustible source of new terms, phrases and meanings. Hasty
and superficial, obsessed with novelty, the mass-media have generated an ethics of authenticity by
which the transmitter or receiver of the message excludes self-control, with obvious repercussions
on the way of expressing himself. The language of contemporary press, especially the political
discourse abounds in quantifying structures, usually perceived as deplorable forms of false
humour and irony. Today’s politicians ramble and twaddle, creating a river of sterile words,
lacking logical consistency. The present study illustrates the wealth of quantifying terms, as well
as their semantic and stylistic nuances. In order to better emphasize the role and nature of these
structures, we have selected a few reference journals in the Romanian press: Jurnalul National,
Evenimentul Zilei, Dilema Veche, Revista 22, and other sources relevant for the semantic field of

quantity.
Key words: quantity, lexical innovation, logical consistency

The semantic field of quantity is a relevant coordinate both in the lexical-
grammatical classes of the noun, pronoun, numeral and adverb, and the language of the
written press. A series of characteristics of the mass-media are influenced by the
journalists’ need to discover new elements, to create new stylistic nuances, with a view
to fulfill an efficient communication. The written word has an unimaginable force to
manipulate the public opinion. This idea in strengthened by Tatiana Slama-Cazacu, who
stated that "I consider corruption of the communicative act by the misuse of words,
communication diversion by changing the meanings of certain words, by using
seduction of certain words, in order to deflect or confuse the receivers’ thinking."

General framework

The globalization phenomenon has generated stylistic diversity of the
Romanian language by creating unique communication situations. Following this
diversity, the mass-media, particularly journalism and television have given rise to new
directions and discourses with strong public manifestation. Familiar phrases and slang
have replaced the impersonal style, generating a linguistic register rich in clichés and
expressive methods, designed to refine or to convey a negative connotation. Complexity
of stylistic effects is in strict compliance with social and cultural factors. Any statement
becomes subversive, the assertion is perceived as a hint, whereas praise turns into irony.
The language of the press is the most eloquent through the complexity of the word
which carries a huge amount of emotions and information. Mass-media stand for an
inexhaustible source of new terms and phrases and help to expand the already existing

! Tonica Laura, University of Pitesti, lionical 976(@yahoo.com
2 The author’s translation according to Tatiana Slama-Cazacu, SC, 1999: 577-578
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terms, by creating new meanings. Being in a permanent search to decipher the
messages, people tend to embellish interpersonal communication with a number of
expressive words and phrases in order to reveal the speaker’s meaningful intention. As
actors of social communication, the journalists have the key role to choose a high-
sounding signifier, so that the signified should render the communicative act
authentically. Transgression of border between formal and informal language is felt in
numerous periodicals, making use of vulgar expressions, in the account of serious
information of high importance.

In terms of this transgression, the acts of language are shallow and
inappropriate semantically or stylistically. The written text must be based on a spatial or
temporal circumstance and emphatic language must match in a concise or rich form
with a certain degree of culture, which in turn, can create seriousness or humour. In the
absence of such circumstance, the lack of responsibility towards the printed word leads
to "corruption of language" or the reader’s inability to distinguish between the literary
and non-literary version of the language. The frequently employed concept of wooden
language gradually turns communication into a ritual devoid of meaning, in which the
form becomes confused and the exchange of information is random and arbitrary. In
actual conversation, large categories of speakers tend to exhibit certain lexical
preferences, interpreted as fashionable words, which, in spite of their ephemeral nature,
create by their frequency an important impact in a certain context or language stage.
The phenomenon, known as linguistic trend is used more or less imitatively and
consists in the obsessive use of words and phrases that ornate the communicated
message.

Quantifying constructions and humour

Humour as a typically cultural element, comprises four specific aspects: irony,
comedy, burlesque and wordplay and is advisable to those practicing linguistic
exchange. From humorous adverts or funny remarks in opinion articles to sitcoms or
Internet gags, the written press highlights a wide range of linguistic manifestations of
humour. Whether it is conceived as a marketing strategy, a playful distraction or a
device to emphasize a point of view, humour is worth mentioning both as a discourse
device and a sociolinguistic phenomenon. It conveys an optimistic state by which the
transmitter and receiver’s spirit survives social and cultural challenges. Humour plays
various roles in mass-media, by the forms it takes, the purpose it serves, the outcomes it
conveys or the differences it triggers across cultures.

In general, humour and politics are closely linked, therefore, the language of
the press is strewn with humorous quantifying structures specific to the political stage.
Politicians’ inabilities and the lack of consistency in their discourses disclose useful
humorous contexts and contribute to the wealth of theoretical angles which help
analyzing the phenomenon of humorous language in the written press. Words and
phrases of the type un soi de, oarece, cdt de cat, cdt, niscai etc., are frequently used in
the political discourse with a view to render negative connotations, inaccuracy of
information or even distrust in a position occupied by a politician. The Romanian
president’s speech is the one leading the fashion of such phrases: Ala e un soi de
caricatura. Si de partid si de politician (Jurnalul National, 31 mai 2012), UE e un soi
de noua religie (Capital, 9 noiembrie 2011), O face, repet, legal, lasdndu-i in urma lui
pe procurorii DIICOT cu buza umflata si un scandal cdt casa (Revista 22, 27 martie
2012). The tendency to exaggerate is eloquent in the last example and suggests an
intensive semantic value with a huge impact on the target audience. Instead of using a
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neutral adjective un scandal mare, the editor chooses a more emphatic style to render
the intended message.

Quantifying expressions and figures of speech

The field of quantity can also be explored from the perspective of figures of
speech or other neutral quantity- related constructions, which determine a semantic —
informative concentration of the text. Studies of classical rhetoric usually approach the
figures of speech outside the context. However, understanding tropes in a situational
framework is not simply the processes of speech, but must also take into account the
concrete conditions of their apprehension. These are defined depending on the type of
text, lecturer and his representation in front of the audience.

Analysis of figures of speech does not necessarily require an individual
approach, but they are incorporated into a discourse having its own rules and objectives.
By the mission and economy of language, specialized media must reach a wide
audience, two of its objectives being to inform and to capture public attention. The first
objective has in view the idea of credibility, while the second aims to impress the
public. In the rhetoric tradition, figures of speech have a special importance for the
linguist, giving the impression of exaggeration of grammatical or lexical facts, in the
sense of their transgression.

For example, syllepsis favors encountering of two meanings of a polisemantic
term (literal and figurative) in the same occurrence Ea vinde saptamanalele Capital si
Magazin si anunta evenimentele cele mai importante. In this construction, the term
saptamdnalele designates both the finished product and the abstract meaning aiming at
the editorial activity. The effect of tropes can be focused on the stylistic or ludic
dimension of the message, but can be equally directed to the speaker fulfilling a
perlocutionary purpose.

The figures of speech based on a plural reference render distributive and
collective understanding of this reference. Assemblies denoted by nominal groups of
plural or collective nouns can be understood distributively (reference to the group
members) or collectively (reference to the group itself). The utterance The association
was set up in 2006 (Asociatia a fost infiintata in 2006) makes reference to association
as a whole, in contrast to The association got together on Thursday (Asociatia s-a
intrunit joi) which refers to the the members of the association.

There are cases which show the figurative exploitation of the the distributive /
collective opposition. They are expressed together and put in a close syntactic relation.
Such is the example Ne putem imagina calvarul Kosovarilor...privind fetele
nenumdrate ale acestui popor in lacrimi (Internet). Fefele nenumdrate sends to the
elements of the assembly expressed collectively by the noun popor. Showing the whole
(popor) and the individuals (fetele) has a strong evocative power, when dramatization of
the situation is required.

In terms of hyperbole, it can be stated that the perception of its limits cannot be
based on an objective analysis. The importance of a trope lies in the receiver’s intuitive
perception and the speaker's desire to exaggerate. Emphasis starting from plural
references is a frequently used technique, the figurative effect creating the impression of
an agreement between transmitter and receiver. Collective nouns, rather than definite
nominal groups in the plural, are the privileged place of hyperbole, because the
distinction distributive / collective is usually canceled.

The quantitative aspect of plurality and the abstract character of the collective
entity act together to produce the appropriate figurative meaning. In the statement
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Occidentul descopera cd nu este la adapost de umbrele trecutului, the hyperbolic role is
played by the collective noun occidentul, the dramatic effect being enhanced by the
figurative phrase umbrele trecutului. The hyperbole can be seen in qualification and
quantification, expressing a feeling or perception in various grammatical classes: noun,
verb, adjective, adverb, etc. This variety of instances leads to the idea that hyperbole is
to be understood beyond the language. It assimilates the speaker's intention and its
acknowledgment by the receiver, the only capable to capture the specific nature of the
trope.

One can also notice the hyperbolic use of quantifying structures in the
following utterance: Stia ca nu sunt bani pentru a respecta nicio farama din delirul de
promisiuni (Evenimentul Zilei, 4 mai 2012). The pathological disorder of consciousness
expressed by delir can also grasp a figurative meaning, suggestive for irrational excess
or abundance.

Other hyperbolic phrases comprise such elements as: fluviu - Uneori avem de-a
face cu ziceri fluviu, lipsite de textura logicd, voit aglomerate si care nu spun nimic
(Revista 22, 24 octombrie 2007), munte — Demiterea lui Sorin Blejnar de la conducerea
ANAF lasa nerezolvate un munte de acuzatii, de suspiciuni, de situatii (Jurnalul
National, 13 mai 2012), cascada — Emisiunile au fost intrerupte de breaking news-uri in
cascadd, urmate de supozitii si speculatii (Revista 22, 18 august 2011).

There are also hyperbolic constructions showing a high degree of intensity and
include: in nestire, cu nemiluita, cu toptanul, cu ghiotura, in disperare, in prostie, intr-o
veselie etc. They represent a productive pattern in Romanian and are used mostly for
their expressive value and to highlight the negative character of information or action.
By associating these words with the idea of quantity, the journalist indicates exceeding
of the normal limit, or the unimaginable. Most contexts in which these phrases occur
deviate from their original meaning, creating a striking contrast and marking various
stylistic nuances.

La vrac is a widespread phrase that has extended its meaning to the cultural
events. Its role is to ironize the alleged cultural activities and emphasize the shallowness
of the artistic phenomenon. The term vrac generally denotes the disordered arrangement
of unpackaged goods. Following the same semantic direction, the journalist mentions
the chaotic organization of certain cultural events as expressed in Cultura la vrac
(Evenimentul Zilei, 26 octombrie 2007).

It has been asserted that people’s need to communicate is felt increasingly in
their desire to use a suggestive language, whose role is to clearly express the writer’s
intention. For instance, the repetitive use of niste suggests the futility and irrationality of
the application of things as well as the ironic tone of the author: Ce a lasat in urma lui
in ultimii ani se vede: niste asfaltari in care ifi rupi magsina...niste zdrente de plastic
delimitand axul arterelor, niste pasi verzi ducand spre nicdieri, niste ceasuri aurite §i
promisiunea altor si altor proiecte megalomane (Revista 22, 6 martie 2012). The same
ironic attitude results from the suggestive title Baronii, cancerul partidelor, in which
the author highlights a politician’s lack of loyalty to the party whose ideology he used to
strongly support: Plecarea Iui Sorin Frunzaverde din PDL, insotit de un alai de
parlamentari de Caras-Severin, aminteste de practica medievald a seniorului...(Revista
22, 3 aprilie 2012).

The journalistic discourse also works with a number of quotes or well-worn
tropes designed to enliven the language or to create “echo” messages that capture the
readers’ attention. Many of these clichés express general, unspecific ideas, being in an
oppositional relationship: much / little, significant / insignificant, increase / decrease.
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They are rather general conceptual frameworks, analogies and associations in everyday
life and in everyday language. These figures of speech are already common, or become
so within journalistic style. They become irritating due to frequent repetition, but have
the advantage of accessibility in receiving the text.

Journalistic clichés and metaphors may also include: pleiada, panoplie, pletora
etc., which are occurrences of the same kind, and are part of a series of metaphors
employed to express a very general idea of quantity and variety. Other terms have
gained abstract meaning: evantai, gamd, cascadd, val etc.; they are metaphors of
multitude, occurring most often in a syntactical pattern with prepositional determiner:
un evantai de, o cascada de, un val de etc.: Da bine in fata sefilor sa te duci la trening,
sa iesi in lume...si sa-ti treci in CV panoplia de diplome adunate la cursuri (Adevarul, 3
mai 2012).

Panoplie is an international cliché, which is hard to say whether or not it was
taken from one language into another or developed independently. The basic meaning
of the word "collection of weapons arranged on a panel", according to DULR has
preserved the idea of crowd or large number. Speaking of a writer’s panoplia de idei /
argumente is to emphasize the "weapons" (devices) by which he enters the reader’s
world, thus marking a positive connotation. The frequent use of the word denotes an
elaborate style, characterized by preciosity. In the current press, it has lost its original
meaning, being transferred in the quantifying field, which shows the frequency of the
cliché, even if sometimes it generates derogatory tones: Cititorului ii este prezentatd o
panoplie a valorilor etice si morale pe care Obama le considera esentiale in viata sa.
(Dilema Veche, Anul IV, Nr. 157, Februarie 2007)

Valul, associated with the idea of water movement, has extended its semantics,
denoting metaphorically a large amount of concrete or abstract matter, the forward
movement of a large number of persons and things: Valul de plecari din PDL la USL
starneste comentarii acide...(Revista 22, 24 aprilie 2012), ...insula Cipru a fost si ea
lovita de un puternic val de caldura. (Jurnalul National, 3 august 2010)

Other suggestive quantifying phrases include nouns (invalmdseala,
bulibagseala, forfotd, noian, urgie etc.), verbs (a roi, a invada, a se revarsa, a impanzi, a
inunda etc.), constructions with prepositional determiner (o revarsare de, o umbra de, o
groaza de, un graunte de etc.) and fixed phrases (vrute si nevrute, cdte si mai cdte, verzi
si uscate, cate-n luna si-n stele, alte si alte etc.)

Concluding remarks

The analysis of tropes depicting the journalists’ tendency to exaggerate, and the
phrases with quantifying role, highlight a rich inventory of expressive means, aiming to
introduce the reader into a diversified communicative framework from which he can
take and interpret information according to his language skills. Excessive use of terms
should be in accordance with a certain historical stage of the language or the demands
of the respective society.

Far from being an exhaustive analysis of quantifying construction, the study
remains open to further research aimed to highlight the complexity of this semantic
class.
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AN INVESTIGATION INTO THE LOAN-TRANSLATIONS IN OLD
ROMANIAN. CASE STUDY: GRAMATICA FIZICII'

Abstract: The present paper examines the role played by loan-translations in the
constitution process of the Romanian scientific lexicon. The text examined, a translation and
adaptation of an Italian treaty of natural science, was elaborated by bishop Amphiloch of Hotin
at the end of the 18" century and it is of a paramount importance for the history of our scientific
terminology. The author presents the lexical loan-translations excerpted from the text, depending
on their appurtenance to a specific scientific field (anatomy, physics, geography, astronomy),
together with their etymons, and examines the way in which the scholar resorted to lexical loan-
translations to render various scientific notions. The author also analyses the causes which led to
their appearance in the scientific literature of the period in general and in this text, in particular.

Key words: loan-translations, old Romanian, scientific terminologies

0. There is a vast specialty literature as regards loan-translations, emphasizing
its role in enriching the literary language by adaptation or changes of form and/or
content %; the Romanian linguistics benefits by a systematic and coherent classification
of the phenomenon’. Those studies examining the diachronic aspect of loan-
translations* and, especially, those examining the lexical loan-translations used in the
scientific texts elaborated in the old and pre-modern stage of the Romanian language are
less numerous’. In our attempt at studying the influence this linguistic mechanism had
on the constitution of Romanian scientific terminology, we focus on a text of a major
importance in the process of Romanian scientific vocabulary constitution, which,
unfortunately, has not profited up to now by a closely examination®. Our paper aims at
underlining the way in which the author of Gramatica fizicii [The Grammar of Physics],

! Liliana Soare, University of Pitesti, lilianasoare2006@yahoo.com
2 Out of the vast bibliography of the problem, we mention: I. Rizescu, Contributii la studiul

calcului lingvistic, Bucuresti, 1958; 1. Stefan, Calcul lingvistic, in ,,Limba romana”, XII, 1963, nr.
4, p. 335-346; C. Apreotesei, Unele probleme ale calcului lingvistic, in ,,Studii si cercetari
lingvistice”, XXXI, 1980, nr. 4, p. 349-352; Th. Hristea, Calcul lingvistic ca procedeu de
imbogatire a vocabularului, in Sinteze de limba romdnd, p. 100-121; idem, Tipuri de calc
lingvistic, in ,,Studii §i cercetdri lingvistice”, XVIIL, 1967, nr. 5, p. 507-527; idem, Le calque de
structure dans la langue roumaine,in revue Roumaine de Linguistique, X11, 1967, nr. 4, p. 279-
288; idem, Tipuri de calc in limba romdnd, in ”Limba si literatura”, I1I-IV, 1997, p. 10-29; S.
Vaimberg, Contributii la problema calcului lingvistic (the summary of the doctoral dissertation),
Bucuresti, 1970; idem, Consideratii asupra tipologiei calcului lingvistic, in ,,Analele Universitatii
din Bucuresti”, seria filologie, XX, 1971, p. 91-100; idem, Calque and Borrowing, in ,,Revue
roumain de linguistique”, XX, 1975, nr. 4, p. 435-437, Maria Stanciu-Istrate, Calcul lingvistic in
limba romana (cu speciald referire la scrieri beletristice din secolul al XIX-lea), Bucuresti, 2006.

3 V. Th. Hristea, Tipuri de calc in limba romdnd, p. 10-29; Maria Stanciu-Istrate, op. cit., p. 61-
140.

4 For the loan-translations in belletristic texts elaborated in old Romanian, see Maria Stanciu-
Istrate, op. cit., p. 281-308.

SAmong these studies, we mention only the most pertinent ones: N. A. Ursu, Ursu, Formarea
terminologiei stiintifice romdnesti, Bucuresti, 1962 and Gh. Chivu, Stilul celor mai vechi texte
stiintifice romdnesti (1640-1780), 1, in ,,Limba romana”, XXIX, 1980, nr. 2; II. Stilul textelor
lingvistice, XXX, 1981, nr. 1; II1. Stilul textelor matematice, XXX, 1981, nr. 2; IV. Stilul textelor
medicale, XXX, 1981, nr. 3; V. Stilul textelor filozofice, XXX, 1981, nr. 5.

6 Valuable information on the scientific terminology used in this text is offered by N. A. Ursu, op.
cit.,, p. 19-21, 78-79.
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Amphiloch, the bishop of Hotin, resorted to lexical loan-translations in order to render
various scientific notions.

1. Gramatica de la invatatura fizicii, written around 1790 (N. A. Ursu,
1962:19), is the only text of science popularization that was not published in the
author’s life, remaining as a manuscript for almost 200 years. The writing is known to
have two copies; one is kept at the Library of the Romanian Academy, the other at the
Library of the Academy of Kiev. The latter copy, entitled Gramatica de la invatdatura
fizicii, scoasa de pre limba italieneasca pre limba moldoveneasca, intru care sd
cuprinde tot ceea ce omul voieste a sti si a invata in cer §i pre pamant din lucrurile cele
mai cunoscute gi mai trebuincioase. Anul 1796, april 10, had the chance of being edited
by two researchers from the Republic of Moldova with Russian characters. The paper
puts into circulation, in its four parts, incipient specialty terminologies in several fields:
astronomy, geography, botany, zoology, anatomy, physics and chemistry. A translation
and adaptation of an Italian treaty of natural science, the writing had a broad circulation
in that time, being used as a textbook in the Princely Academy in lasi, where the study
of certain disciplines was about to be reorganized on modern basis by the metropolitan
bishop lacov Stamati; Gramatica fizicii, as well as the other three textbooks published
by the author in 1795 in lasi, had an important role in disseminating culture among the
masses and in the constitution of the Romanian scientific terminology (see Rodica Suiu,
1979:33-34).

2. It was observed that the lexical borrowings used in this text are numerous'.
However, a minute analysis of the lexicon also reveals the high weight of lexical loan-
translations, especially in certain specialized languages. The relative reticence towards
lexical borrowings displayed by the scholar materializes in ,,incerciri de transpunere
interpretativa a imprumutului neologic prin echivalente aproximative cautate in lexicul
traditional, prin traducere, cuvant vechi derivat sau prin calc” [attempts of interpretative
transposing of the lexical borrowing through approximate equivalents taken from the
common, old lexicon, through translation, old term or loan-translation] (our translation)
(Doina David, 1986:28). The consequence of this manifestation is the high number of
lexical loan-translation of morphologic and semantic structure. The lexicon used is
characterized mainly by semantic extensions of some terms from the common stock of
the language which presents certain similarities with the neologic scientific ones, even if
they do not always share a common meaning.

In order to observe the way in which the author uses and integrates the loan-
translation in exposing specialty knowledge, we offer several examples: ,,Tarie este
apropiere a materiei prin mijlocire de care un trup sprijineste pre altile toate ca-1 strang
den toate partile poprindu-le intrarea in locul carele el cuprinde” (90); ,,Rddicare sa zice
si elasticita” (103); ,,Vapori ori ceti sant o multime de particeli apoase osebite de la fata
apei si de pe a pamantului umed” (131); ,,Un zgarciu lat este netid si vartos, dar mai
moale decat un os. Nu are gavanare, ori deschideri Inplute cu maduha si nu esti acoperit

>

U'N. A. Ursu, op. cit., p. 139-300 passim; Liliana Soare, ,, Gramatica de la invititura fizicii”.
Remarks on anatomical terminology, in “Analele Universitatii din Craiova”, seria S$tiinte
filologice, Lingvistica, anul XXXIII, nr. 1-2, 2011, p. 474-480; idem, Remarks on physics
terminology in Amphiloch of Hotin’s Gramatica fizicii, in “Language and Literature. European
Landmarks of Identity”, Editura Universitatii, Pitesti, 2011, p. 135-138; idem, Gramatica de la
invatatura fizicii. Consideratii asupra terminologiei astronomice, in Gheorghe Chivu, Alexandru
Gafton, Adina Chirila (eds.), Filologie si bibliologie. Studii, Timisoara, Editura Universitatii de
Vest, 2011, p. 343-349.
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ca osul cu vreo membrand, ca sd-1 facd simfitoriu” (176); ,,Folosul cel mai dintai al
inimii 1n trupul omenesc este ca acest muscul minunat are doao clatiri, una sd chiama
scurtare, alta sd chiama alegire ori osebire. Scurtarea sé face atunce cand vitisoarele sa
trag si sd strAng la adancimea inimii. lar alegire sa face atunce cand acest muscul au
statut de-a lucra si atunce aceli vitisoare s intorc intru a lor stare si intru a lor chipuri
firesti” (181); ,,Obiceiul stomahului este ca slujeste pentru mistuire adica a disface si a
desparti bucatile in particeli foarte mici” (182); ,,Dinapoie de acest umore (albicios) in
fundul ochiului s géseste o membrand subtire §i gingase, numitd popreald, asupra
careia sant intinse vitisoarele de la maduha nervilor de la urechi, care vin de la crier”
(184); ,,.Dinapoia acestii membrane au pieli este o mare disertare, la care cu aceastd
membrand au piele fiind acoperitd, se numeste timpanu ori doba urechii, pentru ce sa
asamana cu o doba” (185) etc.

3. Due to the structure of this complex popularization text, we present the
lexical loan-translation excerpted depending on the specialized lexicon they belong to,
with the hope that our research will arise the interest of specialists in terminology,
lexicology and lexicography.

3.1. The anatomical terminology is characterized by a high amount of loan-
translations. The most frequent are the loan-translations of semantic structure: alegire,
osebire ,diastola” [diastole] (181, after Fr. diastole, Ngr. diaotoly), besicute ,alveole”
[alveolus] (180, after Fr. alvéole), cale (auzitoare) ,,canal” (auditiv) [auditory channel]
(185, after Lat. canalis, Fr. canal), camesa ,,membrand” [membrane] (183, Lat. It.,
membrana, Fr. membrane), clatirea (sdngelui) ,circulatie” (sanguind) [sanguine
circulation] (187, after Lat. circulatio, Fr. circulation), disertare ,cavitate” [cavity]
(185, diserturi, 185, after Lat. cavitas, Fr. cavité), mistuire ,digestie” [digestion] (182,
after Lat. digestio, Fr. digestion), mustul (pancreaticu) ,suc” (pancreatic) [pancreatic
juice] (186, after Lat. succus, It. succo, Fr. suc), obicei ,,functie a unui organ” [organ
function] (180, after Lat. functio ,,executare, savarsire”), pdntece ,uter” [uterus] (189,
after Lat. uterus, Fr. utérus), popreald ,retind” [retina] (184, after Lat. retinaculum
legaturd care tine pe loc, funie”, Fr. rétine), scurtare ,sistola” [systole] (181, after Ngr.
ovotoldy), Fr. systole), stransoare ,presiune” [pressure] (165, 180, after Lat. pressio, Fr.
pression), tevia (fierii) ,,duct” (biliar) [bile duct] (182, after Lat. ductus), (vana) desarta
»(vena) cava” [vena cava] (179, after Lat. cavus, Fr. cave), ~ poarta ,vena porta”
[portal vein] (179, after Fr. porte), vintricel ,ventricul” [ventricle] (181, after Lat.
ventriculus, It. ventricolo, Fr. ventricule).

The loan-translation of morphological structure are less numerous: ajun ,,jejun,
parte a intestinului subtire” [jejunum] (186, after Lat. jejunum, Fr. jéjunum), auzitoriu
auditiv”’ [auditory] (185, after Fr. auditif), (nerv) mirositoriu ,olfactiv’ [olfactory
nerve] (185, after Lat. olfactorius, 1t. olfattorio, Fr. olfactif), simtitoriu ,sensibil”
[sensitive] (176, after Lat. sensibilis, -e, It. sensibile, Fr. sensible), supstare ,,substanta”
[substance] (76, 177, after Lat. substantia, 1t. sostanza, Fr. substance), (vana) suitoare
,,vena superioard” [upper vein] (179, after Lat. superior, Fr. supérieur).

3.2. The physics terminology also presents numerous loan-translation of
semantic structure: apropiere ,,proprietate” [property] (91, after Lat. proprietas, It.
proprieta, Fr. propriété), aratare ,demonstratie” [demonstration] (96, after Lat.
demonstratio, Fr. démonstration, Ngr. Grodeilic), (camdri) intunecate ,,camerd obscurd”
[camera obscura] (83, after Lat. obscurus, Fr. obscur), curgatoriu ,fluid” [fluid] (102,
after Lat. fluidus, 1t. fluido, Fr. fluide), curgire ,fluiditate” [fluidity] (101, after Lat.
Sfluiditas, Fr. fluidité), cutremura ,vibra” [viber] (93, after Lat. vibrare, Fr. vibrer),
desert ,,vid” [vacuum] (105, disert, 93, after Lat. viduus, Fr. vide), fanare (maghice)
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,lanternd magica” [magic lantern] (83, after Lat., It. lanterna, Fr. lanterne), frangerea
au indoirea ,refractie” [refraction] (95, after Lat. refractio, 1t. rifrazione, Fr. réfraction),
greutate ,,gravitatie” [gravity] (97, after Lat. gravitas, It. gravitazione, Fr. gravitation),
graunfe ,molecule” [molecule] (165, after Lat., It. molecula, Fr. molécule), greutatea
(aerii) ,,presiune” (atmosfericd) [atmospheric pressure] (124, after Lat. pressio, Fr.
pression), indreptare ,directie” [direction] (91, after Lat. directio, Fr. direction),
intinsoare ,dimensiune” [dimension] (87, after Lat. dimensio, Fr. dimension),
intunecare, umbrire ,opacitate” [opacity] (100, after It. opacita, Fr. opacité),
invdrtosare solidificare” [solidification] (68, after Fr. solidification), largime
»distanta” [distance] (91, after Lat. distancia, Fr. distance), moliciune ,maleabilitate”
[malleability] (68, after Fr. malléabilité), odihna ,repaus” [repose] (91, after Lat.
repausum), (oglinde) netede ,plane” [flat, plane] (83, after Lat. planus, Fr. plan),
intoarse ,,convexe” [convex] (83, after Lat. convexus, Fr. convexe), addncate ,,concave”
[concave] (83, after Lat. concavus, Fr. concave), rdatunde (impregiur) ,sferice”
[spherical mirrors] (83, after Lat. sphaericus, It. sferico, Fr. sphérique), privederea
LHtransparentd” [transparency] (92), priveditoare ,transparente” [transparent] (100, after
It. trasparenza, Fr. transparence), oranduiala ,principiu” [principle] (77, after Lat.
principium, 1t. principio, Fr. principe), particeli ,particule” [particles] (93, 131, after
Lat. particula, Fr. particule), radicare ,elasticitate” [elasticity] (103, after It. elasticita,
Lat. elasticitas, Fr. élasticite), repejune ,vitezd” [speed] (91, after It. velocita or
rapidita, Fr. vitesse), sfaramare “disipare” [dissipation] (87, after Fr. dissiper), tarie
,soliditate” [solidity] (87, after Lat. soliditas, 1t. soliditd), tragire ,atractie” [attraction]
(97, after Lat. attractio, Fr. attraction).

The loan-translations of morphological structure are less numerous: asprime
asperitate” [asperity] (68, after Lat. asper, -itatis, ct. Fr. aspérité), desime ,,densitate”
[density] (92, after Lat. densitas, Fr. densité), despartire ,divizibilitate” [divisibility]
(87, after It. divisibilita, Fr. divisibilité), rarime ,rarefiere” [rarefaction] (100, after Fr.
raréfier).

3.3. Geographical and astronomic terminologies contain just a few loan-
translations. As regards the geographical terminology, we have identified the following
loan-translations of a semantic, respectively morphological structure: ardtare ,,fenomen
atmosferic” [atmospheric phenomenon] (77, after Lat. phaenomenum, Fr. phénoméne),
cap promontoriu” [promontory] (140, after Lat. promontorium, Fr. promontoire);
latime ,latitudine” [latitude] (122, after Lat. latitudo, 1t. latitudine, Fr. latitude), lungime
longitudine” [longitude] (122, after Lat. longitudo, 1t. longitudine, Fr. longitude). The
examination of astronomic terminology brought about a single loan-translation of a
semantic structure: asezamdnt ,,sistem” [system] (105, after Lat. systema, It. sistema, Fr.
systeme, Rus. cucmema, Ngr. abotnua).

4. Examining the reasons the scholar resorts to loan-translations in rendering
various scientific concepts, it can be observed that they are identical with and specific to
all scientific texts elaborated at the end of the 18" century and the beginning of the 19"
century’. In this period, when the scholars permanently affirm their conceptions
regarding the necessity of neologisms, the loan-translations appear as a natural
alternative to the lexical borrowing. The loan-translations met the internal necessity of
enriching the literary language by using the autochthonous linguistic material. The
presence of loan-translations can also be explained by the imitation of the models

! The first projector of static images.
% see Maria Stanciu-Istrate, op. cit., p. 51-58.
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offered by the translations the scholars make from various languages of culture (Italian,
in our case); however, this phenomenon does not represent a state of servitude to the
model, but it can be interpreted as a consequence of a cultural attitude which aimed at
correlating the new terms with the European neologic terminology.

Besides, one must not neglect the cautious attitude of scholars concerning the
lexical borrowings out of the express desire to provide the accessibility and
popularization of the new notions. In the process of constitution of Romanian scientific
terminology, at the end of the 18" century and the beginning of the 19" century, the
loan-translation represents a favorite mechanism for the translators and not just an
alternative to lexical borrowings. N. A. Ursu grasps this phenomenon very well:
,-..pentru nivelul cultural scazut pe care-l aveau romanii in jurul anului 1800, calcurile
lingvistice constituiau, intr-o anumitd masurd, o necesitate. Daca in locul lor traducétorii
diferitelor scrieri cu continut stiintific ar fi folosit termenii strdini corespunzatori, nu s-
ar mai fi atins scopul urmarit de ei: popularizarea cunostintelor respective” [...for the
low cultural level the Romanian people had around 1800, the loan-translations
represented, to a certain extent, a necessity. If the translators of the various scientific
texts had used the corresponding foreign terms, the aim they pursued, i.e. the
popularization of the new terms, would not have been attained] (our translation) (N. A.
Ursu, op. cit.: 117). Exemplifying, the author shows that terms like: acrime, curgere,
graunfos, mumesc, soresc, stoarcere were easier to understand by those who could not
speak the donor foreign languages: acid, curent, granulos, matern, solar, secretie (N. A.
Ursu, ibidem). In other words, the terms created by loan-translation have the advantage
of seeming Romanian, although their internal form copies a foreign pattern, and of
being easily decoded by the readers with a low level of culture and instruction.

It also must not be neglected the stage in which Romanian found itself at the
end of the 18" century: a young language of culture, without many possibilities of
integrating the new and numerous terms, of various origins, thus forced to appeal to the
internal mechanism of lexical enrichment. The resort to copying a new term is also a
consequence of scholars’ cult, erudite orientation. The loan-translations played an
important role in the process of neologism penetration, allowing for their adaptation and
integration in less aggressive forms', by appealing to their internal form, i.e. the
transposing of the foreign pattern with the specific means of the Romanian language.

5. The application of the Enlightenment principle according to which literary
language, as a vehicle of culture, should be adapted in order to meet the needs of the
readers with a lower cultural level is relevant for the configuration of the scientific
terminology used by bishop Amphiloch. There are numerous cases in which the lexical
borrowing is doubled by loan-translation, as well as numerous situations in which the
scholar, due to certain reasons (besides the ones mentioned above, we can add his
uncertainty as regards the pattern of the phonetic and morphological adaptation used)
prefers the loan-translation. Considering the cultural formation of this erudite scholar,
who knew several foreign languages (Latin, Neogreek, Italian, Russian, Slavonic), it can
be observed that the models for the loan-translations used originate in these languages,
adding that the Latin-Romance model holds the highest weight. Yet, none of the loan-
translations used by Amphiloch in this text imposed itself in the literary language. In the
moment of their appearance, they certainly represented a rapid and handy solution for

"'L. Deroy considers that loan-translations have the advantage of not hurting the linguistic feeling
of speakers, giving them the impression that the new terms are autochthonous (L ’emprunt
linquistique, apud Maria Stanciu-Istrate, op. cit., p. 286).
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naming and disseminating the new concepts. However, because of their artificial
character and internationalization of the scientific lexicon, the loan-translations used in
this did not survived in the literary language with their scientific meaning.

Source

Amfilohie HOTINIUL, Gramatica de la invatatura fizicii (1796), responsible editor L. S.
DERGACIOVA, preface by A. 1. BABII and St. LUPAN, glossary by St. LUPAN, notes by A. L.
BABII, Chiginau, Stiinta Press, 1990.
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PRAGMATIC ASPECTS IN DIMITRIE BOLINTINEANU’S
NOVELS'

Abstract: This paper aims to point out specific features of the situation of
communication found in Bolintineanu's novels, both in the epistolary novel, Manoil, and in the
novel of balzacian type, Elena. In this respect, there are analysed the main marks of
communication in the different situations that conversation may have, i.e.: interactive, contextual
and structural. As specific elements of the pragmatic analysis, there are also mentioned different
types of deixis that are found in D. Bolintineanu’s novels: personal, social, spatial, temporal and
textual deixis.

Key words: speaker, receiver, deixis

The epistle has replaced the verbal communication even from the appearance
of the first texts that have created the need for receiving and transmitting information.

In the Latin era, the diversity of the topics broached by the writers made the
letter be considered a literary species and, alongside the appearance of the novel, this
led to the epistolary novel and to the whole theory of relativism, offering the text
authenticity and originality.

In a particular way, the exchange of letters may represent a situation of
communication. This does not imply any other adjacent element involving the
interaction between two persons facing each other: gesture, mimic, posture of the body.

In the epistolary novel, the situation of communication is atypical. From a
pragmatic point of view, the letters contained in the novel Manoil do not reproduce a
normal situation of communication as the receiver (R) is not involved either directly, or
not even by responding to letters. The receiver (R) is only assumed, playing the role of
the addressee, while the transmitter (T) is the one that controls and maintains the
conversation in the text by the presence of dialogues interspersed in the story, and the
forms of feedback generated by his or her own account.

The marks of the phatic communion, used, as a rule, to capture the receiver’s
attention, are frequently found in the letters of the novel Manoil, especially at the
beginning:

"Puteam eu, cu timiditatea mea, sd raspund ceva? Stii, amice, ... poetul se
gaseste uneori in pozitia cea mai nenorocita in societate: se vede astfel osandit, incat
trebuie s facd sau figurd de natarau, sau de impertinent." (Bolintineanu, 1984: 6).

"Stii tu, pentru ce aceastd Marioara este totdeauna in inchipuirea mea? «Ti-e
dragdy, imi zici..." (Ibidem 9).

"Ai auzit, iubite B..., ce printipuri are acest Alexandru?" (Ibidem 13)

The situation of communication also requires a context that at the level of
Bolintineanu’s epistolary novel can take many forms, communication taking place both
at the macrostructural level in the ample context generated by the narrator’s letters
addressed to the addressee, iubitul B... (the beloved B...), and at the microstructural
level that refers to the context in which the dialogues rendered by the initial transmitter
take place.

Thus, the overall communicative context is represented by the situation in
which the narrator, who is also a character of the novel, recounts the stories about

! Alina Maria Tisoaica, University of Pitesti, amtv3@yahoo.com
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Manoil’s life and the situation of communication is to be found in a particular context
generated by a particular story.

What is to be noted in the case of the epistolary novel is that the emitter (E) of
the letters is overlapped to the transmitter of the related situation of communication,
being, on the one hand, the source of the respective statement and, on the other hand,
this transmitter repeats in the direct speech somebody else’s words.

Marioara si cu Zoe, indemnate de Smarandita, imi adusera in triumf o ghirlanda.
Duduca, puindu-se intre ele:

— Jaca ghirlanda care-ti trebuie!

— Dar dati-o autorului, zisei.

— Ce! Nu e de d-ta facut versul acesta?

— Nu! Autorul este la Moldova. Numele lui, Sion.

— Sion? acest nume adevarat este? unii cred ca e un nume fictiv, un ideal.

— Ba foarte adevarat. Eu il cunosc din corispondinta, $i am o mare simpatie pentru
el. Are talent acest tanar, dar patimeste de doud boale, ca si mine, de neavere si de
lene. Altfel ar avea si nume mai mare, §i ar si lucra mai mult. (Bolintineanu, 1984:
8-9).

In the given example, Manoil is both the narrator of the letter that he recounts
and the transmitter, the source of the statements that come as replies to the receiver, in
this case represented by Duduca.

It is also to be mentioned that in the given excerpt the conversation between
the two of them follows closely the general and defining features of the conversation
(cf. Ionescu-Ruxandoiu, 1999: 39-42) which is:

- interactive, a feature that takes into account primarily the existing code
between the two partners (Stubbs, 1983: 21), but also the marks of the phatic function of
language that may be noted by words that highlight the receiver’s attention or by
repetition of different terms:

"— Ce! Nu e de d-ta facut versul acesta?

— Nu! Autorul este la Moldova. Numele lui, Sion.

— Sion? acest nume adevérat este?"

- contextual, the conversation in this case takes place after Manoil has read one
of G. Sion’s poems which has as a key element the word ghirlanda (garland).

- structured, a feature that emphasizes the role of the transmitter and receiver
and the orderly exchange of words between the two of them.

Besides the transmitter and the receiver, in a conversation, there can participate
other persons who serve as auditor (cf. Goffman, 1981:9-10). In the given fragment, the
role of the auditor can be played by: Marioara, Zoe and Smaranda.

At the structural level of the novel Manoil, such conversations are common.

The situation of communication rendered by the letters present in the novels
Elena and Doritorii nebuni does not present the same problems as in the epistolary
novel.

The sender of the letter who has also the role of the transmitter, has as his or
her correspondent an addressee with the function of a receptor, who in his turn becomes
a transmitter, and respectively a sender, restoring in a particular way the situation of
communication, even if it does not necessarily imply the presence of the participants in
the dialogue.

The exchange of replies occurs through letters that follow the scheme: letter -
reply (letter) - letter - reply (letter), just as in a dialogue:
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Domnule!

Am auzit sa ai fost indispus. Este adevarat?... Daca nu ai venit cdci ai
fost bolnav, imi pare destul de rau, daca insa cauza nevenirii aici nu a fost boala,
ci negliginta, atunci iti mdarturisesc ca si mai rau imi pare. Buchetul d-le a vestejit
dupe trei zile, §i poti sa fii sigur ca nu i-a lipsit ingrijirea. Vai! nu putea sa
traiasca mai mult!... Ceialti oaspeti au plecat. A ramas numai Caterina, cu care
vorbim de multe ori despre domnia-ta. Ea este roua cugetarilor mele intristate
incd din copildrie. Intoarce-te aici ca sd consoli cu prezinta-ti pe acei ce cugetd
totdauna la d-ta. (Bolintineanu, 1984: 175-176)

Doamna!

Tara noastra este locul privilegiat unde tot sufletul ce a priimit mai
multa favoare de la providenta trebuie sa sufere. Nimeni nu a baut din aceasta
cupa de amardciune mai mult decdt mine in timpul din urmd. Cu toate acestea,
sunt oameni ridiculi, care vin sd ne distreze cdteodatd. Bar, dupe ce a venit la
Bucuresti, incepu sa se cdiascd serios ca ceruse mdna Sofiei... Cauta sd-si ia
vorba inapoi §i nu gdsea nicio idee.

Serestii il silira sa hotarasca ziua de nuntd... le raspunse ca peste zece
zile. Atunci ii veni o idee originala. Voia cel putin sa mai intdrzie pdnd cdand va
avea cea din urma explicare cu Caterina. Stii ce si-a inchipuit sa facd ca sa
amadne nunta? Sa dardme plafondul din salonul sau si sa zica cd a cazut singur si
cd, prin urmare, nu poate face nunta pand nu se va repara plafondul. Dar, in fine,
s-a hotarat pentru Sofia.

Sofia, din parte-i, anuntd de acum ce are sd fie. In zilele din urmd, Bar
era la dansa. Era vorba de cai. Sofia zise ca ar fi fericita cand ar avea caii d-nei
N... Bar nu zise nimic. Peste zece minute plecd, Se duse la d-na N... «Ce te-a
costat caii d-le?» - «Cinci sute de galbeni, raspunse ea. Dar nu-i am de vanzare.»
«O mie! raspunse el, numai sa mi-i vinzi!...» D-na N... vazdnd ca tine atdta la cai,
1i vandu pentru o mie de galbeni. A doua zi caii furd dusi si pusi sub ochii Sofiei.
Toate acestea le face ca sa necdjeasca pe Caterina!

O noutate! D-na Zoe a renuntat la amantul sau din popol; un june
fecior de boier, bogat, elegant i foarte frumos, din Moldova, i-a luat locul. Ea il
prezintd la tofi. El trece zilele in salonul ei. Elogiurile ce ea ii face la toti sunt atdt
de exagerate, incdt lumea aici a inceput sa vorbeascad.

leri am vazut-o, mi-a zis ca are sa vie la Fanesti peste zece zile si 0 sd
aduca si pe junele Ranu. Acesta este numele noului Adonis. (Ibidem 176-177)

The particularity of the situation of communication in this case, as in the whole
epistolary novel is the fact that it excludes an important feature of the common
conversation and that is the direct interaction between individuals, a characteristic
which, most of the times, gives vitality and verve to the speech act.

For written communication, "the context of the object of communication is
essential" (Ionescu-Ruxandoiu, 1999: 12), the written message involving formulations
that can not be negotiated between the transmitter and receiver.

The series of letters between Elena and Alexandru Elescu characterizes, in fact,
the oral expression of each of the two characters, the elements related to the
introduction and conclusion being the only items belonging to a higher level style.

Bolintineanu renders in his novels specific fragments to the oral discourse
containing elements such as ellipses, parataxis - juxtaposition, unfinished utterances,
repetitions, comments, explanations etc..
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Citre acestea el nu stia inca daca o iubeste! Ocaziunea nu se prezintase
incd ca sa poata intelege aceasta.

— Daca ai sta cateva zile incad aici, am face partide de calarie... esti
cavaler? Intreba Elena pe Elescu.

— Cavaler? ... raspunse Alexandru distract, da! da! ... De ce nu?
— Vom vedea monastirile, muntii nostrii... Sunt locuri cu totul frumoase
spre munti... dar nici nu ma asculti! La ce te gandesti?

— Cine ar ghici mi-ar da dreptate sa ma las a ma rapi atat de dulce...

— Stii ca nu esti polit pentru mine?...oricare ar fi acele obiecte ce te
rapesc, crezi cd ag merita cea mai mica atentiune?...

— Esti totdeuna amestecata cu visele mele!
— Acum complimante! ... De cand?... de ieri seara? nu este aga?

— De ieri seard sunt altul... de ieri seard am inceput a trai de o altd
viatal...

— Pastorald, negresit... suntem la tard... Aici aerul e curat si
imbalsamit...

— Aerul? ... nu mai vorbesc nimic, toate zisele mele le interpretezi intr-
un simt cu totul contrariu.

— Nu te supara! ...
— As fi voit sd nu te cunosc!
Vorbind astfel, ajunsera la chiosc. (Bolintineanu,1984: 154-155).

Bolintineanu respects the construction technique of the oral discourse which is
formed under the reader’s eyes just like in the case of an ordinary conversation.

The forms of deixis have an important role in the discourse, too. They appear
in Bolintineanu’s novels closely related to the features of the communicative context.

Deixis has generally three types: personal, spatial and temporal, but recent
studies have also implied the idea of a textual deixis and of a social deixis (cf. Levison,
1983: 62 - 63).

Personal deixis is represented by the forms of the first and second personal
pronouns, used both to resume and to anticipate a syntactic function. Most of the time,
the first and second personal pronouns with deictic function are harder to be identified
in the text, this function being rendered in Romanian by the desinences of the verb to be
conjugated.

Tot se schimba in lume! Pentru ce amicia nu se va schimba?
Numeroasele ocupdri nu-fi vor permite sa vii, astfel ma resemnez a nu te mai
vedea poate niciodatd. Citre acestea proiectul ce aveai de a veni printre noi ne
facuse mare placere. Noi suntem asezate aici pentru viatd, si daca ar trebui sa
parasesc acest loc, in contra caruia murmur de multe ori, ei, bine! m-as crede mai
nefericita decat oriunde. Ma bucuram de apropierea primaverei, cari avea in toti
anii o Inraurire binefacatoare asupra mea; dar, In acest an, nu stiu pentru ce nu ma
multumeste, poate ca sunt bolnava si din aceasta vad toate in negru? Sa speram ca
va trece! (Bolintineanu, 1984: 178-179).
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Unlike the texts that reproduce a casual conversation, the structure of the
epistolary novel requires a certain feature related to the nature of the transmitter, the
story being told, in this case, in the first person singular.

Al auzit, iubite B..., ce principuri are acest Alexandru? sunt mai multi
ca el aice; oameni pentru care moral, onor, patrie nimic sunt!... La dansul aceasta
nu vine din suparare, din suferinta, precum zice el... ci din lipsa cunostintelor;
felul cu care a expus aceasta o dovedeste curat.

Eu am dat bratul Marioarei... bratul ei pe bratul meu!... o, fermec
necunoscut!... credeam cd o sd mor de multamire!... Niciodatd n-am vazut ceva
mai gratios. (Ibidem 13)

Using the second person singular in the epistolary novel does not have the
same value as that of presenting somebody’s point of view or his own experience as
there is no direct interaction in the given text.

The vocative forms found in the dialogues transposed in the letters forming the
epistolary novel serve to delimit the receptors between themselves, but, indirectly, also
to identify the emitters.

Ne intoarseram dar acasd, sd primim gratioasele nimfe ce trebuiau sa
vie.

— Nu mai este indoiala, zisei; Zoe e perduta!...

Abia intraram in casa si lacheul imi anonta sosirea unei fiice a Vinerii.
Zisei sa intre.

— Cum te cheama, drdgulita? o intrebai.

— Din ce taramuri vii, neiculita? imi raspunse ea. Aolio! una este Zlatca
Evreica, de la munte pana la Dunare, in Tara Roméaneasca. (ibidem 89)

The vocatives as dragulita, neiculita replace the presence of the subjects
expressed by the pronouns in the first and second person, pronouns which repeated lead
to a too busy text.

Social deixis is characterized by the nominal forms of deference, by the titles
of addressing, by a few particularities of the agreement of the predicate with the subject
or by adjectival determinants with the determined elements (cf. Levison, 1983: 89)

Similar to the dialectal texts, Bolintineanu often uses the formula: dumneata +
verb (you + verb).

— A avut o sora, care a murit?

— Dar... chiar astdzi am ingropat-o. Ati vazut §i d-voastra.

— Téanara care a-ngropat-o astdzi?

— Asa, domnule! ea a murit jartfa fratelui meu.

— Asadar, fratele d-tale este un monstru, pentru Dumnezeu!

— Ce! d-ta stii?

— Stiu toata istoria, dar nu stiam ca fratele d-tale era care... dar sora d-
tale ce va face?

— Ea va face ceea ce voi face eu, ea nu este hotaratoare.

— Ascultd, domnisoard. Desi sunt tanar, increde-te in sfatul meu. Cu
fratele nu e nimica de facut; el este fara inima si foarte hotarator. Nime
nu poate sa-ti dea niciun ajutor.Cu toatd inima as vra sa-ti dau orice
ajutor, dar imi e cu neputinta. Sa-ti pierzi viata e pacat si cu aceasta ti-ai
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ucide amantul care stiu ca are o inima simtitoare. Sa te Tmpotrivesti este
in desert, caci vei fi expusa la torturile fratelui. Calugareste-te si aceasta
nu te poate opri a trai cu omul care iubesti.

— Sa ingel pe D-zeu? o! asta n-oi face.

— D-zeu, care le este drept, nu va privi ca nelegiuire amorul d-tale. Rasa
care-ti vor pune e cu sila. D-zeu iti va da voie sd o lepezi cand nu vei fi vrednica a
0 purta.

— O, Dumnezeul meu! zisa biata copild; fie dupa voia ta! (Bolintineanu,
1984: 45-46).

Sometimes, dumneata (you) is used as a deferential form for fu (you) and
dumneavoastra (you) for voi (you).

Space deixis is marked by the literary and regional forms of the demonstrative
adverbs and pronouns: aici / aci, acolo / colo, acesta / cesta, acela / cela (here / here,
there | there, this / this, that / that).

The issues of spatial deixis refer to what distance the transmitter and receiver
are from the place they refer to.

For example, in the passage: " Aici se joaca préférence illustrée, care se mai
zice si rusesc ... dincolo preferant simplu... mai colo vist... apoi vist- preferant... mai
dincolo pichet, mai dincolo otuz- bir... albtvelve... ecarte! Sfichiu, pantarola...
ghiordum... stos... si altele multe, de care, desi Invatasem multe pe unde am umblat,
dar, drept sa-ti spun, nu le stiam pe toate." (/bidem 62)

The word colo ( there) shows that both the transmitter and receiver know the
place it is spoken of, colo becoming a deixis of small distances, in comparison with the
literary form acolo (there), which is opposite to the deixis aici (here), used to refer to
just the area where the transmitter and receiver are at the moment of speaking.

The spatial deixis of approach such as aici / aci / aicea (here | here | here)
mark the fact that the place or the objects located in that area are well known by the
transmitter and receiver.

"Zicand asa, salutai si plecai spre usa. Aici Insd ma Intalnii fati-n fatd cu Zoe."
(Ibidem 84)

The deixis acolo (there) and its popular variants are used anaphoric to describe
a place which appears to be anterior in the text and cataphoric to describe a place which
is posterior in the text.

"— Acolo! acolo! imi zisd ea, aratandu-mi helesteul si tragandu-se spre el."
(Ibidem 44)

"Cand ma trezii eram afard de barierd, in mijlocul cAmpului... eram ostenit...
sezui la radacina unui tei de langd sosea. Acolo auzii urletul unui lup, nu departe.”
(Bolintineanu, 1984: 85)

In addition to the forms of the adverbs of time or to adverbial constructions
involving reference to natural cycles, days, hours, weeks, months, years, seasons: ieri,
alaltdieri, azi, mdine, peste o ord, la anul, la vard, saptamdna viitoare, duminica
trecuta, (yesterday, the day before yesterday, today, tomorrow, after an hour, next year,
next summer, next week, last Sunday), the temporal deixis is most commonly found in
the temporal forms of verbs.

An important difference is observed in the usage of the simple and compound
perfect, in Bolintineanu's work, these being used with the same meaning they have in
the contemporary idioms used in Oltenia.
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While the simple perfect refers to past actions that occurred during the same
day, being used in close connection with the deixis azi (foday), the compound perfect
refers to a distant period in time, the correlative deixis being: ieri, alaltdieri etc.
(yvesterday, the day before yesterday etc.).

"Sunt pe aproape de fericire; pe aproape de a-mi realiza planul. Frosa ma
iubeste; am inteles cd ma iubeste. Astazi, ducandu-ma la ea, imi spuse ca barbatu-sau s-
a dus la tard si ca doreste sa cineze deseard la mine acasa, fara alta conditiune decat sa
fiu discret." (Ibidem 73)

In what the pair acum / atunci (now / then) regards, it is to be noted that acum
(now) refers only to the moment of speaking, while atunci (then) may appoint any
period in the past.

"— Dar, Zoica mea!... acum sa te duci... ai facut un om fericit, ai rddicat un om
din tina ticalosiei... acum poti sa te duci si fii multdmitd cu inima ta... aducerea- aminte
a cuvintelor tale va rimanea s ma mangaie 1n singuratatea mea!..." (Ibidem 101)

The pair acum / atunci (now / then) usually marks the reference to a moment
from the current or from a prior period of time, the interval between the two being
indefinite.

The temporal, spatial and manner deixis have a special role when referring to
the place from the structure of the discourse, in which situation they are considered
textual deixis.

"Uf! ce nume! ce grozavii! cum v-ati stricat gustul! acuma, intdleg;" (Ibidem
50).

"— Ascultd, Manoile! Te indoiesti de provedinta, te indoiesti de toate de la un
timp incoace... o stiu... de aice purcede dezgustul ce cerci..." (Ibidem 53).

"Limba ce se vorbeste este mai mult o frantuzasca, umpluta pe ici pe cole cu
vorbe romanesti" (Ibidem 72).

It is to be noted that there is "a certain functional ambiguity of these marks:
they relate cataphoric and respectively anaphoric to the text they delimit. Unlike the
proper anaphora or cataphora, these marks are not substitutes for certain referential units
of text, but they refer to the text as a whole." (Ionescu-Ruxandoiu, 1999: 104).

The general idea that emerges from the marks of the textual deixis is the fact
that it is not original, but it rather borrows characteristics of other types of deixis.

In conclusion, from a pragmatic point of view, there are some elements that
characterize Bolintineanu's novels. The most important are the situation of
communication with its specific features and the different types of deixis.
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ROMANIAN — A UNITARY AND INDIVIDUAL ROMANCE
LANGUAGE!

Abstract: The paper presents the formation process the stages of Romanian language
evolution from its origins to the present day. At the beginning, the author points out the place of
the Romanian language in the large family of the Romanic languages. Then, the author makes a
survey of the intrinsic features which differentiate and impose Romanian as an unitary language
with a prominent individuality. These valences are the expression of its perpetuation force based
on a phonetic and grammatical system of a Latin type and on a main word stock made up of
Latin  and autochthonous elements with a large derivative availability and a remarkable
functional capability.

Key words: Romance origin, Latin language, Romanian language, phonemic
morphological and syntactical system, linguistic cohesion, unity and individuality.

The Romanian language is the Latin spoken continuously in the space between
the Carpathian Mountains and the Danube. Used continually from the Roman
colonization until the contemporaneous epoch, the Romanian language has continuity in
time, being situated in all the stages of its evolution in opposition with the languages
from the South-East of Europe. In the epoch of the genesis of a language, there are
many and important transformations, mainly of a phonetic nature.

Regarding the Romanian language, the majority of the phonetic transformations with
major consequences at the morphological level occurred in the period of the common
Romanian language (17" — 18" centuries), before the Slavic language exercised its influence.

A proof in this respect is the fact that the phonetic rules which individualize the
Romanian language, driving it apart from the Late Latin and the other Romance
languages did not influence the borrowings from the Slavic language.

In Dacia and in the two Moesias, the linguistic Latinity was preserved with
more fidelity than in the Occident, a fact attributed by some linguists to the popular and
colloquial character of the Latin from this side area of the colonized territory.

The Romanian preserved the ancient traits common to the Romanic languages
accurately. Yet, during its history, the Romanian language has acquired some individual
traits which ensure its originality within the community of Romance languages.

Among these, we have to mention: the enclitic position of the definite article,
the preservation of the neutral gender, the retention of the Vocative in —e (frate!), the
forming of the future with the help of the auxiliary a vrea (to want), and the broadening
of the use of the Conjunctive mood, to the detriment of the infinitive. These linguistic
facts, which represent some innovations proper to the Romanian language (attributed
either to the influence of the substratum, or to the influence of the Balkan environment),
do not isolate it from the other Romance languages.

The Romance character of the Romanian language is sustained by the internal
organization system, which is based on a solid Latin structure (the morphemes and the
grammatical instruments are of Latin origin).

The Thracian-Dacian substratum confers to the Danubian Latin a specific character, a
reality which completes its physiognomy. Occurred in the special conditions of bilingualism,
the autochthonous influence on the Latin had a homogenous character in general. This thing is
explained by the assimilation of the pre-Latin elements by the Danubian Latin during the
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process of Romanization. Thus, these influences are inherited as a Latin stock proper, the fact
that the autochthonous material has underwent the same type of changes as the Latin one, also
pleads in favor of this statement.

Nowadays, there is a general consensus of the linguists regarding the
acceptation of an archaic development stage of the Romanian language, usually placed
before the separation of the four dialects: Daco-Romanian, Aromanian, Megleno-
Romanian and Istro-Romanian, a stage known in the specialty literature under different
names, among which the more used are the following: the archaic Romanian
(S.Puscariu), the primitive Romanian (Al. Philippide, G. Ivénescu), the common
Romanian (Al. Rosetti), the common primitive Romanian (D. Macrea), the Balkan
Romanian (Ov. Densusianu), the Danubian Roman Language (E. Petrovici) and the
Proto-Romanian (1. Coteanu).

Sextil Puscariu understands by primitive Romanian or archaic Romanian the
language spoken by the ancestors of Daco-Romanians, Aromanians, Megleno-Romanians and
the Istro-Romanians from nowadays, before any connection between them was interrupted.

S. Puscariu remarks also the fact that all four dialects develop according to the
same general tendencies of a Latin type, which may be considered as forming the
national character of our language. The acknowledgment of the unity of Proto-
Romanian leads to the conclusion that in the epoch of the genesis of Romanian
language, our ancestors were not yet divided and that between those who were speaking
Romanian there was a geographical community, an important fact for the subsequent
development of the Romanian language.

Formed on an extended Romanized area, North and South of the Danube, the
common Romanian reflects, by its unitary character, a popular civilization and culture of
a pastoral and agricultural type, being the way by which the unity of the social groups of
Romanians is ensured.

The common Romanian is the result of comparing the dialects from the North
and South of the Danube, representing the intermediate stage of reporting the Romanian
dialects to Latin. The phenomena found approximately in the four dialects are
characteristic to the common Romanian.

The unity of the common Romanian is continued in the Daco-Romanian, an
idiom characterized by a special dialectical unity. The differences between the patois of
the Daco-Romanian are not significant. They are of a phonetic, lexical nature and they
are found, in an exceptional way, at the grammar level.

Eugeniu Coseriu noticed the superiority of our language in the context of the
Roman languages, stating that the Romanian language represents an autonomous unity,
by the fact that, in its very ancient stage:

. the influence of the Classic Latin lacked
. its substratum is different from that of the western Roman languages
. the foreign influences were others than those of the Roman occident -

the Slavic, Byzantine, Hungarian, Turkish and Neo-Greek influence (Coseriu Eugenio,
1994: 12)

The unitary character of the Romanian language, as an expression of the
Romanian spiritual unity from the times of the Dacians until nowadays, was claimed for
the first time in the modern epoch by B. P. Hasdeu. The contact of the Romanian
language with the Balkan languages proved the resistance of its Latin character. Even if
it developed in isolation from the other Romanic idioms, the Romanian became the
vitality of the elements of Latin origin, the resistance of the structures specific to the
Latin and the capacity of assimilation of the foreign elements. For example, the
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generalization of the constructions with the help of the Conjunctive instead of the
Infinitive marks the preference of the Romanian language for the analytical structures,
specific to the concrete popular language, like the common Romanian.

The Romanian language has a distinct individuality as compared with the
popular Latin and with the other Roman languages.

The Romanian language had the conditions to get formed earlier than the other
Romance languages. After the partition of the Roman Empire, the Eastern Roman
peoples remained isolated from the Western ones. On the territory of the Eastern
Empire, the Greek became the official language, the classical Latin ceasing to exert an
influence upon the spoken language. This thing didn’t happen in the Western Roman
Empire. Here, the influence of classical Latin exerted permanently through
administration, school and church. This is why the Romanian language offers to the
researchers a rich linguistic material which allows them to settle the elements inherited
by the Romanic languages from the popular Latin, as well as the borrowings from the
classical Latin.

Beginning with the 7" century, when the contact with the Slavonic people
became more active, the Roman language was already formed in its fundamental
compartments. The proof of this fact is that the grammatical structure of the Romanian
language contains few Slavonic elements, and the lexis does not take part to the settling
of the phonetic laws.

In the phonetic system of the Romanian language, Latin in its essence, there
are some specific traits due to the historical evolution of our language. Thus, the vocalic
system enriched with the vowels & and 1 and with a considerable number of diphthongs
and triphthongs, and the consonant system with the affricates ¢, g, t and the fricatives §
and j.

A characteristic of the Romanian language in comparison with the other
Romance languages is the development of the system of phonetic alternations (vocalic, semi-
vocalic and consonant), frequently used in flexion (in order to mark some grammatical
categories) and in the word-forming process. Under the Slavic influence the semi-vowel i
before the initial e developed [iel, ieste, iera], and the laryngeal consonant h entered the
Romanian language.

The morphologic system had, even from the beginning period, a visible
tendency of simplification and systematization of paradigms: the flexion of the noun was
reduced and the verbal system simplified itself by the analogical reconstruction of some
equivocal forms.

The morphological categories of the Romanian language are those of the popular

Latin:

. the three grammatical genders: masculine, feminine and neutral were
preserved in the Romanian language from Latin;

. the endings of each gender are the Latin ones;

. the neutral gender, disappeared from the other Romanic languages, but
kept in Romanian only in the case of the noun, knows a reorganization on the Romanian
territory.

From the popular Latin, the Romanian language preserved:

. the adjective and the comparison category;

. all types of pronouns with their entire flexion;

. the auxiliary verbs and the four conjugations;
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. the Romanian numeral from one (unu) to ten (zece) is the Latin one, the
numeral from eleven (unsprezece) to one hundred (sutd) is formed with a Latin material, but
following the model of the Balkan numbering system (also met in the Bulgarian, the Albanian
and the Neo-Greek);

. the numeral thousand (mie) is Latin;

. the adverbs, prepositions and the conjunctions, with some exceptions, are also
of Latin provenience.

Due to the reorganization of the morphological structure there appeared, in all
Roman languages, some inexistent grammatical forms: the article, the conditional
mood.

The numeral suti is Slavic, and the use of the reflexive voice registered in the
Romanian language a great ampleness, probably under the Slavic influence. In neither
of the Roman languages is the reflexive voice as frequent as in the Romanian language.

The derivative system of the Romanian language is, in majority, the Latin
one, completed with numerous suffixes and prefixes of a Slavic origin, some of them
really productive (-ean, -is, -itd, ras-, ne-).

In the syntactical system of the Romanian language we may list some
essential characteristics, which represented in the popular Latin some constant
tendencies:

. the usual topic of the words in the phrase: subject, predicate, complement, is,
in the Romanian language, the one from the popular Latin and from the other Roman
languages;

. the development and the extension of the analytical flexion;

. the disappearance of the sequence of tenses;

. the reduced proportion of subordinate clauses;

. the simplifying of the case system;

. the reinforcement of the conjunctive to the detriment of the infinitive.

The reduced presence of the non-Latin elements in the Romanian language, in
spite of the long relations with other peoples, especially with the Slavs, is explained by
the fact that the grammatical structure, as the most stable compartment of a language, is
also the most resistant to the entrance of new elements.

If in the grammatical structure of the Romanian language few non-Latin
elements entered, in the lexis they are numerous. The part of the vocabulary resistant to
the entrance of new elements is the main word stock, which represents the second
element of the individuality of a language.

Analyzing the origin, the structure and the evolution of the Romanian language
through its main word stock, its predominant Latin character can be noticed within the
system. As opposed to the grammatical structure, the main Romanian stock comprises a
relatively important number of Slavic elements, as well as a more reduced number of
words borrowed from the: Hungarian, Turkish, Neo-Greek, and French language or
from the Thracian-Dacian substratum etc.

As a result of a group of evolutions underwent by the popular Latin brought in
Dacia and in other Danubian provinces of the Roman Empire and spoken continually on
the Northern-Danubian territory where the Romanians live today (from the colonization
until nowadays), the Romanian is a Romanic language with an individual personality
and physiognomy. The personality is given by its great perpetuation resistance based on
a phonemic and grammatical system of the Latin type and on a basic vocabulary,
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formed of the ancient Latin and autochthonous elements in the first instance, with a
special derivation force and with a great functional capacity.

The close solidarity between the phonetic, morphological and lexical factors made
that this neo-Latin language, acquire the individuality before the exerting of the Slavic
influence and admit foreign influences in its phonological and morphological system only in
the peripheral points (the feminine vocative in —o, considered to be of Slavic, Bulgarian
origin).

A rustic civilization, the lack of cultural centers in the ancient epoch, the
pastoral transhumance (which favored the permanent contact between the social groups
from all Romanian provinces), a “weak” feudalism in comparison with the Western one
are external factors which favored the permanent up-keeping of the spiritual and
linguistic unity of Romanians. To these facts, we may add the fact that the Romanian
language developed in a side area of the Romance peoples, as a Latin idiom in a non-
Romanic neighborhood.

The close contact of Romanians with their neighbors determined a tenacious
preservation of the Latinity of the language, of its unity, so that the Romanian appears
as a unitary language in all its evolution stages, from the origins until nowadays. It
reflects the civilization and cultural unity of the Romanian people trustily, along the
entire course of its history.
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THE EMPIRICAL THERAPUTICS OF NOSTRUMS AND QUACK
REMEDIES IN THE CYCLE ,,BY THE LILAC TREES” BY MARIN
SORESCU!

Abstract: The village of Oltenia, seen in its existential structures, lives beyond the Easter
and Christmas holiday and beyond the ritualic complex of the main important moments of man’s
life, like birth, marriage and death, also numerous magical belifs, practised along the years and
adapted since then to many situations of the profane space. The magical practices and myths
evoked by Marin Sorescu are integrated in the local people’s life like existential reasons based
on an empirical therapeutics of nostrums and quack remedies, in which the peasant from Bulzesti
manifests an implicit faith. People’s sufferings can be treated with ,,medicines” like weeds,
plants, victuals, with rubbings, called pulling in the countryside, snuffs in the ears, lit candles, but
also with magical formulas in verse, accompanied by gestures, called spells which mostly have a
thaumaturgic role.

Key words: the village of Oltenia, incantation, empirical therapy

Whether influenced or not by the young American poetry which he came in
touch with on the occasion of a visit to America and whose tendencies were towards an
epical character of lyricism, the use of monologue in poetry, a quantity of apoetical and
prosaic concrete as well as towards a scurrilous language, Marin Sorescu proposes a
unique experience in Romanian literature, introducing himself as a [yrical poet
emerging into prose.

Considered by the literary critics as a [lyrical monography of the Romanian
village, especially of the Oltenia one, the cycle By the Lilac Trees is seen as an affective
re-enactment of memory, as a complex vision of the rural universe; it is achieved not in
the prose domain but within poetry, an opening of the lyrical into the epical becoming
possible as such.

Actually, the idea of recomposing the image of the patriarchal village from a
few hundreds years ago occured to Marin Sorescu when he was in the 6th grade, when
he wrote an essay, named predictively, My village. The schoolboy’s then idea ,
confessed in Autobiographical Pages, has not been forgotten, as it can be seen, being
turned later into something real, due to the wish to leave an authentic icon of a twilight
world to the posterity, threatened by modernization which leads to the destruction of the
Romanian village (Albu, Istocescu, 2006: 28).

In the six books of the cycle By the Lilac Trees, the evocation of his birthplace,
the village of Bulzesti, with its events and its characters, gives the impression of a
mirror of the Romanian village, unmatched in authenticity until now, as Ov. S.
Crohmalniceanu has remarked, comparing By the Lilac Trees with Morometii in the
sense that Sorescu imposed a personal vision, as a true to life image (Crohmalniceanu,
1989: 3)

Coming back to the spirituality of his native Oltenia, Marin Sorescu creates a
lyrical mythology based on the data of the Oltenia existence (Simion, 1981: 3), in an
evocation of the native village, as he is a participant in the great existential events :
birth, christening, wedding, death, as well as love, jealousy or animosities and
friendships.
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The life of the village is lived from the interior, with an emphasis on the real,
on the unsignificant details which give the image of the Oltenia village, while Marin
Sorescu seems to have discovered the secret that the road to universality passes through
Bulzesti (Simion, 1986: 32).

The name of the six books of the cycle By the Lilac Trees represents the
generic name given by Maria Balii (a character in the cycle and the neighbour of the
poet’s father since childhood) to the village cemetery, where many lilac trees grew and
where, according to tradition, the table used to be laid on the grass, in the shadow of the
riven church on All Souls’ Day, when alms were given.

Nowhere else can you eat a more tasteful sauerkraut / Than in the cemetery,
the poet says, and the atmosphere is that of a feast day : The neighbours wine you with
plum brandy above the potage fumes, ... You drink from each other, crosswise, and you
say, glowing: <May Good received it>.

The poet describes the cemetery of the old church from Saliste as the
inhabitants’ place of passing away, a natural place of the eternal rest, inherent to
everyone and consequently to each inhabitant of the village.

On the Saliste church, the cuckoo is singing, the cemetery has an important,
self-reconciliation atmosphere. / It is so good to be buried here, between the woods, the
place is hidden, besides it doesn’t draw, / The bell does not disturb you as it chimes only
on holidays.

But, until they come here, in the cemetery, where birds sing and there is a
smell of blooming lilacs, the inhabitants of Oltenia repeat periodically what their
ancestors used to do: give birth, grow, work, face difficulties and enjoy life, each in his
own invariable way.

Evoking the village of Oltenia, in general, and the village of Bulzesti, in
particular, Marin Sorescu has in mind to portray particular features, which include
mentalities, customs, beliefs, language or way of life.

In the life of the village, numerous magical beliefs are recaptured, practised by
the villagers through ages and integrated in their life as existential beliefs. Wishing to
complete the image of the rural spirituality and to capitalize the folkloric resources from
the village world, Marin Sorescu presents, in connection to man’s natural desire for
health, an empirical therapeutics of nostrums and quack remedies, valid for several
sufferings, with a implicit faith in weeds, plants, victuals but also in pulling or in spells.

Preoccupied either by their own or by their family’s health, the villagers feel
closer to the quacks, the healers or even the witches than to the health officers who
began to arrive in their village, and who were treated with disbelief and dissatisfaction
on every occasion.

During a long conversation, Nae Banta and Mos Gheorghe, godson and
godfather, come to ask eachother about health : And how are you godfather? / - What
can I say dear godson? / To the devil with the health officers / Eh, the one who was
better, /He knew how to give injection / But the new one who came, / Listen, he throws
the syringe in my arse from the door.

If old Gheorghe accepts a modern treatment willy nilly, Mitru Ceapa resorts to
a famous village quack, Totuleasa, to cure his ear pains and headaches, his choking, his
gall bladder fits or his pangs. Mitru Ceapa is realy sick and all empirical therapies
applied by Totuleasa are useless. Suspected for a swelling, the invalid is given a spell,
with a coal in a pipkin, after he had been rubbed with fresh butter. A huge black man
woke up / And yoked two huge black oxen / To a huge black plough /and sewed huge
black wheat.
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Seeing that the patient was getting worse, Totuleasca also rubbed his red
stones, after which, helpless, she agrees to call the priest. The belief in the viaticum and
in fate holds true finally, ... after that Mitru Ceapa felt better, and after he went out and
saw his handmill, the sheep, the fowl, he came peacefully in the house, he laid down,
and /e passed away.

To the last, that was his fate, and all treatment proved ineffective, in vain, as
he was not long for this world.

Totuleasa was well-known because she was a healer for many diseases, that is
she knew all the unwritten book of ancestral remedies, from the incantation to the
mourning.

Introducing other incantations in many of the poems of the cycle, among which
we cite those for healing the toothache , Marin Sorescu notes in the Diary: If I could not
grasp the garb, the customs, the old things in my childhood, I would think they never
existed (Sorescu, 1999 : 232).

Among all the village witches, Cismaroaica was damned good at incantations,
as her questions about other diseases of the patient or about his parents’diseases,
followed what we call today hereditary diseases. She got those who knew to write / To
sign on a tray filled with sand, / That she may read the character / As this also
determine the disease. She uttered some magic /one could not understand [...] until
disease got bored.

A magic water having a thaumaturgic role is also prepared by means of
incantations by Roncioaica, water which brings all man’s diseases to disappear, when
drunk. The magic water was stuck with a spit rod, appeased with a coal and brought
calm to the patient. Actually, many female patients found remedy in self-suggestion.

Roncioaica, a beautiful red woman healed through incantations only her
acquaintances: It’s for her, I will do it for her, As I feel sorry for her, because diseases,
she said, came over and would not let her sleep at night.

Since specialized medical officers were absent from the village, the sick had
implicit faith in old women who knew spells and other enpirical cures with dubious
results.

Mitra lui Tudoran, a talkative woman, a woman who talks much and does not
know what she says, or the chatterbox , or the one penny woman, offers to heal Florea
of Ghitd and to cup him. Not having the right thing for that, the woman uses some metal
half a kilo jugs, which get warm and make him scream with pain, the patient remaining
with a burnt back and sizzled ribs after the treatment. The therapeutic quack procedure
is certainly rallied, because, seeing that she could not heal him, the woman excuses
herself: Who is struck by the disease on Saturday, will not cure.

Hearing that lungwert is a miraculous weed in treating rheumatism, Anica lui
Darmon very sick, worn out searches the healing plant, in the forest, far away from the
house, in vain.

Goody loana of Miai, another healing quack, diagnoses a woman who had
headaches every day at noon with dry sun, since everybody must feel pain somehow.
The sick woman must go to the fountain where, seeing her face in the water, she says:
The sun is here in the lake /Not in my head, while she splashes her head and over her
shoulders. If for some people the pain is relieved, for Marin Sorescu, then, a child, the
treatment does not give results, even repeated.

It is more difficult with children, the poet tells us, it’s a pickle with small
children when they get ill, they fade like candlelight,, because they do not know to tell
where is the pain and what is wrong. In order to save the suffering child, a more or less
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cunning quack, gives the diagnosis: Hold on, we must find/ The pang. This time, the
treatment is based on victuals as medicines. After having been washed properly, an egg
is broken on the child’s chest. The yoke is chosen and then pushed with the finger, /
Here and there and the pang lies in the place where it breaks. In this happy case, the
place is rubbed and covered with a poultice made up from a tobacco leaf, a mustard
one, onion and oil.

The child begins to laugh as he feels the ilness passing.

However, the situation is dramatic for other children. The yoke does not break,
the pang is not found, which means it is beyond cure, it means that death inhabited him
and there is nothing to be done.

The miracle happened for a child from Seculesti who escaped from being
buried alive, was of ill omen. Forgotten on a porch by his mother when she went
sowing, pigs ate him literally.

Eugen Simion mentions a code of the poems, which he summarizes as such: a
negation on the first level of the poem (the visible level, the manifest level) and a
meaning on the second (the implicit level) which contradicts the first one [...]. Anyhow,
a reverse meaning, as a rule a bitter philosophical meaning, hidden under the silks of
irony (Simion, 1978 : 128). This code, reverse meaning gives the originality and the
uniqueness of Marin Sorescu’s poems.

Goody Anica cures quinsy by incantation, as she was a witch, who knew a lot
of remedies and healed a chicken which pricked in a thorn; the incantation prevented the
wound from swelling. She also cured the poet by incantation when he was a child, when
he preferred her spell, than mother’s pointer, dabbled in salt. Goody Anica twisted a
coal in a glass of water and said: quinsies/ bunches, / Left with the turkeys, / Turkeys
came back / Quinsies did not. Another valid treatment for quinsies was a wet cloth
round the neck with maize flour, which made him resemble a lord as I saw later the
English wore / Stiff, with upward chin, because the laced collar.

Marin Sorescu’s poems reduce the existential mystery (as compared to Lucian
Blaga) in an ironical significant language. For headaches, Floarea had an original
treatment. She said: <Stand still I will fasten it, /and measure it>. Then, a complicated
procedure followed: She tied a thread round the head / She took a coal and made / Four
marks on the thread, / One on the front, above the nose, / Two at the ears and one on
the nape of the neck. After that, she put a spinner on the front [...] And you also had a
pail of water on the head. After other complicated procedures with the thread and the
pail, Floarea was attentive if signs match , / Sign in sign. It was beneficial they do not
match, as it was the only way she could see how much your head had been cleft. / And
she measured with her finger on the thread. And you recovered.

Deliberately evoked by Marin Sorescu, all this folkloric and magical thesaurus
represents an authentic image of a world which tried to save from destruction the
peculiarity of the Romanian village and especially the Oltenia village.

In the village closed as a fortress, as a sign of respect or of preserving certain
traditions understood only there, Pregnant women carrying the hayfork on the shoulder
/ Say good afternoon, / Even if they do not know you, because in Bulzesti everything
happens / Normally, / Without surprises.

Perhaps, that is why Marin al lui Mos Pétru, who hasn’ ¢ decided to marry yet
and consequently bearing the nickname Later, wept dryly for the deterioration of the
order [...] Their old house with peaceful gentle peasants, / Entered slowly into the
ground.
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In the poems belonging to the cycle By the Lilac Trees, Marin Sorescu is
animated by a pertinent feeling emerging from the creation freedom, which conveys the
most convincing things about world’s instability and transience by means of common,
almost banal language of human existence. It seems as if Marin Sorescu said 'Life is a
show; please, look at it and pay attention! .
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LA PROSE DE LA GENERATION DE CREATION DES ANNEES
2000’

Abstract: After 1989, the change of the social-political context permitted a normal and
necessary innovation of the Romanian literature, both on a thematic and language level. It was
talked and it is still talking about “the new writers”, about “the new poets” and about “the new
criticism and literary history”. The beginning of the third millennium brought in the Romanian
literature many novelties and especially many new people, that is young men of promise.

Keywords: The 2000 generation, prose, the minimalism

La révolution de 1989 a été un moment décisif pas seulement dans le plan
politique et social, mais aussi culturel. Dans les conditions de la liberté, la littérature a
trouvé, bizarrement, lentement son rythme et son souffle. La culture et la littérature
roumaine sont entrées dans une nouvelle étape de synchronisation, aprés presque 5
décennies de communisme.

Les noms nouveaux se groupent dans plusieurs orientations et écoles. Quelques
écrivains se forment dans des cénacles qui ont fonctionnés aprés 1990 (un conduit par
Mircea Cartarescu jusqu'a 1998, un autre, par Marin Mincu apres 2000). En automne de
2000, Marius Ianus et Dominica Drumea ont créé le cénacle Litere 2000, nommé plus
tard Abator Fracturi, réunissant dans ce groupe une série des jeunes : Rézvan Tupa,
Claudiu Komartin, Doina loanid, Florea Tutuianu, loana Nicolaie, Mihail Vakulovski,
Ruxandra Novac etc. Des noms nouveaux qui ont déja quelques livres publiés sont:
Réazvan Radulescu, Radu Aldulescu, T. O. Bobe, Cezar-Paul Badescu, Ovidiu Verdes,
Daniel Banulescu, Ion Manolescu, Filip Florian, Dan Lungu, Lucian Dan Teodorovici,
Radu Pavel Gheo, Adrian Schiop, Alexandru Vakulovski, Ionut Chiva. On peut parler a
ces auteurs d’une prose parabolique, alégorique, représentée par Mircea Cartarescu
(Orbitor), sur la prose de la transition communiste, qui est parue assez tard aprés le
changement du régime de 1989 et ou 1’on peut mentionner : Florina Ilis, Dan Lungu,
Filip Florian.

Une tendance intéressante de la prose actuelle est constituée par la prose pour
les enfants. Les plus intéressantes titres de ce théme sont : Cruciada copiilor — Florina
Ilis et Cum mi-am petrecut vacanta de vara — T.O. Bobe. Une figure distincte dans ce
paysage est représentée par Claudia Golea, une des plus transgressive et érotique
femme- écrivain de la génération 2000 qui explore dans sa prose des espaces de plus
exotiques.

Avec une importance plus grande pour le public, la prose de derniéres années,
a la chance de s’imposer et d’imposer d’une maniére organisée 1’existence d’une
génération littéraire 2000. Nous avons vu en 2004 ce qu’'une campagne intelligente,
méme agressive peut faire, dans le sens de promouvoir d’une maniére publique un
contingent de prosateurs débutants (il s’agit de la campagne de Polirom a 1’aide de la
littérature jeune). Il y a aussi des livres pas assez concluants (Dan Taranu — Al patrulea
element ; loana Baectica — Figa de inregistrare ; Dragos Bucurenci — Realk), mais aussi
quelques débuts spectaculaires, tellement débattus, mais pas de romans assez valeureux
(Ioana Bradea — Bdgau, lonut Chiva -69, Adrian Schiop — Pe bune/pe invers). Il y a
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encore de bons livres : Cezar-Paul Badescu- un debut tardif avec Tineretile lui Daniel
Abagiu, T.O.Bobe si Dan Lungu. A Cluj, un début prometteur c’est Mihai Gotiu et
Dorin Muresan. Un artiste polyvalent est Mitos Micleusanu, prosateur, graphicien et
compositeur, fondateur de la bien connue Planeta Moldova, qui a publié aussi un
volume de prose courte, Organismecanisme (2002) et les romans Tuba mirum (2003) et
Kasa Poporului (2008).

Le nom des prosateurs de la derniére génération est li€ d’une fagon
programmatique aux Editions Polirom qui, au printemps de 2004, sous le slogan Votez
la jeune littérature!, langait sur le marché de livre roumaine la premiére vague de 7
prosateurs débutants, unis dans la collection Ego. Proza. Quelque diverses qu’elles
soient les écritures qui ont bénéficié de la promotion, il y a eu de nombreuses réactions
qui ont conduit a la formation d’une longue onde de choc. Des débats publiques, des
confrontations médiatiques, des chroniques pleines d’éloges ou critiques ont eu un
retentissement qui a contribué a la promotion d’envergure, ce qui a consacré Ego.
Proza. dans un pays ou I’achat de livre devient un luxe et la lecture pour le plaisir, un
desideratum. Suivie par des initiatives similaires de quelques Editions comme
Humanitas, Cartea Roméaneasca de Bucarest et Brumar de Timisoara, ou Paralela 45 de
Pitesti, I’offensive de Polirom continue , ayant le mérite incontestable d’avoir imposé
une série de noms d’ou le temps et leurs écritures vont cerner les écrivains meritoires.

C’est ainsi que ’on a préfiguré la parution d’une nouvelle génération de
prosateurs dont on a beaucoup écrit dans les revues. L’idée d’une nouvelle génération
littéraire a suscité les esprits, les voix critiques occupant immédiatement des positions
pro ou contre. Cela ne doit pas nous étonner car les premiers volumes publiés ont été
signés par loana Baetica, lonut Chiva, Dan Lungu, Lucian Dan Teodorovici, Radu Pavel
Gheo, Adrian Schiop, T.O. Bobe, Cosmin Manolache.

La facture éclectique du groupe proposé par Polirom explique, le plus
probable, I’inexistence jusqu’a ce moment-1a d’une recherche systématique sur la jeune
littérature de facture récente, malgré les nombreuses échos provoqués dans la presse de
spécialité et ailleurs. Si, d’une part, les textes de Ioana Baetica, Ionut Chiva, Adrian
Schiop ou le surdosage administré par Dragos Bucurenci et Claudia Golea mettent
I’accent sur les électrochocs dénominatifs avec une non-dissimulée direction sexuelle, il
y a une alternative considérable qui fonctionne en paralléle et réalise un équilibre dans
la balance des jeux de langage.

La littérature visant les thémes érotiques prend des formes agressives et
défiantes, devenant fréquemment licencieuse, comme une réplique au puritanisme
imposé par la censure communiste. Avant 1989 on éliminait des livres méme les mots
inoffensifs baiser ou seins, pour ne plus parler d’orgasme, pubis, éjaculation etc. Assez
longtemps réprimé, le désir de nommer 1’acte sexuel, de le décrire, de suivre ses échos
dans la conscience se manifeste d’une maniére explosive. Ce déroulement s’associe a la
tentation d’écrire une littérature commerciale, qui doit se vendre rapidement et assurer
de grands revenus. On cultive maintenant dans la poésie, dans le théatre et dans la prose
toutes les formes d’évocation de la sexualité, des plus vulgaires jusqu’au plus raffinées.

Tout comme le sexe, les drogues représentent un théme littéraire tricky et ¢’est
encore plus difficile: c’est incitant, ¢’est spectaculaire et cela donne I’impression des
zones illimitées d’exploration. Mais entre les drogues et la littérature il n’y a aucune
relation de dépendance, et ce n’est pas 1’expérience celle qui fait la différence de la
valeur. C’est pour cela que les grands livres de ce type sont nombreux peu.

D’une maniére naturelle, cette direction dans la jeune littérature roumaine s’est
synchronisée aux tendances similaires des autres pays sortis du communisme. Il ne
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s’agit pas ici de mimer les livres de la littérature occidentale. Les mémes coordonnées
politiques et économiques ont géré les mémes maladies socio-mentales et finalement le
méme type de produits culturels. Quelques jeunes écrivains de 1’est de 1’Europe ont
abordé dans les derni¢res 10-15 années de tels sujets : de jeunes gens rebelles, des
réactions anarchiques et trés gauchistes, des communautés marginales et sociopathes, le
manque des perspectives, la consommation des drogues et le sevrage, la pratique du
sexe libre, I’ivresse et la vie des bandes de quartier, ’entourage des troupes rock etc.

Dans les derniéres années, le courage de parler des vices devient une vertu.
Dans la littérature roumaine seulement 3 auteurs ont fait de la dépendance des drogues
le theme principal de leurs romans. Alexandru Vakulovski a débuté avec le roman
grunge Pizdet (Aula, 2001), suivi de Letopizdet (Cactusi albi pentru iubita mea) (Idea
Design&Print, 2004), les deux quasi biographiques et placés au milieu estudiantin de
provence, caractérisés par un mélange ethnique, une attitude anti-establishment, la
tentation d’évader et de se détruire par I’ivresse et les narcotiques, ces réves gratuites
vers le ciel. Dragos Bucurenci a intitulé son roman fechno avec la dénomination
alternative: RealK (Polirom, 2004). Le roman s’ouvre sur une convention
romanesque du XVIII-éme siécle liée a la réalité de I’Internaute: un c/ubber renonce
soudainement a la drogue et offre a son camarade son journal écrit sur weblog ou il avait
enregistré avec intermittences son expérience en entiére. Assez peu véridique et laissant
une sensation d’une fausse authenticité en tant que I’histoire, le roman a une valeur
plutot éducative: il y a 1a des notes techniques de sous-sol par I’interméde desquelles on
explique le jargon narcotique (shot, sharf, pill, acid, timbre, ex, palm, blunt, bong etc.)
et on donne des informations supplémentaires sur le type et I’effet des drogues.

Les prosateurs du moi sont par excellence les representant des univers
fragmentaires. Tout comme peu de leurs livres ont la cohérence épique d’un roman, la
population qui sorte de leurs pages semble plutot le produit final d’un jeu de puzzle
identitaire. Les caractéres se composent et se décomposent de fragments d’action
(réelle, imaginaire ou souvenue), de notes plus ou moins isolées traitant sa propre
existence du passé récent ou du futur proche. T.O.Bobe, Lucian Dan Teodorovici,
Cezar-Paul Badescu par exemple ont fait leur option pour le discours formatif. Leurs
héros sont les possesseurs d’un charme spécial doué au réalisme naif de la jeunesse. Le
pari sur ’enfance et les dilemmes de la sortie de cet age aident de couvrir un espace
moins exploré, celui du voyage vers soi-méme.

Le contact continuel avec le public représente une coordonnée de base des
romans d’Ego.Proza. Les personnages sont parfaitement conscients de I’importance de
1’altérité pour leur propre développement. Méme comme ¢a, plusieurs fois /’autre n’est
pas un partenaire, il peut étre représenté¢ par toute la communauté qui contribue
directement et indirectement aux aventures du soi qu’elles transforment. Des exemples
concluants dans ce sens sont offerts par les livres de Dan Lungu, Filip Florian, Sorin
Stoica — toutes les 3 épopées de la vie vécue dans le cercle étouffé d’une collectivité
aussi restreinte et organiquement soudée, qu’oppressive a 1’égard de 1’individu par les
dictées et les attentes formulées.

En 2012 nous observons avec surprise qu’une décennie du III-éme millénaire
est passée, cela veut dire presque tout 1’apogée d’une génération de création littéraire,
selon 1’opinion de quelques critiques et historiens qui, par des raisons plus ou moins
fondées, plus ou moins suffisantes, ont partagé, ou mieux dire, ont séparé arbitrairement
les principaux écrivains roumains de ces derniéres 50 années, les appelant selon la
décennie correspondante: les écrivains des années *60, 70, *80, 90 et aprés beaucoup
de controverses , les écrivains des années 2000.
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Tout ce regard d’ensemble envisage de montrer que les écrivains de la
Génération 2000 sont devenus des présences courantes dans notre monde culturel, ayant
des raisons suffisantes de parler d’une nouvelle génération de création dans 1’histoire de
la littérature roumaine.
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IMPRECATION IN BOOKS OF CURSES'

Abstract: Romanian eighteenth century reflects a cultural dialogue where the Greek
tutelage appears as defining against the expansion of the ideas of the French ‘Lumieres.’ In this
context of cultural confluences characterizing the Romanian space, we propose to approach the
first Romanian rhetoric from the perspective of the immutable versus the ‘esprit du siecle.” We
track in a diachronic perspective the evolution of a figure coming from the classical rhetoric to
the one adapted to the Romanian space (Rhetoric of Piuariu Molnar, chapter 34 ‘To Curse’) and
its impact on customary and normative law of the analyzed century.

Key words: rhetoric, books of curses, re diplomatica.

Romanian Rhetoric: Between Implicit and Theory

Rhetoric manifested itself in our old culture as a rhetoric implicitly stated
through the scholar aspect of the literary language, which had undergone a long process
of honing due to the writings of Miron Costin, Dimitrie Cantemir, Dosoftei, Antim and
so on. The acquisition of the art of rhetoric occurred in an early era of Romanian usage,
following patterns derived from Slavonic, Latin or Greek, whose mastering required
considerable effort, as highlighted by linguists and historians of literary Romanian. This
accumulation and adaptation of formulas, rules and patterns was achieved in the
peculiar circumstances of the birth of a literature in the vernacular language, although
the mechanism of this process may be correlated, apart from the works of the afore-
mentioned writers, with the teaching of grammar and rhetoric in the princely and
monastery academies that existed in the 17" century and the following centuries.

In Romanian diplomacy, or more exactly in the ecclesiastical documents we
shall refer to in the following, the borrowing of terms or formulas excluded to a large
extent the notion of innovation or coinage. We do not refer here to the general adoption
of the diplomatic terminology, signalled in Romanian studies ever since the beginning
of the 19™ century, but especially to a single subdivision, namely that of sanctio. From a
rhetoric perspective, this subdivision may be identified with imprecatio, and from the
perspective of its content and finality it may be assimilated to the anathema. The
peculiarity of this subdivision in the Orthodox-rite Romanian diplomacy lies in the fact
that certain documents in which it was introduced acquired a juridical specialization.
We refer here to the so-called books of curses, which are documents attested in
Romanian in Wallachia and Moldavia starting with the 16™ century and lasting until the
beginning of the 19" century. In these documents, which served as items of evidence in
secular and ecclesiastical courts of law, imprecatio, commonly assimilated with the
curse, is shaped within the predetermined patterns of an impressive re diplomatica,
which was only partially identified in theoretical writings in the Romanian space,
though at a later date, after the appearance of the first work of rhetoric.

As it is known, the name of Ioan Piuariu Molnar is relevant to this moment in
time. Reputable researchers of the history of culture and literary language have disputed
Molnar’s paternity of the manual called Rhetoric, Namely the Teaching and Drawing

! Laura Badescu, University of Pitesti, laura.e.badescu@gmail.com

This paper has been written for the project entitled ‘Capitalizing on Cultural Identities in Global
Processes’, co-financed by the European Union and the Romanian Government from the
European Social Fund through the Development of Human Resources Operational Program 2007-
2013, financing contract no POSDRU/89/1.5/5/59758.
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Up of Beautiful Discourse (Buda, 1798), hypothesizing that he only edited it." Thus,
although this first rhetoric can no longer be numbered among the original writings of
Romanian culture, its appearance may be correlated with the didactic finality? and the
effort to adapt Romanian language to the elitist norms that the translation of such a
treatise requires even nowadays is extremely laudable. The option to edit a manual of
rhetoric illustrated prevalently by examples taken from patristic literature® during a
period marked by a surge of enlightenment will most likely have been taken in the spirit
of exemplary models, since the range of religious problems had witnessed a comeback
in the whole of Europe. It is not without significance that among the first such
theoretical preoccupations for Romanian we can number those aimed to draw up a
sacred rhetoric, following patterns with a long practice in the West. Here we shall only
draw attention to the treatise entitled Principii de retorica si elocuinta amvonului
(=Principles of Rhetoric and Eloquence at the Pulpit), projected both as a rhetoric of
argumentation and of the ornate discourse (It is not enough that the author should only
have a good plan and solid proof, but he should also embellish them with vivid and
powerful expressions,” p. 108).

Imprecatio in Treatises of Rhetoric and in Diplomacy

The tradition of analysis of this figure asserts itself on the line of biblical
hermeneutics, liberal arts and patristic writings (see for example Cassiodor’s Expositio
Psalmorum or the Sermon on Whitsuntide Sunday of Saint Chiril from Turov). Equally,
imprecatio was correlated with sanctio in potifical offices (see Le Liber diurnus) and
lasted up to the dictaminis treatises (such as Alberic du Monte Cassino’s Breviarum de
dictamine) and further on to documents serving as models included in pontifical
diplomatic manuals that were widespread in Western Europe” for a long time.

! The researchers pointed out not only the similarities with fragments from various writings (see
Antim Ivireanul’s Didahiile), but also the fact that the language and stylistic peculiarities from the
manual of Rhetoric do not identify with those present in the Transylvanian scholar’s other books
(Economia stupilor or Istoria universald) (= Economy of Bee-Breeding or Universal History).
The comparative philological study written by professor N. A. Ursu demonstrated that the first
rhetoric manual in Romanian reproduces, all but entirely, Francis Scufos’s manual, entitled Té/ini
ritorikis (Venice, 1681).

2 At the time, the Rhetoric had been announced by Samuil Micu in Historia Daco-Romanorum
sive Valachorum and by Radu Tempea in Cuvdntare inainte (=Foreword) to Gramatica
romdneasca (=Romanian grammar) (1797) as being an integral part of the effort to eliminate ‘all
the chaff that had invaded our language’.

3 See the introductory study of the edition of the Rhetoric, where A. Sasu (p. 6 and the following)
notices, alongside these, other examples from Plato, Demosthenes, Pindar, Euclid, Prometheus,
Thucydides or Plutarch, but also from similar works by Aristotle, Cicero, and Quintilian.

* See A. de Boiiard. Manuel de diplomatique frangaise et pontificale, 11, Paris, Editions A. et J.
Picard & C ie, 1952, p. 15-16: ‘Ea vero racione quod ipsi canonici qui ibi Deum serviunt ipsa
vinea teneant sine jussione de nullo episcopo nec de abato; et si episcopus aut abas vel ullus omo
aut ulla oposita persona(t) ea tenere voluerit, primus ira Dei omnipotentis et omnium sanctorum
incurat et cum Juda traitore qui Deum trait participationem abet, et postea ad eredes meos
reverted. Sane si quis, ego aut eredes mei vell omo, qui contra donacione vel elemosione iste
ulloque tempore ire, inquietare aut inrumpere voluerit, non vale[at vi]ndicare quod repetid sed
comp[o]net in vinculo auri obtimi libra I, et in antea donacio ista omnique tempore firma stabilis
permaneat omnique tempore, cum stipulacione interposita pro omni firmitate subnixa.” (Fragment
from the Act of Donation drawn up by Marcia to the Saint Pierre church..., March 1010).

123



Close to the century when the books of curses became more and more
widespread, the impressive volume De Re Diplomatica written by Johannis Mabillon
had been printed in several editions. Dealing with all the subdivisions of the epistolary
range of formulas, Mabillon drew up, just like his illustrious predecessor, Marculf, a list
of imprecatio formulas, which he inserted in a detailed history of their use in royal and
ecclesiastical offices, in private or public documents'.

In the Romanian manuals and treatises of rhetoricz, used either in secular or
ecclesiastical schools®, whether they were printed or left in manuscript form, the
illustration of imprecatio was carried out with enough diligence and skill. If in the
Rhetoric edited by Molnar* or in that of Archimandrite Dionisie' the trope had been

!'See Chapter VIII: I. Diplomatum imprecationes an ferendae.Il. Poenarum quatuor genera in
chartis apponi solita. Il Multa seu mulcta corporalis & pecuniaria in regiis & imperialibus. IV.
Item in ecclesiasticis, in quibus sapius occurunt imprecationes. V. Earum exempla aud Graecos.
VI & VII. Apud Latinos formulae earumdem ex Conciliiis & legibus. VIII. Item exempla in
testamentis Aredii Abbatis. IX. Radegundis, & Bertchramni Episcopi. X. Theudelindae Reginae.
XI & XII. & aliorum. XIII. Ad hoc imprecationes Synodi Romane. XIV. Chrothildis matrone.
XV. Sanctorum Bonifaciii & Arnulf Episcoporum in seipsos. XVI. Zacharie Pape. XVII. Johannis
Ravennatis. XVIII & XIX Reges Francorum Merovingici & Carolingi rarius utuntur
imprecationibus. XX. An etiam Imperatores Caroline stirpis. XXI & Capevingi Reges. XXII.
Anglicani eis untuntur. XXIII. Item Hispanici. XXIV raro Germani. Cap XIX: L. Privilegii
Aeduensis imprecationes expendutur: II & III. Opposite de eis eruditorum sententie. IV. Sententia
media. V, VI & VII Admissa imprecatione depositionis quid afferi pobit? Pro Gregorio M. VIIIL.
Unde hec imprecatio desumta. [X. Que mens hac in re Gregorio fuisset etc.

2 Joan Piuariu Molnar, cited work, 1798 ed., pp. 271-274; Romanian manuscript 43: L.
Maiorescu’s Curs pentru retorica (=Course of Rhetoric) (A. Nestorescu edition, 2002, p. 220); D.
Gusti, Ritorica romanad pentru tinerime (=Romanian Rhetoric for Youth), M. Frinculescu edition,
1980, p. 155.

3 Archimandrite Dionisie, cited work, 1859 edition, p 137-138; Romanian manuscript 520: Curs
Incepdtoriu de ritoricd, seau regule pentru frumoasa vorbire (eloquentia) (=A course of Rhetoric
for Beginners, or Rules for Beautiful Speech (eloquentia) — 19 century, f. 149 and others.

* See the 1798 edition, pp 271-274 : “Si face blestemul, cand cineva neputind cu fapta a pagubi
pre vrajmas, il blestema cu limba, sii fiinca iaste cu neputinta, cu mana si cu fier sd-1 piiarza din
lume, 1i pofteste din inimd si din suflet boli, saracii, innecare, moarte, si dupa cum zice pilda, o
[liada de rautati si un musuroiu de saracie. De aceastd shimd trebue sd sd fereasca ritorul cel
crestin pre ct si poate, fiindca Invatatoriul nostru He nu numai cu cuvinte si cu fapte ne-au
sfatuit, ci §i cu groaznica porunca ne-au poruncit ca sa iubim pre brajmasi, si sd nu le poftim
niciodata vreun rau, insd pentru ca sa dam si aici pilda, chipul blestemului va fi vanzatoriul Iuda,
caruia sa cuvin toate blestemele lumii, fiindca au vandut pre acela, care, cum zice Pavel, s-au
facut blestem, pentru ca sa ne slobozeasca pre noi oamenii din blestemul pacatului. Unde esti
Tudo, noule Lutifere al Ierarhii Apostolesti? inca traiesti? Inca rasufli, o vicleanule? incd vezi
lumina Soarelui tu, care ai vandut pre Lumina cea adevarata, si o ai stins cu Intunearecul mortii?
(..)” (= ‘The curse is come true, when someone who cannot harm his enemy with his deeds, curses
him with his tongue, and since it is beyond his power to waste him from this world with his hands
or sword, whole-heartedly casts on him diseases, poverty, drowning, death, and, as the saying
goes, an [liad of wicked things and a mountain of scarcity. The Christian believer should keep
away from this habit as much as possible, because our Teacher J. Christ counselled us not only
by by means of words and deeds, but also ordered us with a most terrible order, to love our
enemies, and to never wish them harm, but if we are to serve an example too, we say that the face
of the curse is Judas the traitor, who merits all the curses in the world, because he betrayed the
one who, as Paul says, turned to curse, so that we people may be freed from the curse of sin.
Where are you, Judas, the new Lucifer of the Hirarchy of the Apostles? You still alive? You still
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illustrated by examples from the Bible, but also from light and peasurable books, in the
former through the assimilation and interpretation of examples, in the latter by
reproducing the examples, in the manuals of rhetoric and epistolary manuals that would
later appear, the examples taken from sacred literature would become more and more
scarce, until they eventually disappeared altogether.”

In this manner, the trope reflects the major changes that occurred in society
together with the modification towards reading becoming a leisure activity and opting
for a certain manner of presenting the examples. After studying the theoretical texts that
illustrated the trope until the first half of the 19" century, we notice that the formulas of
the curse proclaimed by a bishop were not used in order to illustrate the former (we
refer hare mainly to the curse stipulated in the books of curses or in sanctio in certain
acts, written especially on matters pertaining to monastery matters: property, will, etc.),
not even when examples from patristic writings were extracted. This fact confirms the
major difference that was applied, because if the curse pronounced by a bishop does not
illustrate the imprecatio category, this shows that on the one hand it had a totally
different function or well-determined finality at the time, and on the other, that its
impact was especially powerful, so much so that it was also used for matters other than
the normed ones.

Imprecatio and the bishop’s curse
Due to reasons that belong to the diplomatic subdivisions of the documents
issued by Romanian offices, we consider that sanctio from the books of curses identifies

breathe, you, slyest of all? You still see the light of the Sun, you, who sold the real Light, and put
It out with the darkness of death? (...)’.

! Dionisie the Arhimandrite, cited work, vol. II, p 137: ‘Impricatiunea, blestemu, este o figurd prin
care Oratorulu, patrunsu fiindu de sentimente de manie, de despretu, de urd, chiama asupra cuiva
rasbunarea cereasca, pedepse, nenorociri, nevoi etc. Psalmul 108 ne infatisaza unu modelu de
imprecatiune. Asemene si esemplele urmatoare: <<Blestemat pamantul intru lucrurile tale; in
necazuri vei manca dintr-insul in zilele vietii tale, spini si palamida va rasari tie, pana te vei
intoarce in pamantu ca pamantu esti si in pamant te vei intoarce>> (Facere cap 3, v. 17).
<<Oriunde vei merge sa calci, o stdpane!/ Pe trup far de viata si-n visu-ti sa-1 vezi!/ Sa strangi tu
in mana, mani de sange pline!/ $i orice t-or spune tu toate sa crezi!/ Sa-ti arda plamanii d-o sete
adanca,/ Si apd, sarmane, sa nu poti sa bei!/ Sa simti totdeauna pe capu-ti o stdnca/ Sa pleci a ta
frunte la cine nu vrei!/ Sd nu se cunoasca ce bine vei face!/ Sa plangi, Insd lacrami sa nu poti
varsal!/ Si orice dorintd, si orice-ti va place,/ Sa sece indata ce tu vei gusta.>> (= ‘The imprecation,
the curse, is a figure by which the Orator, filled by feelings of anger, contempt, hate, calls upon
someone the holy revenge, punishment, misfortunes, needs, etc. Psalm 108 illustrates a model of
imprecation. Just like the following examples: Cursed be the earth and your works; in misfortunes
you shall eat from it for the rest of your days, thorns and horse thistles will sprout from the
ground for you, until you return to the ground because that’s what you are and to the ground you
shall return’ Genesis chap. 3, v. 17). “Wherever your steps may take you, oh, Master! /May you
step on a lifeless dream and see your dream too! /May you clasp in your hand hands full of blood!
/And whatever they tell you you shall believe!/ May your lungs be scorched by deep thirst, / And
water, you wretched man, may you not find! May you always feel the burden of a rock on your
head/ May you lower your forechead to those you refute!/ May no one know your good deeds!
May you cry, yet not be able to shed tears!/ And any wish you may have, and whatever you may
like, may it run dry as soon as as you taste it.” Bolintineanu” .)

2 See loan Maiorescu, Reforica (= Rhetoric), edition and introductory study by Andrei
Nestorescu, p.220; Romanian Manuscript 520 (19" century) Curs incepdtoriu de ritoricd, seau
regule pentru frumoasa vorbire (eloquentia) (<A Course of Rhetoric for Beginners, or Rules for
Beautiful Speech (eloquentia), f. 149, Blestemu (= Curse) (Imprecatio).
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with imprecatio in its religious extension that we called the bishop’s curse. We do not
refer to the official documents' issued by the church in order to anathematize, but only
to the books of curses, Romanian acts in which the curse proclaimed by a bishop has a
firm finality, on the basis of which the subsequent declarations of a recipient (often a
multiple one) are considered as irrefutable evidence. As is known, the books of curses
were issued by the top hierarchs of the Romanian Church or from Jerusalem in order to
find out the truth in well-determined cases (most frequently in trials aimed to establish
the boundaries of estates, of forests, etc.). The circulation of books of curses in Greek
dwindles at the dawn of the 15" century and attests, insofar as the Romanian space is
concerned, the subordination of our churches and monasteries to Jerusalem or Athos.

The recipients of books of curses were made to confess in writing, sometimes
even on the back side of the document, everything they believed, had heard or knew to
be right with regard to the cause that formed the object of the act. This confession was
supposed to be entirely true, otherwise the curse proclaimed by a bishop would fall on
them in a most frightening manner.

The wide use of these documents at the dawn of modernity has a statistical
support. We should point out that the National Archives in Buchares and the corpus of
documents preserved in the stock of books of the Metropolitan church, dioceses,
monasteries and convents from Wallachia total approximately 351 such acts written by
patriarchs of Jerusalem, metropolitan bishops or bishops in the interval between the 17"
century and the beginning of the 19" century. For the latter century, the most
representative are the two registries preserved at the Library of the Romanian Academy,
namely Romanian manuscript 3989 and Romanian manuscript 3990 respectively.

Thus, Romanian manuscript 3989 — Registry comprising the decisions of the
Metropolitan Church of Wallachia to issue books of curses in various cases, especially
those concerning properties and tresspassing of estates, for the years 1847-1850 —
comprises the written reference to the issuing of 75 books of curses in 1850, while the
Romanian manuscript 3990 — Registry comprising the decisions of the Metropolitan
Church of Wallachia to issue books of curses in various cases, especially those
concerning freedoms and tresspassing of estates (1859-1862) mentioned the issuing of
48 books of curses during the year of 1860; 49 books of curses in 1861; two books of
curses in 1862.

Beyond these attestations, which confirm the existence of a category of
juridical and administrative acts, we notice that the curse proclaimed by a bishop
appears to heve been almost standard. It is very likely that this aspect too, that of the
immutable formula, contributed to its not serving as an example for the illustration of
the trope in treatises of rhetoric.

If we refer to the European bibliography for this field preceding the 18™
century, we notice nevertheless that among the imprecatio formulas® from De Re
Diplomatica used in kingly and ecclesiastical offices, phrases appear that form what we
nowadays call a bishop’s curse. The wide dissemination of these phrases in Western
diplomacy until the 12" century is attested by documents not only in the afore-

! The curse pronounced by a bishop may be encountered in a variety of acts, from documents
attesting somenone’s property to the books of consigning to damnation or of strengthening
through curse (documents issued by the patriarch or metropolitan bishop with the aim of
enforcing a decision taken by the ruler and related to administrative or juridical matters).

% See cited edition pp. 96-106.
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mentioned volume, but also later on, in A. de Boiiard’s' treatises and shows us that in
those times imprecatio had not become specialized and also that the separation of sacred
and profane formulas had not yet occurred. It is likely that only the history of
ecclesiastical law will provide references to exactly when this specialization did occur.
This is especially true since the Orthodox space was normed almost exclusively by the
Nomocanon until the great Schism. The procedeure of anathematization included in the
Nomocanon with all that it entails (from the one who had the right to issue it to the one
who is its addressee, all the way up to spiritual and material formulas and punishments)
started to be used by almost all Orthodox peoples,” reaching even the status of a practice
that due to its high frequency eventually fell in disgrace and was condemned (as attested
by the history of the Russian Church).

The fact that in our country there occurred a specialization amounting to a
juridical value of the oath is doubtless due to the role that the Orthodox church had in
Romanian society and its involvment in the courts of law of the Divan. Owing to
Correcting the Law, this procedure became well-known in the Romanian Orthodox
space too, entering the collective memory under various forms®.

As a matter of fact, the curse proclaimed by a bishop with formulas that are
very close or even identical with the ones used in our country is encountered in Russian
documents until the time of Patriarch Nif0n4, in Serbian docunents®, and, most certainly,
in Greek acts. The fact that in some Serbian and Russian documents the curse
proclaimed by a bishop is inserted at the sanctio level shows that it had the status of
usual practice, and was as widespread as in our country. Even if the curse cast by a
bishop from the sanctio in the Serbian and Russian diplomatarium studied so far
appears more as a reminiscence of the epistorlary formulas, because it does not have the
same finality, nor the same impact (which is proved by the simplification of the
formulas of sanctio to a single word: anathema), it neverthelss attests a procedural unity
and a common imaginary realm. It would be significant to prove that it was used
exclusively in ecclesiastical documents and to delimit it from the curses in
folklore/literary usage, even if was absent in treatises of rhetoric and in epistolary
manuals.

As far as the Romanian books of curses are concerned, we consider that on the
level of sanctio the specialization of imprecatio occurred due to the old ecclesiastical
normative juridical texts, not through treatises of rhetoric or manuals of epistolography.
The entire complex of circumstances in which the books of curses appeared and
functioned lead to the specialization of the curse pronounced by a bishop and to its

" See A. de Boiiard, Manual de diplomatique frangaise et potificale, 111, Paris, Editions de
Auguste Picard, 1929, 1948 ; 1-281-290 passim; I 143, 251-253.

2 See JM. Hussey, The Orthodox Church in the Byzantine Empire, Oxford, Clarendon Press,
1986, pp. 304-310.

3 On the topic of the common places from normative texts and books of curses, see Laura
Bidescu, ‘Books of curses and normative codes in the 18" century,” in Language and Literature —
European landmarks of identity, nr. 8/2011, Pitesti, Editura Universitatii din Pitesti, pp. 171-179;
Laura Badescu, ,,Les Lettres de malediction et la norme®, in vol. ‘Contemporary Perspectives On
the Medieval World,” nr. 2, 2010, Pitesti, Editura Tiparg.

* See for example William Palmer, The patriarch and the tsar, vol IIl — Condemnation of the
Patriarch Nicon by a plenary Council of the orthodox catholic eastern church, London, Trubner
and Co., 1873, pp. 76, 431.

> See [Hemamusam, npasocwasne enapxie, 1899, pp. 44-45.
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identification with the official oath at the beginning of the 19™ century, which is
confirmed in Caragea’s Legislation (1818).
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THE INTRODUCTION OF FICTION IN ROMANIAN FOLK
TALE BOOKS'

Abstract:The folk tale books gave the satisfaction of discovering reflections and
thoughts on life, but the biggest benefit was that of understanding the world. Not the ancient
world, but the one which existed and was retold omitting details in order to embellish the stories
and constantly enrich the text. The novel encompasses various episodes, with artistic rationales
and various feelings, becoming in itself a portative library: inside, the reader can find ancient
history, but mostly adventure and the escape from reality into a perfect world, or even the escape
which falls prey to the horror of being attacked by never before seen creatures and ends in
experiencing the delights of their defeat (for example, in ‘Alexandria’ there were fights with
carnivorous birds of prey, ogres and barbarians with six hands and six feet). The passage from
reality to fiction and vice versa is what mostly attracts the audience, all these transformations
happening in true Romanian spirit.

Key words: Folk tale books, fiction, artistic imaginary

The descending or ascending trajectory of folk tale books through the
social strata is difficult to demonstrate in the case of some social categories ‘leveled
by the absence of culture’(Hasdeu, 1879-1880: XXII-XXIII).While the theory of the
descent of folk tale books from the higher classes to the lower classes and their
infiltration in folklore is not demonstrated (the majority of copyists and translators
were monks), it is obvious that the perception of their fictional character emerges
firstly among the cultivated people, who could have been familiar with the historical
sources of the events and characters. M. Moraru, in his postface to the book called
Folk tale books in Romanian literature (Cartojan, 1974:42), asks himself whether
the most popular testimonials (M. Costin, the High Steward Constantin Cantacuzino)
imply any perception of the artistic fictional character that these books could have,
and his answer is negative. For that matter, this question needs to be extended to our
entire ancient literature: the sociological study should focus on the period marked by
the emergence of the conscience of artistic fiction, as it is assimilated with the
writer’s intention.

In fairy tales, entering the realm of fiction is marked by stereotypical
formulas; through their titles and tones, folk tale books aim to inspire trust and, at
the same time, to be anchored in reality.

The heroic novel contains apologues, maxims, fables, proverbs, and
verbalisms. Moreover, it has a moralizing character. M. Moraru considers that the
difference between the heroic novel with a moralizing character and the florilegium
(including anthologies of fables centered on one character, the proverbs of Archirie)
is only in the formal plan; both are open to reception, but they are of different types.
Then he illustrates the two main schemes: the journey and the context. The journey
is rarely shown in full, as we can see in Alexandria; the majority of folk tale books
which can be counted as using this scheme show an episode or other of this, which,
if developed, acquire the proportions of a book. Only from this point of view, adds
M. Moraru, if we find two motifs in a book (for example: the miraculous birth or the
initiation), they have to closely follow one another. For books that contain the
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integral scheme, it is evident that this succession exists mostly because it sums up
the existential trajectory (the succession is chronological).

What is really important is the fact that it’s not the spirit of a folk tale
book that is defining. The book always allows different interpretations. It is the case
of Alexandria, which was interpreted in various ways. Therefore, it was seen as an
example of perishability of the human condition, mostly fame, as a boundless wish
for the fabulous and for transcending the known, and entering the unknown, as a
stimulation of national heroism through the example of bravery acts, of Messianic
heroism for the time after the Romanian 1848 Revolution' Alexandria was
influenced by many Christian customs: Alexander learns the Psalms and the Psalm
Book from Aristotle, at Rim he is augured that he will defeat the ram — King Porus.
Alexander said that all these happened through “God’s will” and at Jerusalem he
bows to Savaot. From all of the above, we can imply that Alexandria could never be
classified with certainty into a specific genre. Thus, it was included in various
categories: ethical literature, pseudo-historical literature, romantic literature?.

Another interesting element is that a folk tale book, which in its spirit is
close to the medieval morals, also assimilates in its construction, as a freestanding
structure, the transformation of a moment of heroic epos. The confronting forces, as
it always is the case whenever the fight motif occurs, have different positions in the
rigorous hierarchy of the medieval values (allegorical carriages, pageants, the
triumphs define the fame, the glory which transcends Death, but is worn by the
passing of Time). This concept is present in the text of Alexandria, determining
much lamentation on the destiny of Alexander, as well as the appearance of his name
in a series of versified reflections around the ubi sunt motif. The characters in this
kind of productions have to be prominent. This hierarchy only applies to the main
hero, whereas the common man, in his confrontation with death, does not achieve
posthumous fame, and in the true spirit of the ecclesiastic preaching, only benefits
from his good deeds, “which will also follow him after death”.

Having reached this point in enumerating assimilations and influences, we
need to mention the “romances” and their role in the Romanian literature.

Romanian specialists classify the following “folk tale books” among the
“romances” translated into Romanian: Alexandria, The History of Troy (Historia
Destructionis Troiae), The Story of Imberie (based on Pierre et la belle
Maguelonne), The Story of Erotocrit (the Greek version of Pierre et Vienne), Filerot
and Antusa (the Romanian version of the book Erotokritos), Illiodor (based on
Aithiopika by Heliodorus) and Polotion (a translation of an original work that is still
missing; the brave Polition crossing over Ukraine, Spain, Italy, Turkey and India)
(Chitimia, Simionescu, 1963: 83). The first and the second book, Alexandria and
The History of Troy, are also classified in the category of ,,pseudo-historical” novels;
this classification, and their inclusion into the romance genre, can be thoroughly
done if one takes into account their content and their popularity.

During the XIX century, Romanian books became more and more
popular. The fact that, in the beginning, romances were read by boyars and later by
merchants, does not indicate a “descending” trajectory of that kind of literature from

"In Versuri §i Prozd, he confesses to have known the novel fncercdrile si dispozitiile mele de
lectura.

2 M. Gaster includes it in this category, reffering mainly to the primary meaning of the term
‘romantic’
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aristocracy towards the lower classes; because when acquiring a copy, a local
dignitary did not hesitate to read it out at local ceremonies, and the peasants would
listen attentively to The History of Troy, “written in the country of Olt” by Matei
Voileanu, or to Alexandria read out loud in the markets of Bucharest, or to any
other folk tale told in the villages of Transylvania.

These new approaches gave fantastic traits into the imaginary of the
historical, sapiential and traditional literature. Thus, the chivalrous book brought
new elements to the writings on the lives of kings, saints and the spectacular
collapses of the empires. These new elements entered the sphere of the fantastic
depending on the mentality of the readers and, more importantly, that of the
“peddlers”. Thus, we can explain events which can only be found in the Romanian
literature, events that are specific or adapted to the Romanian spirit (profoundly
Orthodox). Generation after generation, the imagination of both translators and
readers was stimulated.

At the same time, there was an outward shift of insight values. The “Outer
wisdom”, which dominates this world, became more fascinating than the “Inner
wisdom”, which lead the debates between reflection and principles, or the parley of
the reasoning with the world of passion. The inner struggle of the philosopher, of the
man meditating on the human condition and the destiny of man, changed into a
“dialogue” with the forces outside the circle bounded by intrinsic wisdom. The
universe, in its smallest components, offered a source for discovering life, learning,
evolving.

The destiny of the chivalrous novels is a small part of the destiny of folk
tale books, which always embraced the imaginary born at the meeting point between
the human mind and the sapiential stories. Through the ages, the folk tale books
shifted between areas of the imaginary, following the evolution of imagination
within inner strength.

It can be said that there is an inner circle of principles, rigorously
preserved, and an outer circle of happenings and significant destinies, retained
because of their distinctive value; the two circles intersect and support each other.
The memorable events became myths and the singular adventures became
moralizing episodes, until the ephemeral and the singular stirred the interest for the
balance between reality and appearance. Thus, one can notice a continuous and
visible tendency to transform everything worth remembering in the legends where
reality meets the fabulous, in such a manner that the clear separation of the two is
not easily perceivable. In the XVII century, this reality-fiction or stability-instability
game triggered the emergence of baroque elements in literature and art.

The fantasy in folk tale books did not serve in discovering new truths, but
to explain the ones learned before. Being considered a part of the mind, just like, for
instance, the taste serves the body, the imagination gave meaning to concepts, in a
more efficient manner. This approach, also present in a book read by M. Eminescu
(Guarding the five senses, Neamt Monastery, 1826), helps us understand the role of
imagination in “traditional” books.

The specific elements of the imaginary, as they appear in folk tale books,
throw a strong light upon the relation between intelligence and imagination in our
culture.

Since it is well known that in every culture “the folk tale book™ adapted
to collective mentality, we can rediscover people of older times when reading about
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Ducipal fighting the bear, or Jason’s sea travels or Barlaam teaching Josaphat how to
escape danger. Wisdom is omnipresent, embracing the enchanting game of fantasy.

In the XVII century, the spectacular blossoming of the historical literature
in the spoken language triggered important structural changes in the written
Romanian culture. Significantly, the High Steward Cantacuzino and Miron Costin
rejected the “tales” from Alexandria as they had a different perception of the great
ruler of Antiquity; they also gave recognition to leisure literature driven by fantasy.

Those who compare the folk tale books in the old original languages to
their newer translations from the following centuries, can see big differences,
because, as Hasdeu said “they are nowhere translated, but transformed”. Hence, the
many Romanian copyists modified the text in order to bring it closer to the
Romanian condition and give it Romanian traits. The translated and then localized
and adopted folk tale books brought useful knowledge for the understanding of the
ancient and medieval world to the old Romanian culture.
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OCTAVIAN PALER’S IMAGINARY LETTERS AS A WAY FOR
EXPOSING HIS OWN UNIVERSE'

Abstract: Octavian Paler’s essays celebrate culture, as a way of existence in the world,
through an obvious inclination to the intellectual speculation and the righteous aspiration,
through meditative solitude and solidary conscience, through memory, lucidity and rigor.
Through the essay Paler seems to assume the myths and the essential problems of the entire
world. He projects the myths into his inner world, contaminating them with his existential
obsessions through which he assigns them his own judgments. Paler’s qualities as an essayist are
also visible in the volume Scrisori imaginare (Imaginary Letters), that sums up a series of
fictitious letters, messages addressed to some of Europe’s elected figures, such as Miguel de
Unamuno, Albert Camus, Erasmus of Rotterdam, Franz Kafka, Marcel Proust, etc., to whom
history mirrored itself differently. In this writing the imaginary blends with the reality, becoming
just a pretext for exposing the author’s soul.

Key words: essay, culture, letter, world, memory

Octavian Paler’s essayistic works are revaluated by placing them within the
structure of the essay. The advantages that this species found at the border of literature
are highlighted: the essay, as well as the freedom it grants to writing. His essay works:
Scrisori imaginare (Imaginary Letters), Polemici cordiale (Cordial Polemics), Aventuri
solitare (Solitary Adventures), Rugati-va sa nu va creasca aripi (Pray You Don’t Grow
Wings) emphasize the ease with which their author expresses his free spirit,
unconstrained by patterns, through an obvious tendency of involving it into the text,
whose consequence is the sliding of literary genres. An unprecedented book, expertly
build by the refined essayist, proves to be Imaginary Letters (1979), which sums up a
series of fictitious letters, messages addressed to some of Europe’s elected figures, such
as Miguel de Unamuno, Albert Camus, Erasmus of Rotterdam, Franz Kafka, Marcel
Proust, etc., to whom history mirrored itself differently. The autobiographical insertion
subtly recognized in the former writings, is found here clearly for the first time “(...) the
author’s thinking tries to reflect itself in the prism of this continental consciousness,
represented by the splendid constellation of recipients of some letters who, obviously,
can never receive an answer” (Vijeu, Titus, 2004: 229).

The volume I/maginary Letters is interesting through the way of organizing the
discourse, through the author’s ability and capacity of reaching to himself through
others, for: “In order to give another appearance to confession, he invents letters to the
great spirits (Unamuno, Camus, Erasmus, Proust, Seneca, Gide) and accompanies the
imaginary letters with reflexive poems” (Simion, Eugen, 1984: 520). The book is
symbolically structured into three themes: love, loneliness and wisdom, each having
seven letters. The titles of the essays are both thematic and metaphorical, the latter
designating a poem found at the end of the work. Though it remains interesting this
affinity for the number seven, the number of perfection, motivated maybe, through its
inexhaustible symbolism, for seven indicates the passing from a just finished cycle to
another that is merely beginning: “Thus the number seven illuminates the passing of the
human essence through time and metamorphoses the image from one stage to another”
(Bidel, Eugen, 1997: 120). According to some specialists, the number seven can be
directly put as against man, in whose life appear at regulate intervals of seven years
important changes of physical, psychic and intellectual nature, the action of this number
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being temporal. In ancient times there was a true cult of numbers, the ancients showing
a great wisdom regarding them and it is no wonder that Paler is attracted to this
numerological symbolism. The Imaginary Letters, veritable inner dialogues full of
drama, pass beyond the spatial-temporal limitations, in fact revealing us a reflection of
the author in his own being, in a narcissist attempt to self-assess and contemplate his
ego. This epistolary setting can be but “an artifice of display” (Pamfil, Alina, 2000:
196), for all these letters addressed to some gone recipients are already compromised.
The text is filled with philosophical speculations on the fertile field of the writer’s
imagination, which oscillates between doubt and Epicureanism.

In Letter to Mister Unamuno or The First Love Paler intentionally reports
himself to “the knight with the sad looks” (Don Quixote), whom he mentions in some of
his works and to whom he identifies in the rush for illusions. A man irremediably
subject to utopia can only be defended by arguments, in a world that forgot how to
dream: (...) does the fact that we will never get to touch the horizon really mean that we
should not reach for it? (...) And let the detractors of the Knight tell us what a world
without illusions would look like” (Paler, Octavian, 1998: 10-11). As he would want us
to believe, the author emphasizes the fact that “a world without illusions”, without a
Don Quixote, can be but one that refuses its own knowing and transcendence, a self-
sufficient world, that distracts itself the hope and existential motivation through
lucidity: “And wherever there is no more hope we should call our Knight” (Ibidem: 13).
The same idea, transposed in the space of the ancient Egypt, shows us in a merging of
meanings that beyond the pyramids’ purpose of guarding “the pharaohs’ peace” there is
that of “contesting the desert” and death and to show: “(...) to the living that man has
never entirely accepted the idea of death” (Ibidem: 16). We notice a strange association
of Don Quixote with the Sphinx, for: “the Sphinx’s smile resembles the knight’s”
(Ibidem: 17). From behind these masks of duality, the ephemeral of the world shows
itself in all its splendour. The solution of salvation of this world is not resignation but
the fight beyond it, the freedom behind the masks. Behind the pyramids hope remains
among the grains of sand, invisible for those who “(...) believe in nothing but the desert
in themselves” (Ibidem). And for those who “are made of sand before dying”, for those
sceptics that having a good laugh “do but agree with us”, there will come “the same
age”, of one’s own initiating adventure, “the age at which Don Quixote started his
adventures” (Ibidem: 20-23). Love finally remains the one that enlightens, beyond any
mask and beyond any desert: “To love means, perhaps, to light our most beautiful part.”
(Ibidem: 19). The poem that ends the letter-essay, dedicated to that we will meet again
under a form or another in the pages of Paler’s texts, Don Quixote, is like a beginning of
a journey through the labyrinth of a soul that has the same need to believe.

In the second love, that for poetry, Paler addresses to Holderlin, to a great poet,
who has the mission of bringing hope to the people’s hearts, hope that: “(...) in front of
a burnt sky, in front of a burnt field / that is incapable of believing in rains, / let it
remind us that rain exists” (Ibidem: 26). The face of poetry that the poem chants moves
to Sisyphus’s mountain, through the third letter addressed to Camus. Paler, through his
imaginary dialogue with Camus about Sisyphus, shows that myths revive possible
experiences of humanity, there existing “(...) entire lists about the participation of
suffering to the history of art and literature” (/bidem: 32). On the mountain, as a space
of existence, are discovered the great tragedies consumed throughout history, but also
love, as a solution against the fatum, for Sisyphus “(...) takes his revenge on destiny
loving the mountain he climbs” (Ibidem: 37). The entire tragedy of Sisyphus, subject to
a “vain and hopeless work” (Camus, Albert, 1994: 191), from the essayist’s perspective,
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is the solution to discovering every minute the climb, the miracle of life and the refuse
to give up: “While rolling up his rock again and again, he had time to think about his
mountain and himself and learned to understand the painful beauty of a sunrise”
(Ibidem). This ascendant metaphor of the mountain is also found at the level of creation,
of suffering through and for art, which “(...) is a wound transformed into light” (/bidem:
34).

Besides, the existence cannot be refused: “If nothing justifies death, life has all
the justifications” (/bidem: 38), and suicide cannot be “(...) o solution against the
absurd” (Camus, Albert, op.cit.: 192), but a defiance of the laws of the entire universe.
Suicide is nothing but the pettiness of our own being, the surrender to the burdens of
life, we become our own executioners, arguing ceaselessly that the great geniuses were
born out of suffering and always only remembering that ”(...) Homer was blind,
Dostoevsky was epileptic (...) or that Baudelaire had syphilis” (/bidem: 38-39).
Overcoming their helplessnesses, purifying themselves through art, Van Gogh, Goya,
Proust, Keats, Leopardi, Nietzsche, Dostoievski, Gogol, etc., though under the mark of
an absurd human condition, they have conquered eternity through their act of creation:
“Many of those whose heart bled were vanquished as people, but they were victorious
as artists. Art was their revenge. The only justice they had left” (Ibidem: 43). The
paradox of this world is that those who pity Baudelaire’s or Kafka’s incurable diseases
are those who are barren, subject to their own helplessnesses, those who will turn to
dust in front of the pyramids: “After all, what is the purpose of these habits of dividing
people into healthy or sick people when we should divide it into those who exist and
those who burn?” (Ibidem: 42). The inner burning, the suffering reminds us in a strange
way about life, about existence, about the fact that: “(...) prisons help us talk even more
convincingly about freedom, that judicial errors have stimulated justice, that we owe
solidarity to solitude and dignity to the disgust for the cowards” (Ibidem: 40). And
maybe, understanding that “(...) the road to Paradise goes compulsorily through the
Inferno”, will we know that “Only he who has known despair can understand the
violence of the light from Van Gogh’s paintings” (Ibidem: 39).

The end of The Letter to Camus is a contemplative one, showing us the picture
of a Sisyphus under the sign of the absolute silence, stopping for a moment time and the
entire universe, for “Somewhere, halfway along the climb, he has stopped and is
watching the stars” (Ibidem: 47). The poem that continues Sisyphus’s reverie,
suggestively entitled The Nights, comes as a natural flow towards love, that love which
maybe will not climb the mountain the next day. The successive passings through the
feelings of a Zweig, Loti, Burkhart, could not stop but at Chamfort, the one who
denying love does nothing but “(...) demolish the statues of the goddess of love, ending
by demolishing as well the statues of hope and happiness, raising on the empty socles
the terrible conclusion that the only true language is that of nothingness” (Ibidem: 103).
Only the sea, the first and last love of the author, is called to permanently remind of
love, “continuously hitting the breakwater” (Ibidem: 109).

The First Solitude is a confession addressed to Rilke, resembling rather an
attempt to break free from the trap of solitude, through dialogue, the writer’s solitude
being “haunted by words” (Sorescu, Radu, 1996: 84). Solitude is a recurrent theme in
Paler’s work, all his characters suffering from a suspect solitude. Sign of a melancholic
temper, inclined to watch the world from the outside, solitude is not intentionally
searched, or aesthetically exploited, but we deal with a psychic constant. One of the
solutions proposed by the author would be memory, as an experience of recovering the
past time through “the fascination of memory”. Paler proposes a return to the past, for
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“we cannot hold public conferences” about solitude (Paler, Octavian, 1998: 110), and
not in the sense of Proust’s recovery of the past time, but to reconstruct the line of errors
and acknowledge the refuse of our own human experience, of the imperious need to
deliver ourselves through love: “We need somebody to love us, and especially
somebody to love. Maybe our great problem is not to be happy, but to be less alone.”
(Ibidem: 115). The lesson that Rilke proposes us about solitude as it is identified by
Paler, is that it can protect us, can hide us from the world and from ourselves, that “life
is always right, any way we look at it and that, given the perils, we must try to love
them” (/bidem: 111). Between solitude and existence there goes our way through the
labyrinth, at the crossroad of two ways: “one that leads to the deepest wound of our
solitude (...) and the other to what will deliver us” (/bidem: 120). Solitude is a way that
one learns, that one assumes, being aware that “the fruit of this learning will never
satiate us”, for we cannot share them with anyone (/bidem: 120-121). The perfect
antidote for solitude is sincerity, being aware of it until saturation: “(...) I lack the
courage for the wedding with solitude and only my pride has prevented me from
recognizing earlier how many times I have realized it. It is like a tight coat in which I
suffocate; it does not fit me or I do not fit it. And it is better to face the truth without
deceiving myself. Even when I desired solitude I was afraid of it.” (Ibidem: 120). The
selfish need for ourselves condemns us to solitude, for not being alone means to give up
“(...) the pride to consider us the most important truth of the world” (Ibidem: 122).
Paler remains tempted by the need for confession, though he vindicates a silent solitude,
each phrase becoming a confession and each silence turning into word: “But you are
right, Mr Rilke, at least in certain circumstances we are alone, with or against our will.
(...) And what could we do? First, we should probably know that solitudes do not
resemble each other. (...) Books are written in solitude, but against it. At the end of this
solitude bloom the sunny gardens of solidarity” (Ibidem: 85). The poem of the essay
addressed to Rilke and entitled Solitude penetrates like an echo our own solitudes: “You
who return home / and after closing the door / say “good evening” / you do not know
what it means / to enter a door being silent” (/bidem: 124).

The Third Solitude, or Letter to Mr Proust, is a reference to memory as a
possible salvation from solitude. In the essay the problematic of the memory is filtered
through the vision of the French writer, but also by telling some stories where the
allegorized memory has its own senses. Reflection, or better said auto-reflection,
analyses heard, lived, read life experiences and transposes them into a discourse whose
nature is essentially dubitative: “One might say, Mr Proust, that memories cannot kill us
anymore. (...)”; “But if things are not this way (...)”; “And maybe each one has his own
wolf” (Ibidem: 138-139).

The essay begins with doubting the belief on which is based In Search of Lost
Time — that is that memories cannot kill, that in their labyrinth there is no Minotaur —
memories helping is forget the real threats, that “involuntary memory” would be a
paradoxical form of oblivion (Paler, Octavian, op. cit.: 138). In fact, through the parable
of a winter night spent in the mountains when wolves were hauling and circling around
the cabin, the essayist does not want but to trigger the memory in which: “(...) our
memories haunt us and want to tear us up” (I/bidem: 139). The text returns to Proust’s
vision of the past, now expressed in time, in the duration with the help of which “(...)
we can build, if needed, from the mere perfume of a flower, a shelter against death”
(Ibidem). The essayist highlights the permanence of Proust’s regained moment also
from within an imaginary scenario, built with elegance and subtlety: “As for you (Mr
Proust), I imagine a discrete Antaeus who exchanged the earth with his own memory

136



and, with its help, tries to transform the phosphorescence of a moment into an
inexhaustible light. But how much sadness do we need in order to reach a happiness
defended by turned back hours?” (Ibidem: 140).

The discourse strategy is radically modified. For direct reflections on Proust’s
vision are replaced with the presentation of the experiences lived by the essayist after
returning to the city of his adolescence, because of a need of regression to the memory
of that age. All the stories in this text-letter intersect, include one another, they all
interweave in the essayist’s story. It comprises, along with the facts, an explicit dialogue
with the French writer, a dialogue that always puts in balance Proust’s vision and the
image of the memories that kill, a dialogue that reiterates the question: “(...) are we not
born without a destiny, but we gradually receive one, our memory” (/bidem: 142). The
problematic of memory thus gains an explicit status, that of memory-destiny, that can
any time incline the pointer of the balance either to the hospitable past or to the other,
where memory wolves stay. The end of the essay is made up of interrogative phrases in
which are comprised “the force of memory” and “the logic of unfair destinies” (Pamfil,
Alina, op. cit.: 29), in which memory can haunt and kill: “Maybe, indeed, each has his
own wolf that lies dormant or is waiting for the right moment to leap” (/bidem: 165).
The final poem is a reopening of the perspective on the subject of reflection, memory
being more than a problem, it is a wound in the wing of a bird torn between flying in its
sleep and the silence of the light, “(...) a bird with a wing left to hope (...)” (Ibidem:
167).

The voyage of solitude seems longer than love’s, through the overwhelming
solitude and through scattering the ashes in us. The seventh solitude is the letter
addressed to Mr Kafka. The essayistic pretext is constituted by an analogy between two
trials: Socrates’s and Kafka’s, an analogy only possible in the plan of ideas. Though,
this reference of Socrates’s trial to Josef K’s is somehow forced, for we deal with two
different dimensional universes, one situated in the plan of reality and the second in the
plan of fiction. The Trial is about, as Camus states, “an image of the human condition”
(Camus, Albert, op. cit.: 198) in which “the spirit casts on the concrete its spiritual
tragedy” (Ibidem). Socrates, instead, knows why he is going to die and is free to refuse
the cup of hemlock, but his choice will be that of drinking it with dignity “(...) with the
greatest peace of mind” (Ibidem: 220). Josef K seems to have missed this inner peace,
the representative of all who accept the sentence of conviction to their own ignorance.
Built on the theme of Borges’s Sand Book, for “neither the book, nor the sand have a
beginning or an end”, the poem entitled suggestively The Death of Words, is a return to
silence, among the grains of sand scattered by the hand of the past: “All that I have
loved has turned to sand / all that I have done wrong has turned to sand / and sand
judges / judge me / and sentence me to death / on a sand scaffold” (Paler, Octavian, op.
cit.: 230).

The cycle of the seven wisdoms that close the volume of Imaginary Letters
could start but with a letter addressed to Lucius Annaeus Seneca. On this occasion the
writer comes back to an older obsession, that of comparing the wisdom and the tyranny.
The stoic philosopher, Nero’s counsellor, who has become an accomplice to the
emperor’s horrors, lets himself to be devoured by the remorse demons: “If philosophy
does not reside in words, but in facts, what is your true philosophy? The one you have
lived by or the one you have died by? The one by which you have remained silent in
front of the horrors that came over Rome or the remorse you have probably felt in your
villa in Campania where you have retired? (...) Have you regretted not protesting
against the crimes committed by the emperor or have regretted criticizing his poetry at a
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reckless point? And maybe Nero would have rather tolerated reproaching him with his
crimes than criticize his poetry. Executioners are sometimes strange. (...) But you
knew. You knew, Lucius Annaeus Seneca! That is the problem. You knew and you
have remained silent. You knew and you have consented to it. You knew and you have
not been terrified, overwhelmed with horror. You have remained Nero’s counsellor
even after Rome had no more doubts that he lived like a monster. You have remained
around him, and by your silence, you have approved of his crimes” (Ibidem: 235-237).
The moralizing tone undoubtedly hides the message of an actual parable, for “the
artists’ pride and desire to live in the circles of power have been sometimes stronger
than ethical principles” (Sorescu, Radu, op. cit.: 86). The final Elegy is a contraposition
to “the craters” inside us, through an acceptance of the humane and its limits, “(...)
before saying that all this is natural” (/bidem: 242).

Octavian Paler’s journey among the wise of the world stops at Erasmus, the
scholar of Rotterdam, situated at Seneca’s antipode, through his refractory attitude
toward any social status, through his home per se attitude, through criticizing an
excessive and arbitrary wisdom: “Nothing too much, that is what some wise men have
kept telling us. Nothing too much, so half of everything. Even the suffering but also the
victory on it. Even the risks, but also the pride to face them. These wise men have
mastered in detail the art of not losing, but maybe they have never entirely known the
art of winning. And who praises wisdom after all? The wise men again” (Ibidem: 274-
274). It seems that Paler meets Erasmus in the same solitude, built almost involuntarily
by the two through the fact that they let themselves surrounded by books: “Of course,
we will always have the books, no matter what happens. They never leave us and are
always ready to compensate for the gaps that ache” (Ibidem: 269). But the salvation
from loneliness must be discovered in its very denial, cancellation: “If we do nothing
about sadness, we should do nothing against it” (/bidem: 275). An still, the stone lips of
sadness can remain sealed with a smile, the smile on “my living cheek” (Ibidem: 279).

The last letter, the one addressed to Lucian Blaga, has the meaning of a return
to the origins, to that simple “at home”, where “(...) the heart speaks its own language.”
(Ibidem: 310). In this space of revelation, love, solitude, wisdom redefine themselves,
gaining new connotations: “The greatest misery is probably not to be alone, but not to
believe in anything anymore” (/bidem: 315). The world of memories is felt in the idyllic
picture of the mountain Romanian village, so dear to the writer and that represents that
“profound love” that cannot be explained (Paler, Octavian, op. cit.: 316). The echoes of
melancholy are felt at the end of the essay, as the author has accustomed us so far, in a
lyrical poem of profound sincerity and solitude that wants to be an attempt to eternize
the time recovered: “(...) and only light is full of remorse / for the youth of nut trees and
mine” (Ibidem: 322).

Octavian Paler’s Imaginary Letters, in which one encounters the simultaneous,
continuous and living dialogue of the essay with the lyrical and the epical, are an
exciting journey among the great themes of the universal culture and at the same time a
fascinating confrontation with the self. The three cycles of confessions, symmetrically
grouped around three fundamental attitudes as against the world, the absolute and the
self, that is love, solitude and wisdom, confer to the text a touch of profound
understanding of the human condition. The letters bear the whole melancholic load and
confessionary passion of the writer who “(...) uses this literarily and culturally
impressive figuration in order to reveal himself as active subjectivity and to involve
himself in each letter with the energy and the pleasure of a spiritual liberation”
(Iorgulescu, Mircea, 1982: 210). These letters-essay of Octavian Paler do not

138



necessarily look for a real recipient, but they are searches and rediscoveries of the self,
they are a climb of an inner Golgotha: “to shout out there on the top his (...) brutal love
of life” (Ibidem: 227). The book on the whole is a vast poem dedicated to love as an
attitude in front of life: “I have not tried here — the author notes in the Foreword of the
book — more than confessing what my heart helped me find out from life. And,
probably, for the same reason, I have placed a poem after each letter, decided not to
respect the literary rules, but the rules of the melancholies that have pushed me to
confessions.”
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ASPECTS CONCERNING THE IMAGINARY IN THE WORK OF
FANUS NEAGU'

Abstract : Aspects concerning the imaginary in the work of Fanus Neagu is meant to
observe the different forms of this medium of literary expression, as it shows oneself within the
European literature of the 20th C, approaching the concept from both a practical and a
theoretical angle. During all the paper, we have tried to demonstrate that the means of expressing
the imaginary in Fanus Neagu’s prose are oriented, passing through a special form, from a
deadly destiny to an ontological triumph. Consequently, the imaginary has become manifest as a
creative imagination, and moreover, as an euphemistic transformation of the world, as a human
being order.

Key words: Fanug Neagu; imaginary,; Brdila

Aspects concerning the imaginary in the work of Fanus Neagu is meant to
observe the different forms of this medium of literary expression, approaching the
concept from both a practical and a theoretical angle.

In modernity, the imaginary was given a permanent and close attention in the
field of literary and aesthetical research, gaining various theoretical tones and
foundations. During the past decades, the number of exegeses has increased remarkably.
Some of them have in view the consolidation of a theory on the manifestation of the
imaginary in literature and art; others are mere notes made more or less at random,
which, most of the time, cannot resist the temptation of a definition. This theoretical and
critical interest gave birth to a huge number of actions, each bringing crucial elements
for both understanding and interpreting the imaginary art and literature, as well as their
particularity in relation to other literary or artistic phenomena.

As a whole, the critical exegesis reveals a variety of opinions, suppositions,
modes of approach and use, and the tendencies balancing — as in many other sectors of
literary theory and aesthetics - between restrictive formulations and comprehensive
considerations. The common and invariable idea to be found in the approaches of a
number of theoreticians and literary historians dealing with the imaginary, in spite of
some specific nuances and differences, such as Gilbert Durand, Gaston Bachelar, Roger
Caillois, Tzvetan Todorov, Jean Burgos, Jean Jacques Wunenburger, Faulkner, Corin
Braga, Lucian Boia, etc is that of a rupture; the imaginary is at bottom the conflict
between a rational and explainable order of the world and a surprising, unacceptable and
unexplainable order, opposing the first one.

“The imaginary is the freedom we take upon ourselves to relate to the world so
as it appears to us as intuitively absent. The imaginary is not intended to express
essential truths in short or combined forms; it is the poetry of pure sensitivity, the poetry
of the imagination whose sole aim is to express itself’( Antohi, 1991:78).

Relating the above to Fanus Neagu's writings, we easily identify the literary
imaginary since the first reading of his work and we can also talk about the symbolism
of the imaginary, which is one of the elements of originality of the work.

In this paper , we have tried to demonstrate that the means of expressing the
imaginary in Fanus Neagu’s prose are oriented, passing through a special form, from a

! Cazan (Oitd) Marlene, University of Pitesti, oita_sivia@yahoo.com
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deadly destiny to an ontological triumph. Consequently, the imaginary has become
manifest as a creative imagination, and moreover, as an euphemistic transformation of
the world, as a human being order.

Fanus Neagu rediscovers and turns to account the ancient implications of the
epic. The prose writer looks for the popular melos simplicity, adorned with the
picturesqueness and the sensational of archaic forms of life, that he is going to reveal.
His epic is a way of reflecting the human reality which is projected on a vast screen of
the eternal and of the absolute. As Nicolae Balota also noticed, the writer configures his
own imaginary space of the plain of Braila. His characters are influenced by the place
they live in, a place that they love passionately or hate obstinately without being able to
flee from their destiny. In Fanus Neagu’s work, the ascent, the rituals of verticality, and
of purification are correlated with the light and with the visual perception. “The
sceptre”, a Durand’s metaphor, recovers itself like a representative symbol of the notion
of the artist’s beneficial omnipotence, who associates the destiny’s virility to himself.
During the day time imaginary journey, Fanus Neagu’s “sceptre” separates light from
darkness and sets up the transcendental thoughts in opposition to the irreversible time’s
passing. The strong humanity, the vegetal brightness, the characters’ heroism and
liveliness are reverberations of Braila’s imaginary region with ascensional
significations.

In the prose of Fanus Neagu we identify symbology of Gilbert Durand’s day
time regime, which includes the scheme of raising, of light and that of verticality.
Bachelard considered that the upward verticality is the only direction with an active and
spiritual significance according to the human being’s position. As regards this axis of
human representation one can notice the straight connection between the moral and
metaphysical attitudes and the imagination suggestions.

In Fanus Neagu’s work, the ascent, the rituals of verticality, and of purification
are correlated with the light and with the visual perception. “The sceptre”, a Durand’s
metaphor, recovers itself like a representative symbol of the notion of the artist’s
beneficial omnipotence, who associates the destiny’s virility to himself. During the day
time imaginary journey, Fanus Neagu’s “sceptre” separates light from darkness and sets
up the transcendental thoughts in opposition to the irreversible time’s passing. The
strong humanity, the vegetal brightness, the characters’ heroism and liveliness are
reverberations of Braila’s imaginary region with ascensional significations.

In this literature, the horse is the characters’ companion in their destiny, in
their way towards the hope land, in their revengeful adventures, on their love or turmoil
paths. “The horse thieves” world is a kingdom, an imense horizontal space, where man
and “animal” both elude the civilized world going back to their native condition. Instead
of the cosmic felling brought by “the depth” and by “the high” to the man, the plain
gives to him imagination, ardent passions and thirst for dreams.

In this imaginary space, we can perceive some symbols aspiring to pure
verticality, wishing to escape from time’s passing and from death and to go to an eternal
superreality: the clownhero;the hypervital and outsized hero; the burning desire to live;
fatheras a symbol of ambitious raising; water — a symbol of creation and mobility; the
beneficial horse — as a symbol of adventure; the plain — as an imaginary geography.

“Neagu’s world lives at the outskirts of the Danube plain, seen as a Faulkner’s
territory, imaginary and real at the same time, giving us the feeling of mirage. The plain
is a “spacial infinity” where the place or the locality are lost “points” on a map and the
man is a mobile “point”. As most of the characters are wandering, their space is limited
to their horizon. The prose writer is profoundly attached to the Baragan plain, to Braila
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and to the Danube. Vacillating between “plain” and “water”, Neagu’s hero is, otherwise
marked by two infinite spaces: one of mobility and the other of inertia” (

Grigor,2002:63). The moon is a dominant element in terms of the nighttime imaginary

in Finus Neagu's work , looks for steadiness and it will concentrate its aspirations to a
transcendental world. It gathers the archetypes and the returning symbol together with
the dramatic adventures of time. Mircea Eliade considered the cyclic time playing the
role of an identity principle applied to the reduction of human life diversity. As a
consequence, time regeneration as a reiteration of the cosmological act of creation
determines the abolition of destiny as a blind fatality. In order to overcome time which
determines death, in Fanus Neagu’s prose there are cyclic images related to moon
phases, standing for the fact that man repeats the act of creation. The moon symbology
influences birth, becoming, death, waters, woman, fertility, destiny and time. In this
prose, “moon” is both a metaphor and a sign for life stages and a fantastic element. It is
a grotesque moon which makes people become mad or infested and their life is
determined by the moon light.

Because of the archaic way of perceiving reality, the image of the moon with
Neagu’s prose is unique in our literature. Moon influences characters through its magic,
predicting their tragedies and accompanying their way in life. Man’s communion with
nature can’t be destroyed being a condition of an ever return. Time is seen as becoming
and it succeeds in conquering fatality of history.

Fanus Neagu’s characters are genuine projections of the “moon’s flame”,
because moon is the star of life’s rhythms and which practises its mirage on their
trajectory. The whole Neagu’s prose is placed under the sign of a “synaesthaesic” ritual
that integrates themselves in an atmosphere with lively olfactory accents, mixing states
of dizziness, frenziness, madness, nocturnal soaring. We can meet situations of the
halucinated who, slipping through turbid waters of a decomposing world, seem to find
themselves again in it, and to discover troubling meanings. Because of the archaic
manner of perceiving the world, the moon image with Fanus Neagu is special.

This type of the nocturnal imaginary with Fanus Neagu gathers, under the
symbol of “moon”, other elements of natural cyclic movements and returning in time:
moon — a symbol of life rhythms; initiation and revelation; the orphan heroes; the
removal and the straying; the circle and the cross; music as a symbol of time
domination; the sensual and unstatic love.

Fanus Neagu’s writings have an ingenious architecture, an outstanding
vocabulary proving the writer’s exceptional native talent. He is a story teller by
excellence, like Balzac was, each element of these writers’ prose being destined to tell
something, in a captivating way, animating the epical structure and making it speak.
Neagu’s literature configures his own artistic universe, first lived and then written,
without deteriorating other “universes”, but introducing them in a panorama vision of
the human existence.
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L’ IMAGINAIRE POETIQUE CHEZ ADRIAN MANIU. LE JEU DES
CONVENTIONS ENTRE LE PICTURAL ET LE SCRIPTURAL'

Abstract: Precursor of traditional literary patterns, Adrian Maniu is the poet highly
impressed with color, mythology and legend within a clear national framework. His
traditionalism is a form of modernism, a stylized game in which natural and native elements
continuously match together in numberless nuances, in impressionistic landscapes and living
pictures.

Key words: paysagist, imagism, pictural emphasis

Un des effets du changement existentiel d’aprés I’année 1944, s’est manifesté
dans la littérature par une véritable éruption lyrique, surtout par 1’apparition d’une
nouvelle génération d’artistes. « Conduites par des principes esthétiques différentes, les
démarches poétisantes des composants de cette génération sont convergentes dans une
seule direction : la modernité »* (Micu, Dumitru, 1986: 8).

Ainsi, on crée un précédent ; la majorité de jeunes poctes écrivent dans la
manicre de I’esthétique francaise, a partir de Baudelaire, Verlaine, Rimbaud, Corbiére
jusqu’a Laforgue. En se déclarant décadent, chaque auteur cherche a se différencier et il
réussit, dans les limites de son talent, en étalant, d’une part le laid et le mal, et de I’autre
part en les réfutant, par le réve et par des évasions imaginaires de 1’horizon gri de
I’époque.

Dans ce contexte social et artistique, Adrian Maniu occupe une position
privilegiée, comme point de rencontre de trois grandes directions de la poésie du
XXe siecle: le symbolisme, 1’expressionnisme et le traditionalisme.

A partir de cette hypothése, de cette plurivalence du poéte roumain, on peut le
désigner comme précurseur du modernisme et pas comme le représentant d’un courant
littéraire, comme on est tenté de croire. De cette maniére, on parle de deux périodes
distinctes dans la création poétique d’Adrian Maniu. Il s’agit, d’une part, de la période
du début littéraire, sous 1’influence du symbolisme et de Jules Laforgue, Oscar Wilde et
Corbiére, et, d’autre part, de la période traditionaliste, folklorique dont le
commencement est marqué par I’apparition, en 1924, du volume Linga pamant (Preés
de la terre, n.t.).

A partir de cette double hypostase, le poéte a été encadré différemment dans
I’ordre littéraire roumaine. G. Calinescu le considérait moderniste, E. Lovinescu
I’encadre toujours aux modernistes (Falsul modernism dans le volume Critice, vol. IX,
1923 et Poezia modernista dans 1’ Istoria literaturii romine contemporane, 1927,
vol. III), pour qu’a plus tard, le considérer traditionaliste (Istoria literaturii roméne
contemporane (1900 -1937), de 1937), pendant que le critique Ovid. S.
Crohmalniceanu I’inclut dans le chapitre Poezia chtonica (Crohmalniceanu, S. Ovid,
2003: 73 — 87).

Comme réplique a toutes ces affirmations, Vladimir Streinu affirmait en 1938,
dans un article sur 1’édition définitive de Versuri (Vers, n.t.) que I’oeuvre de Maniu ne
peut pas étre divisée, puisque des motifs bibliques, folkloriques et paysagistes
apparaissent aussi dans la période moderniste que dans celle traditionaliste de sa
creation.

' Laura Cepareanu, Université de Pitesti, lauracepareanu@yahoo.com
% On fait la remarque générale, pour tout article présent, que toutes les citations représentent
notre traduction (n.t.)
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En accord avec cette idée, on considére que I’oeuvre du poéte est une mixture
de thémes et motifs vus dans une maniére personnelle subjective, spécifique pour son
ingéniosité et son originalité.

Conduit par un esprit ironique et une forte attitude frondeuse, le pocte Adrian
Maniu est doublé discrétement d’un explorateur archaique, saturé de poporanism' et de
romantisme, ennuyé «par dessus la téte de la stupidité du soi-disant matériel poétique,
formé de comparaisons utilisées par plusieurs et tant de fois qu’elles n’ont aucune
valeur et aucun sens» ( Maniu, Adrian, 1916: 277).

Sur la voie de la nouveauté artistique et du nonconventionnel, il réinvente et
donne un sens surprenant aux thémes et aux motifs littéraires traditionnels. Dans ses
pensées réunies en 1914 sous le titre Cicatrizarea ranilor de lance pe pavaza lunei, le
poéte affirmait « On a dit que c’est une honte vouloir étre originel, c’est une plus
grande : ne pas vouloir et ne pas pouvoir étre » (Maniu, Adrian,1914: 75).

Le but principal, la laicisation de la poésie a constitué pour Maniu, avant ses
contemporains, « un imperatif antiorphique » (Grigurcu, Gheorghe, 1989: 159). Le
poete antiorphique comprend le monde, le récrée et il I’identifie avec une image
correspondante a « son systéme plastique » (Grigurcu, Gheorghe, op. cit.: 160).

On connait le fait que porté par I’émotion fulgurante du moment et d’une
perspective personnelle sur les choses, le pocte, en général, crée une vision propre sur le
monde, différente de la connaissance rationnelle, comme dans le cas des philosophes. Il
édifie un style propre, subjectif, une direction unique dans la tradition littéraire de
laquelle il s’inspire et qui se conjugue avec un modele éternel, avec la tradition, avec
«un certain état d’esprit présent de la poésie qui lui inspire » (Dufrenne, Mikel,
1971 :23). Ainsi, la tonalité de la vie sentimentale cherche, produit et configure « un
mode d’existence de la réalité » (Amando, Alonso, 1982: 17).

Maniu garde cette empreinte pure nationale, le ton prosaique et familier,
conjugués avec les éléments de la modernité et avec son esprit de fronde littéraire. Par
I’ispiration textuelle inovatrice qui défie le vers traditionnel et le réthorisme, le pocte
publie « une sorte de poésie scandaleuse » (Streinu, Vladimir, 1983: 290). En mettant
I’accent sur le détail imagistique et en libérant le vers des chaines formelles, celui-ci
milite pour I’idée, pour la démocratie lyrique: « Tout ce qui nous entoure mérite
I’honneur d’étre transposé dans un vers » (Maniu, Adrian, 1916: 278).

C’est le point et 1’attitude qui produisent la grande éclosion vers [’imagisme.
Chaque sujet, sans tenir compte de sa nature, devient sous la plume du poéte, occasion
d’écriture, d’élaboration artistique, de présentation ou d’exercice de création (surtout
dans les poémes en prose).

«Acuma, trenurile, cu ochii rosii, gem neintelesse pe campuri. Si calatorii joaca
carti, sau se Tmpusca pe catifeaua vagoanelor. [...] Si femeile petrecerii tremurd pe
strazi, fiindca nu mai sunt petrecerea nimanui. Si poeziile care trebuiau sa te induioseze
te fac sa razi». (Intunecatele)

Dans le nouveau vers apparaissent le paradoxe el 1’ironie, les exceptions a la
régle linguistique ou on dépasse la limite de la convention artistique. Le volume
Figurile de ceara (Les figures en cire) avec des accents fantaisistes et ironiques,
découvre le golit du pocte Maniu pour les associations insolites de termes, pour le
symbolisme décadent et les intentions subversives vis-a-vis des thémes sacres.

! Poporanism c’est un courant politique culturel en Roumanie 4 la fin du XIX-éme siécle qui
préconisait le développement prioritaire de la paysannerie, considerant celle-ci comme 1’élément
de base de la nation ; c’est I’intérét pour le peuple et ses soucis.
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Le paysage, terme clé dans la lyrique de Maniu recoit des valences presque
cinématographiques, saturées des valeurs symboliques, le pocte étant en grande partie,
préoccupé par des manifestations affectives, nostalgiques. «A premicre vue, les pastels
d’Adrian Maniu semblent des poésies de notation, mais les meilleurs visent une
intention parabolique» (Iordache, Mihail, 1979: 76).

Le tableau autochtone croit avec chaque vers, par 1’addition d’éléments de
valeur plastique ou auditive, qui communiquent subtilement dans le plan de 1’émotion.
G. Cilinescu observait, dans ce sens, que la peinture vive, polychrome, avec odeur de
couleurs est plut6t expressionniste que impressionniste.

« Din vasul de arama veche, tdiatd cu sapaturi maiestrite, iese, in fir vioriu,
secretul miresmelor aruncate in jaratec ».

De cette maniére, la nature et biensir le paysage, sont constitués comme des
prétextes pour exprimer des états d’ame et le tumulte interieur. « Des toutes les
intuitions qui lui arrivent dans I’ame, le poéte inspiré choisit celles qui colaborent le
mieux pour exprimer le sentiment » (Amando, Alonso, op. cit.: 21).

« In seara asta amurgul a fost mai trist ca niciodata. Si vezi, sunt unii oameni
carora le place sa vada soarele murind; dar e tot atat de had ca un bou, care ranit
mugeste si, pravalindu-se, isi musca, 1n dinti murdari, limba molesita ».

Ainsi, comme artiste, le poéte refuse imiter la réalité extérieure; il préfére
peindre ce qu’il voit et ce qu’il sent. La réalité devient source d’ispiration lyrique,
relation entre la projection du je yrique et I’espace exterieur (dans toutes ses formes: la
nature, I’histoire, 1’idée). Aucune poésie n’exprime la nature d’aprés le principe ut
pictura poesis puisque 1’objet de 1’art n’est pas le réel objectif, mais « 1’orientation vers
le réel » (Aug. Doinas, Stefan, 1970: 14) et la sélection des impressions sous 1’influence
de la personnalité créatrice de 1’artiste.

« Acum scoici marunte zac pretutindeni scuturate.../ Ramasita florilor ucise in
primavara de ger, / Flori care fara folos, pier nevinovate, / Copilasi morti, ce In pamant
se duc la cer » // (Flori ucise de ger)

En accord avec ’esprit expressionniste, Maniu continue cette technique ou la
couleur exprime un sentiment, une expérience spirituelle. La couleur n’est pas choisie
au hasard, elle s’accorde au sentiment du créateur, ¢’est I’expression des passions et des
sentiments humains, modalité d’introspection et d’exprimer ume émotion profonde,
puisque « Je veux exprimer en rouge et en jaune les terribles passions humaines » ' (Cf.
Grigorescu, Dan, 1969: 19).

Dans le premier numéro de la revue Gdndirea (La Pensée), dont le fondateur
est aussi le poéte, apparait la poésie Ratdacire (Errance), qui « éclaire la premiére page,
comme une fenétre » (Micu, D., 1975: 419) ou le poéte évoque ’espace de 1’enfance
perdue et la maison paternelle. L’artiste réalise un acte de contemplation, situé en
dehors du paysage, comme spectateur, par le pastel — méditation, genre littéraire
spécifique a I’époque par le représentant lon Pillat. Le texte nous rappelle du manoir de
Florica:

« Aleea cu pomi negri §i casa aplecata / Pe care cade seara si ciorile din crang.
/ Aici copildria mi-am petrecut odatd, / Azi m-am intors: de vanturi copacii grei se frang
.

! Les paroles considerées origine de I’estéthique expressionniste appartiennent 4 Van Gogh,
dans une lettre pour son frére Théo.
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La saison décrite par Maniu est sombre, gri, déserte, d’une solitude accablante,
sans avoir rien de la clarté et de la luminosité riche proposées autrefois par Pillat. Le je
lyrique descend dans le souvenir «comme dans un vieux tombeau », pas comme dans un
univers paradisiaque de I’enfance merveilleuse. «Le pocte se voit totalement éloigné du
passé, méme incapable de pleurer sur ses ruines» (lordache, Mihail, op. cit.: 86). Il ne
peut pas accepter la fuite irréversible et impitoyable du temps.

A partir de I’idée que « dans le texte poétique la méme image peut acquérir des
semnifications extrémement différentes » (Burgos, Jean, 1988 : 185) la maison devient
I’image d’un univers ou on garde les souvenirs. L’image de cet espace fermé devient la
topographie de 1I’étre humain, de I’intimité, un instrument d’analyse de 1’esprit, notre
,,coin” terrestre. Pour Maniu le passé et le présent n’offrent plus une continuité a cet
espace, mais une dynamique différente, antithétique. Si le passé de I’enfance était
serein, le présent de la maturité tuérait la continuité et la contigence de cet espace.
L’étre devient un univers désert:

« Mai trebuie clopot jeluitor sd geama / Cand s-a facut strdind si vreme si
poveste? / Fara durere norii in lacrimi se destramad, / lar ochii seci stau tinta spre tot ce
nu mai este// »

La Syntaxe de I’Imaginaire poétique correspond a une attitude de révolte
devant le temps physique et 1’avilissement.

A partir des idées données, on considére que Maniu ne peut pas étre interprété
comme un poéte purement traditionaliste. Ses moyens de création s’averent €tre tout a
fait modernistes, méme avangardistes, plutdt pour le pastel pur, libéré de tout intention,
ou le mot est subordonné aux valeurs plastiques, a I’expressivité de la couleur et de la
lumiére.

Le poéte typiquement symboliste sent, comme autrefois Mallarmé, I’incapacité

du langage d’exprimer le matériel sensoriel:
« Poetul ar fi vrut s scrie cu miresme si culori. Dar culori si miruri se preficeau in
cuvinte negre, la fel cu toate cuvintele... .Poetul ar fi vrut sa scrie numai in cantec, si se
simtea batjocorit de toatd frumusetea noptii, de adierea pe care o revarsau cadelnitele
florilor, de mierea lunii ce incepuse sa aureasca peste dealuri, si de cantecul de argint al
pasarii » (Maniu, Adrian, Taina cantecului, 1929).

Ainsi, on sent la crise du pocte roumain, I’imposibilité de s’exprimer dans le
langage comun, puisque « les mots restaient en arriére des sens ». De ce point de vue
nait le conflit entre I’aspiration poétique et le langage, entre I’ Imaginaire et le scriptural:

« Din trandafiri salbatici si flori culese-n lan, / Manunchiul isi resfird lumina in
pahar, / Sunt picaturi de singe si ramuri de margean, / in apa cu bobite din verdele
clestar. //

Buchetul ofileste pe albul trist al zilei, / Cad desfrunziri de stoluri ca porumbei in seara,
/ Tar langa minge, tocul si cartile copilei, / Micut cosciug, std neagra cutie de vioara//».
(Natura moarta)

Le visuel et I’olfactif se conjuguent pour construire un monde de sensations.
La vie designée par son absence, et le signe - porte parole - sont représentés par le
parfum ou par la couleur.

La maniére traditionaliste de Maniu n’est qu’une forme de modernité, un jeu
stylisé ou les élements naturels, autochtones s’harmonisent dans un style moderne,
nouveau. Le poéte peint avec des mots, pergoit le paysage avec les yeux d’un excellent
dessinateur par une loupe qui géle les lointanis, qui les enveloppe en or, en rouge et les
projette sur le bleu du ciel. On voit le monde comme un spectacle dont les accesoires
sont selectionnés d’apreés le gotit de 1’esthéte.
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Le paysage devient le réel sous le masque décoratif, la spontanéité naturelle
devient I’ordre de 1’esprit contemplatif. L’agent esthétique de la création de Maniu c’est
le regard, le visuel, concept caractéristique pour la modernité littéraire.

« Mari silcii stravezii isi despleteau, / Inchipuirea unor harfe ingeresti, / in
ceata unei inserari de primdvard, / Din oglindiri de ape linistite. // Pe langd drumul
cenusiu de umbrd, / Leganau crinii stele de ivoriu, / Si maini ce se intind din altd lume, /
Si ne opreasca mersul indraznit / (Insemndri)

Les paysages autochtones, par leurs couleurs et leurs formes sont des
projections du je lyrique, cette fois-ci objectif. Les tableaux peints avec des mots
suggestifs foisonnent des signes qui predisent le malheur. De plus, les espaces sont
hantés, dévastés par des forces de la terre mistérieuses. La nature est demonisée:

« Nori adanci se daracesc, / Destramati se varcolesc, / Cearcan vanat ruginesc.
/ Lund vechie, stdnd sa moara, / Aur batran de comoara, / Peste zari vrea si se-ascunda,
/ Si in negura se-afundi, / Intr-a nefiintei ape, / Singuri sa se adape. » (Céntec de lund
vechie)

Le motif plastique, miroir de I’interieur troublé du poéte se métamorphose dans
des combinaisons surprenantes pour créer une nouvelle vision. Dans la poétique de
Maniu les éléments d’un tableau doivent ,se parler” par la création d’un équilibre
plastique. Ainsi la poésie Intr-o gradind veche (Dans un vieux jardin) a la structure d’un
conte. Le poéte ajoute au decor du jardin abandonné, désert, quelques ¢éléments du
surnaturel folklorique sans quitter le cadre réel:

« Intr-o gradina veche, cu trandafiri de singe, / Cu drumuri tremurate prin
iarba naparlitd, / Stejarii, cu coroane de vreme innegritd, / Acopera izvorul, sd nu mai
poata plange. / Un stol de vrabii tipd in visinii uscati / Pe care cleiul galben basici batu
topazul, / O cotofand sare pe drum 1n pasi saltati / Spre clopotul de broaste ce
pomeneste iazul. / Pe cerul roz, ca roza trec, palizi, nori ca ceara, / Sub ziduri daramate,
in funduri de alee, / Desfasoard paunii ochi verzi de curcubee, / Intr-o gradina veche in
care curge seara. // Pe flori coboara fluturi, cenuse de amurg. / Razorul ploi de stele din
desfrunziri isi strange ».

Le pocte ne rejette pas la nature, il s’approche de soi-méme par sa finitude, en
exprimat le mieux le sentiment de la mort:

« Din trandafiri salbatici si flori culese-n lan, / Manunchiul isi rasfird lumina in
pahar. / Sunt picaturi de sange si ramuri de margean, / in apa cu bobite, din verdele de
clestar. / Buchetul ofileste pe albul trist al zilei, / Cad desfrunziri in stoluri, ca porumbiei
in seard, / lar 1anga mingea, tocul si cartile copilei, / Micut cosciug, std neagra cutie de
vioara.» (Natura moarta)

Le méme sentiment de détresse affligente dans une atmosphére de mystere
offrent les poésies: Furtund de toamna (Tempéte d’automne), Amurg de toamna (Declin
d’automne), considérées des critiques comme « 1’apogée de notre poésie » (Negoitescu,
L., 2002: 352) des véritables pastels sombres d’un lyrisme objectif.

A la quéte de nouvelles méthodes littéraires, Adrian Maniu adopte le procédé
symboliste de I’amas d’images hétérogénes, mais convergentes, ! imagisme, « comme
sens émotif qui refait une atmosphére unitare » (Vianu, Tudor, 1981: 305).

« Fantanile spanzura-n parghii burduful vechi, sau o / galeatd / Cu sarpe-n
plisc, se lasd barza pe cerul de apus / strivit, / Agale, vacile de-a randul pornesc faptura
lor baltata, / Si, rumegand in tihna, botul lor picura argint topit » (7ard)

La poésie est connue comme un jeu des conventions plastiques et littéraires ou
il a toujours manifesté le gofit pour la liberté, comme nécessité¢ de création ou de
stylistique. On reconnait le fait que Maniu a crée des images artistiques choquantes, par
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la jonction ou la connexion des termes qui stimulent 1’admiration esthétique. La
fantaisie créatrice est nourrie par la culture plastique développée comme rédacteur aux
chroniques d’art, pour différentes revues littéraires.

D’aprés 1’opinion ferme des connaisseurs de son oeuvre et de son activité
artistique, la premicre vocation du pocte est celle de paysagiste, sous la frénésie de
I’inspiration en rejetant les procédés intélectuels de la composition. Il n’accepte pas
I’image pure, mais une nature, un univers de sensations.

Pour I’espace ouvert, le poéte cultive 1’espace champétre qui sollicite les
limites horizontales, parfois sans avoir des formes spectaculeuses. Chaque fois qu’on
atteint la verticalité, il appelle la fantaisie; le sacre, la nature deviennent legende ou récit
merveilleux:

« Pelin amar argintiu, in bataia vantului... / Stalpi de praf se-naltd in vazduh
fara soare. / Dealul se face tdirm de capat al pamantului, / $i mai departe e numai cer si
mare... / Peste pustietati ramase fara nume, fara flori / Talanca unei turme sund din
trecut domol. / Si din cénd in cand, se-arunca tipand, spre nori / Soimul, sd faca un cerc
in gol ». (Magura cea mare)

Malgré les apparences et la pregnance des couleurs dorées, Maniu n’est pas un
poéte lumineux ou solaire. La grande partie de son oeuvre démontre la prédisposition
pour la lumiére ,,basse”, pour le crépuscul. Il est plutdt fasciné par les tons de jaune,
rouge ou violet. Cette palette chromatique tente pour le suppression des couleurs
jusqu’a noir ou blanc.

« Seara se avanta. / Norii ii destrama, / In apus de-aramd, / Soarele, ce vars, /
Dintr-o rani stoarsd, / De pe muntii goi, / Sdngele pe noi. » (Innoptare)

Le bleu du ciel et aussi la grandeur céleste sous toutes ses formes (nuages,
étoiles, lune) devient un nirvana visuel de 1’esprit étouffé par le terrestre; le ciel est le
symbole de 1’évasion de ’esprit.

Entre le modernisme et le traditionalisme, entre vibration authentique et
maniérisme, entre passion et lucidité, Adrian Maniu s’échappe des clasifications étroites
de la littérature, en réalisant de 1’art véritable. Sa lyrique est caractérisée par la couleur
ou par la nuance. « Sa poésie est pleine d’adjectifs de couleurs ou de I’importance des
objets lumineux ou colorés » (Sulutiu, Octav, 1974: 147) surpris avec ’oeil d’un peintre
qui enregistre, plein de passion, le paysage.

Visant I’affirmation célébre - la langue est la matiére premiére pour la poésie
« comme les couleurs pour la peinture et les sons pour la musique » (Amando, Alonso,
op. cit.: 29) - , on se permet d’ajouter que Maniu a crée des couleurs et de la musique la
matiére premiére pour la poésie ayant comme ,,emballage” la langue. La forme presque
naive de sa poésie atteint des accents de musique diaphane, cosmique, auréolés des
parfums angéliques et des odeurs fortes d’herbe et des fleurs mortes.
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THE MORPHOLOGY OF THE IMAGINARY IN ROMANIAN
TALES (SEVERAL ASPECTS)’

Abstract: If we are to consider the relationship between the real and the imaginary, we
ought to stipulate that the real is subscribed under the ontic and ontological, whereas the
imaginary (even if it has an ontological statute) is a substitute to the gnosiologic perimeter.
Deeply “rooted” into the previous human experience, the imaginary represents, as an instrument
of the imperfect comparison, an area of stimulation for the strategic wanders into the field of the
possible. The imagination holds one of the most important roles regarding the good conduct and
function of thinking. Placed in imponderability from the concrete and the real, imagination
becomes a ,,shape”, a concrete base for individual thinking, being destined to ,, grant itself a
conscience of the inner reason, yet not under the form of general judgement and representations,
but under the actual form of an individual reality” (Hegel). The two of them — the real and the
imaginary — are completing each other continuously in daily practice of knowledge, often
junctioning. This ,, encounter” is realised due to the structuring virtues which, in a superior
plan, are conceptualised into symbols, the oldest of them being the archetypes. Through the
symbol, which has a highly ordering function, the narrative fantasy regains its own
morphological background under the form of a paradigm (base structure of the shape). These
concepts have a suitable ground of manifestation in the connotative structure of the tale and
story, as narrative shapers, and make up a dynamic system of symbols, archetypes and layouts,
crystallisations. For instance, one can draw the conclusion that the way of , organising” the
imaginary places in the Romanian tales and stories follow a structural logic that would allow us
to easily comprise them in a hypothetical table, like the one of Mendeleev. The present text
disseminates results of the research made by a multinational team (Romanian — Moroccan —
French) within the grant called Espaces et identités dans la littérature d’enfance. Du local a
['universel (carried during 2004-2007)

Key words: imaginary, tale/story, structure

I. Our research turns to account only a small part of the results achieved
during the research project on Imaginary places in children’s literature, carried by a
team of researchers from Romania, France and Morocco during. Its subject was
targeting the imaginary places as an exclusive result of thinking (telling the story), thus
situated outside the perceptible reality, yet from the ontological point of view, being
projected from a threshold of the real. The conclusions over the entire research have
been presented in two printed appearances, the first one in Romanian (Bérlea, P.G,
coord. 2006), and the second one in French Foucault, J., Constantinescu, M., 2007) and
followed by a Dictionary of imaginary places ( Barlea, P.G., coord. 2009).

Signalling the prejudice of considering that the folkloric culture writings —
which make the object of this analysis — would be exclusively produced by the so-
called ,,naive” imagination, we will show that the parallel between the real and the
imaginary can be subject to this area of interest, being one of the most important.
Against the fact that the original meaning and tenor of the related terms (imaginary -
imagination) expresses, indeed, a form of absolute and uncontrolled freedom of
thinking, we join the researchers who have pointed out the existence of an authentic
inner, structural organising, of the locations of the imaginary. In this respect, we intend
to treat several aspects.

In our study called ,,The realms” of thinking (Chisu, L., 2006: 36-56), we have
approached the following issues: (A) a summarising definition of the concept of

! Lucian Chisu, "Spiru Haret" University, Bucharest, lucianchisu@gmail.com
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imaginary, and its connections with the real and the fantastic, as elements which define
or contain it; (B) establishing a peculiarity of the imaginary, according to the type of
linguistic discourse, which is different from a culture to another and tightly connected
to the environment and social evolution; (C) designing a panoramic picture of
structures that are representative for the imaginary (especially from Romanian tales and
stories); (D) the analysis of these structures, their distribution in subordinate units
(nuclei) and their contribution to establishing the componence of the imaginary; (E)
conclusions.

Summarising these components from the published article, under the first
point (A) there have been discussed the contributions of certain thinkers, philosophers
and writers, who have offered stability to the treated concepts. Among the ones
invoked, one can count Aristotle, Hegel, Jung, Bachelard, Caillois, Durand, Piaget,
Vianu, Starobinsky, whose references are to be found in the bibliography of this study
(Aristotle, 1967; Hegel, G.W.F., 1966; Jung, C.G., 1998; Bachelard, G., 1948 and
2003; Caillois, R., 1969 a and b; Caillois, R.,1971 and 2002; Durand, D., 1998; Piaget,
J., 1973; Starobinski, J., 1974; Vianu, T., 1968). The summary of these points of view
is:

The real abides to the ontic and ontological, whereas the imaginary (even
though it has another ontological statute), substitutes the gnosiological perimeter. The
result is that the imaginary is deeply rooted into the previous experience of the human,
being itself a part of the ,,strategy” of wanders into the area of the possible. Between
perception and imagination, there is always a stimulation area of the latter.

The specificity of the imaginary according to the linguistic code, different
from culture to culture but in close relation with the natural environment and social
evolution (B) has been pointed out through the concept forma mentis, as Sextil Puscariu
has described it (Puscariu, S., 1940: 10).

In order to understand how imagination works, we should reduce it to patterns
(archetypes) of this forma mentis, that is correspondent to the environment and type of
experience shared by every nation. This is where the great vision differences originate,
and they deepen through imagination. This represents a continuous way of thinking
forward, as well as outside the real. Thinking is the only one productive, and reality, as
well as accumulated (hereditary) experience, along with thinking, and stimulated by
routine and chance, give the turn of a new product that we will call identitary, national
imagination. The imaginative diversification manifests through it, the continuous
tendency to transform in an own manner the least perceptive environment and unknown
into a perceptible area, known due to our senses, ordered into the structures of
language.

Regarding the panoramic picture of structures representative for the
imaginary, mostly in Romanian tales and stories (C), rerunning the statement that, in a
tale, nothing is unnecessary, much dissociation has resulted, and it has been applied
within the gradual stages of structuring the 1277 entries/selections (Barlea, P.G., Chisu,
L., Bérlea, R., coord., 2006), representing the imaginary places in the initial research.
Those, as well, have merged into 115 semantic units, gathered based on the principle of
synonyms, also grouped into 60 components (Béarlea, P.G., coord., 2006: 265-266),
internally restructured into another 9, ordered according to environment (1-3), ,,social”
ambiance (4-7), spatial delimitations (8), and miraculous objects (9). The inclusion
relationship works in a totalising sense, in a last analysis, all the 1277 repartitions
,harrowing down” semantically and logically to the notion of realm. It also enables
another operating method, in pyramid-type structures:
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Proceeding in the sense of our investigation, we will conclude that the
imaginary space splits into two main symmetrical components: (a) this realm and (b)
the other realm. In turn, they form the space (universe) of popular and cult Romanian
tales and stories. The unbreakable unity between existence and spatial structures, even
though the horizon of fantasy is in view, gains consistency due to the relation between
space (spread, shape, volume) and its systemic creation. The contingency of the realm
with the imaginary is a conventional and congruent one, hence the game between the
real and the imaginary is marked by numerous symbols whose branching is manifested
even including through atomising units.

I1. The morphological analysis of structures that contribute to establishing the
componence of the imaginary as well as their repartition into subordinate nuclei (D)
makes the purpose of the present research, as the title states. For a fast (and easy)
evaluation, we will present their structural organisation under the form of synoptic
tables.

1. In IMAGE 1 we have, under a circular representation the internal narrowing
from 1277 to 115 and, namely, 60 locations. They define the same concentric universe,
which manifests itself with a term from linguistic, similar to a diasystem.

IMAGE 1

(A) =1227/8 (B) = 115 (C) =60

2. IMAGE 2, shows, by using location as structural criteria, the three
environments (land, air and water), along with other special delimitations, whose
functional acception is that of border / limit, reason for holding an essential place in the
story. The various forms of representation have also been taken into consideration,
some only being related to nature (landscape elements), and others being the result of
social relations installed in tales and stories, which cannot be ignored. In tales / stories,
one can also find territories (others than the two worlds / ,realms”), symbolically
conceptualised into countries of the blind, crippled, mice, etc.

Furthermore, we should note the presence of ,,miraculous objects” which hold
metamorphic abilities, including territorial significance. Therefore, we add the
exceptions denominated through the syntagm above to the universe formed from
successive internal structures; the presence of miraculous objects gives fantastic turns
to imagination, also marked by the stylistic cumulus (epithet, hyperbole, metaphor,
personification). During the typologisation, the miraculous objects remain
individualised and unpartable, they are not subject of an organisation within the system,
but take part and hold an exceptional role every time needed in the evolution of the
epics. However, these are abstracted to the real — imaginary analogy, breaking the
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conventional patterns, as well as those based on the logic of thinking. They are
extremely varied, not only by quantity and quality, but mostly by their spreading on the
entire space of the two realms. By determining that, through the game of interpretation,
their number is much larger, we notice that the particular segment does not follow the
rationalist rigor, having a more non-entropic character.

IMAGE 2

Landmarks
(borders)

Natural environment (1 - 3)

Space delimitations (8)

Miraculous objects (9)

3. IMAGE 3 narrows down the 1277 entries / locations to the two realms that
are specific for the tale and story imaginary: “our” realm and “the other one”. Under
several aspects, the other realm is the exclusive result of folkloric imagination and
shows characteristics in the way of projecting the unknown. It is noticed that, due to
structural thinking, the unknown is not completely opposed to reality. Even though the
main characteristic of the other realm is represented by its antagonistic profile, the
differential accents are the grading ones and do not alter the structures of thinking. That
is also why, in describing the other realm, it is presented as being analogically remade
in resemblance to the real (our realm). Despite the complete opposition, the
resemblance goes very far, regarding the structural point of view; in the imagistic side
is mostly made up of overdoings of the reality. From the grammar (lexical) point of
view, the antonyms and superlatives demarcate the two realms, just like symmetrical in
function — yet opposite as function — poles of magnetic forces. In both of them, one can
find structures that are easily to present (on all levels of organisation), configuring a
network of relations through which the directions run similarly to communicating
liquid containers. They allow us to notice that the real is comprised by the ontic and
ontological, whereas the imaginary (even though it has an ontological statute)
substitutes the gnosiological perimeter. Deeply “rooted” into the previous human
experience, the imaginary represents, as an instrument of imperfect comparison, an area
of stimulation of the strategic wanders into the area of the possible. If we are to
consider the relation between the real and the imaginary, we ought to mention that the
imagination holds one of the most important roles regarding the good administration
and functioning of thinking. Placed in imponderability from the concrete and the real,
the imagination becomes a “shape”, meaning a concrete support of individual thinking,
aiming to “grant itself a conscience of the inner reason, yet not under the form of
general judgement and representations, but under the actual form of an individual
reality” (Hegel, G.W.F., 1966). The two of them — the real and the imaginary — are
completing each other continuously in daily practice of knowledge, often junctioning.
This ,,encounter” is realised due to the structuring virtues which, in a superior plan, are
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conceptualised into symbols, the oldest of them being the archetypes. Through the
symbol, which has a highly ordering function, the narrative fantasy regains its own
morphological background under the form of a paradigm (base structure of the shape).

IMAGE 3

III. The connection between the realms (IMAGE 4) is realised after the travel
of the heroes, as the characters are personally responsible for assuming the imaginary
places. For that reason, the road (the journey) becomes an essential component of the
imaginary space, because it turns the matter of space into a process, by several stylistic
elements:

Without getting into all the details, it is concluded that the transformation of
the imaginary into the fantasy is activated by a series of space-time formulas (,,they
have walked and walked”, ,,after a number of time”, ,,he walked and walked”, ,,first and
first of all”, ,,crossed seas, streams, waters as big as the land”, ,,wandered through
countries and deserts”, ,,set himself over gulches, craters, ravines, mountains”, ,,flew
like an eidolon over mountains and valleys”, ,finally found”. The stylistic effects
originated in the affective language are also present, in ,,they immediately see”, ,,it once
begins”, ,,as he throws it”, ,,only and only”, ,,managed to find”, ,,started to oppose each
other”.

IV. The journey starts from one of the nuclei. Frequently, the initial nucleus is
the palace or the scrimpy dwelling (house/hut). From this one towards the nucleus that
will constitute the culminating point, in Romanian tales, the journey takes the shape of
a road that can be reduced to an invariant. Commonly, the hero accesses the imaginary
places starting off on a path (road, lane, trail, pathway, ski lane, labyrinth, road
crossing, road split, valley), goes through a plain (glade, clearing, flat, field, pasture,
desert), invariably reaches a source of water (spring, fleet, waterfall, river, Danube,
fountain, slop, pond, sea), goes through a forest (timberland, woodland), reaches a
mountain (rocks, cliffs), and, finally, to the other realm.

1. The reader has a horizon of expectations regarding the routine trail; each of
the lands constitute a paradigm of the imaginary, and present at least one unpredicted /
miraculous situation, with the purpose of dynamising or trammelling the action, to
surprise or to deceit expectations. Due to this epic artifice, the nuclei have a covalent,
radiating role. Regarding the other realm, even though the structure keeps its stability,
the various forms of overdoing it determine the emergence of the unusual, which can
advance to absurd. As the hero goes forward on his journey (whose initiation role we
should not neglect), the notion of space melts into the one of time, the real is
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transformed into the imaginary and, once arrived on the other realm, it becomes the
fantasy. From an initiatic point of view, each of the invoked elements aims to tease the
reasoning which, in fact, rules the text on the epic system and circular action feature
levels.

IMAGE 4

Kingdom Journey Realm
(country, realm, land) (the other realm)

Plain, crossroads, forest, water**, mountains

Palace * Palace
(castle) (castle)
Village (hut)

Space  Time Real Imaginary

As it was already stated, radiating nuclei can be delimited, after searching the
structures / places that the hero wanders through, being tooled along by his own
impulses, but also by the ones that his (generally given) destiny gives. They can be
hypothetically found in the structures / higher levels of the diasystem, transforming
themselves from concrete aspects, as selected, into systemic, abstract elements. In order
to describe the nuclei within it, we need identification as well as differentiation
elements. Hence, they can be obtained from the subdivided unitary format, with
semantic indexes that are stabile on a systemic level, as well as in diasystem. The most
important aspects of the relation between the nuclei and their type of constitution refer
to the need to keep them differentiated and to integrate the imaginary into a functional
structure, under the influence of a better representation organising. These constitute
polarising lines of the internal structure of a nucleus. They lead, among others, to
considering the shape that a nucleus takes as a variant, while, as a means of functional
design of the diasystem, the nucleus represents the invariant. Due to its character of
invariant, the standard (semantic) nuclei dominate their own individual marking,
functioning as a stable reference, adaption, correction and perfection point.

2. The more unitary we look at them, the more cumulative the structures of
imaginary become, and their complexity can be detailed. See, for instance, (IMAGE¥*)
the Palace/the Castle, under which the generative structure comprises elements such as
the yard (with forming elements such as the gate, the stables, the well), the rooms
(structured into chambers, baths), the garden (which has flowers, trees and lakes), the
tower (from where one can reach the pantries, as well as the basement / cellar), the
bridge. In turn, the subparts have different characteristics. Take the ones referring to the
bridge: it can be made of lead / copper, silver, gold. In this context, the representation
of little things starts from the real to its representation in order to challenge the
imagination to, later on, produce similar, symbolic or fantastic effects.

IMAGE * (Palat, castel)

Yard Chambers Garden Tower Bridge

N I DA

Gate Stable Well Hall Room Bath Flower (Lake) Trees Pantries Cellar (Dungeon]

| Qualities | [ Qualities | | Qualities | | Qualities | Bronze silver Gold

ALOUR, N R,

Image Imaginary Imaginary Imaginary

Real Symbolic




3. The facts in the 33 water locations (IMAGE **) are presented in the same
manner, being semantically partitioned in nuclei indicating obstacles (with subdivisions
like ,,Saturday water”’/border between realms or landmark), but also characteristics of
the water (silver), or under the seal left by various animals (wolf, deer, ox), with
miraculous traits. From the symbolism of water, which has one of the best
representations (Chevalier, J., Gheerbrant, A., 1994: 107-117), we can find the
,,creation” water and the ,,vital element” water.

IMAGE * *

——Watere)—————
Obstacle (8) Variations and qualities (12)
[Border (6) [Trap (2)] Genesys(3)

RN

Vital element (7) Wolf Deer Ox

[ saturday water (4) | | water limit (2) |

IV. Conclusions

Far from being exclusively ,,naive”, this type of imagination has several
particular attributes. The specificity of the imagination process in tales and stories is
granted, on one hand, by the maximum functionality of the cultural phenomena (no
folkloric product, no gesture or attitude is meaningless), and, on the other hand, the
general view over the traditional inhabitancy that perceives the real on a bidimensional
scale: the objective real and the imaginary ,real”, the mythical realm. The ethical or
affective vector fully crosses over the imagination of man in the folkloric space, in
which stories and tales are comprised.

This split repartition must be connected to the raising interest for the folklore
epos at romanticism dawn, when the way of thinking was functioning under this
imperative.

As stated, the two realms are interconnected by the requests of the epic, better
said, by the need that the hero crosses all the obstacles. On this entire course, the
imaginary space is located in structures which contain hierarchically ranged elements,
able of being conceptualised, through generalisation and abstractisation, into symbolic
nuclei. The logical ordering (through symbol) of all the stances of the real, the
permanent wander into the imaginary space, propels both the human existence and the
internal structure of creativity into a permanent process of eliminating the effects of the
entropy. When the fantastic, abrupting the order of the real or the mythical order, is
temporarily installed in this space, it is temporarily settled into this space and shatters,
for the moment, the meaning of the discourse, a sense in which the imaginary becomes
a discourse, and, simultaneously, a behaviour, thus calling for reasoning and affect.
Through myth and symbol, the imaginary space re-harmonises itself and gains
symmetry. The path is ,,visualised”, imaginarily speaking, into gradual narrative events,
which, on the rational level, function as symbols and, on the narrative level function as
images, according to the degree of text rationality. The two concrete forms of
manifestation complete each other, especially as symbols, favouring the whole, with
the result that symbolic nuclei can trigger, into every reader, the personalised vision
effect.
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We believe it is important to note the fact that the path (journey) works as a
constant obstacle, fact that one can notice by the grading difficulties, while the hero
closes to the finale.

It can be concluded that the way of ,,organising” the imaginary places in the
Romanian stories and tales follow a structural logic, which would rather easily allow us
to comprise them in a table. According to this vision, establishing the possible
combinations is given, among others, by the emergence into the narrative text of the
»polyvalent free connections”, whose intrusion into the epic is aimed to take it out of
the patterns and logic of the real, transferring the meanings into the zodiac sign of
fantastic, which these miraculous elements satisfy, and grant a temporarily new turn to
the invariable nuclei. But, in their own regard, the miraculous elements keep their
independent standing unity. They require a specific attention and a nuanced
interpretation regarding the part they play in the narrative. The role of miraculous
objects encountered during the journey is to make interventions that can be
characterised, in corpore, through the ancient deus ex machina procedure.

From the gradual process of the research, one can note the totalising
observation of Jean Starobinsky. The French medic and erudite brings a real
clarification to the epistemological understanding of the imaginary: What we must
remember is that ,there is no pure imagination, an imagination that is not a behaviour,
an imagination that would not be propelled by an ethical or affective vector, or
positively or negatively oriented towards a social aspect” Starobinski, J., 1974: 175).

The imaginary spaces presented before, envision the real — imaginary relation
in the Romanian tales and stories. Detailed as revelation (already a work tool), the facts
entitle us to consider them susceptible of forming a body of texts that would be able to
hypothetically and hierarchically represent a way of organisation. Our analysis has
stressed that it was possible to include 1277 terms in the disposition of the paradigm.
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THE DREAM — IMAGINATION AND MYSTERY. MESSAGE FROM
THE WORLD BEYOND'

Abstract: Night dreaming phenomenon and particularly the dream itself have stirred
numerous controversial debates in the course of time. The understanding of the dreaming
phenomenon goes through different stages starting from popular beliefs, to religious faith and up
to the modern psychoanalysis. Bringing all the above to a conclusion or to a basic idea, one can
say that dreams are a symbolic language that operates by opening gates within us. Therefore,
dreams are sometimes considered messages from the World Beyond. Lying somewhere between
imagination and mystery, dreams are a realm where the sleeping person meets and communicates
with other souls, according to Bogdan Petriceicu Hasdeu. In a dream souls are free of time and
live a life within minutes; they are free of space and cross the world in a blink of eye. In a dream
souls talk to each other and understand each other regardless the language, because they are free
of speech, too and above all they can free themselves from the free realm of a dream by dreaming
a second sleeping with its new dream within the first dream. In this freedom souls feel and
become immortal in their return to the infinite... to the primal impulsive longing of the Self.
According to Bogdan Petriceicu Hasdeu, man, unlike plants or animals, is aware of his freedom
grace to his ideals and because he is a piece of God Himself.

Key words: dream, mystery, imagination

Night dreaming phenomenon and particularly the dream itself have stirred
numerous controversial debates in the course of time. The understanding of the
dreaming phenomenon goes through different stages starting from popular beliefs, to
religious faith and up to the modern psychoanalysis.

In Romanian tradition, dreams are signs of positive or negative events. These
signs have a general / universal character and can decode any person’s future. In this
way a decoding sign is equal to a real common law. Its positive or negative character
influences the human subconscious and thus it has impact upon different activities.
Scientifically speaking, man’s neuro-lingvistic programmed thinking is stimulated one
way or another by the conventional significance of dreams. One can say that dream
meanings have become part of people’s customs and traditions, respected and observed
from generation to generation.

Concerning religious faith, a dream’s feature changes and acquires a double
representation. In the Holy Bible dreams are devil’s deceptive tools that enable evil to
appear under the disguise of an angel. As a consequence, believing in dreams is not
encouraged by the Holy Scripture. And yet, there are special instances in the Old
Testament when dreams have predicting character and require a corresponding
interpretation.

Thus we all remember the Pharaoh’s dreams and Joseph’s interpretation of
them due to the divine inspiration.

This is an example of how the chosen get the power to change destinies.

The psychological and psycho-analytical view in understanding the dream
phenomenon differs from the traditional and the religions ones.

The sciences of medicine and psychology approach dream from the four stages
of sleeping. These stages have been defined in accordance with the cerebral waves
which the human brain rhythmically produces at different stages of consciousness:

- Beta — is the brain normal rhythm while being awake;

! Amalia Elena Constantinescu, University of Pitesti, amaliaconstantinescu2004(@yahoo.com
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- Alpha — is a slow rhythm which the brain produces while we are deeply
relaxed and drowsy ( such as when we listen to slow music or when we
relax in warm water ) ;

- Theta — is slower than alpha rhythm and it marks the beginning of
sleeping;

- Delta ( according to Berry R., Encountering dreams. How to choose
dreams and use them in self development, : 16. ) — is the slowest brain
rhythm and it marks deep sleeping of deep meditation.

Hans Berges', the physician who invented the electroencephalograph?®, made

research on the characteristics and duration of certain levels of sleep.

In the first stage — Beta — cerebellum produces rapid electrical pulses (30 /s)
of low amplitude and mark the awakening stage.

In the 2nd stage — Alpha — the brain produces electrical pulses of 8 — 10 / s
which mark the preparatory phase before sleeping.

In the 3rd stage — Theta — the brain produces slow waves of 4 — 6 / s with a
duration of 5 — 20 min.

In the 4th stage — Sigma — the brain produces rapid waves of high amplitude,
that is 12 — 15 / s with a duration of 10 — 40 min.

In the 5th stage — Delta — the brain produces rapid very slow rhythm waves, 2 —
4 / s, which mark deep sleeping, with a duration of 10’ — 30°.

In the 6th stage — or the deep sleeping stage — the brain produces rapid very
slow waves with duration of 10 — 20 min. This stage is characteristic to childhood and it
disappear after the age of 30.

In the 7th stage is the one with dreams, the so called paradoxical sleeping.

In the 8th stage, the brain produces waves like the Alpha (Modreanu, S., 1994:
134 — 140, 145 — 146) ones which make the steeping vulnerable to any noise.

One can notice that the four stages described by psychology are among the
eight stages described by medicine. It is important to underline that neither of the two
sciences could explain the cause of dreaming; although they both consider dreams as
being products of the subconscious they approach the phenomenon from different points
of view.

Psychoanalysis — mainly the Freudian one — considers a dream as a desire
rejected by the consciousness then taken over and exposed by the unconsciousness,
while psychology considers dreams as a therapeutic function and a way to get a deeper
knowledge of the self. After the Freudian approach, Carl Gustav Jung’s theory render
dreams a psychological having a self-adjusting function which obeys biological
demands necessary to the individual’s adaptation, growth, and survival. In other words,
dreams have a compensatory function of balancing the unilateral attitudes of the Self,
thus correlating to the concept of psychic homoeostasis®.

Referring to the human psychic structure and to the relationship between
awareness and unawareness, Jung said : psychic is a self-adjusting system which seeks
balance in the same way as the body. Jung’s dream theory has four main ideas:

- dreams are natural and spontaneous events which act independently of
conscious will or intention ;

' born 21.05.1873 (Neuses, Saxe-Coburg and Gotha) — died 1.06.1941 (Jena, Suicide) —
nationality : German.

% a device which amplifies the bioelectrical variations of the brain.

3 Self- adjustment.
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- dreams are both functional and compensatory and serve to keep the
personality balance ;

- dreams symbols are not signs, they are real symbols are having a
transcendent function ;

- therapeutic function of dreams is better served nation than by free-
association interpretation (according to Stevens, A.: 123).

Psychologist Erich Fromm identified three types of dream-symbols which can
be considered general and applicable to each person :

- Accidental — symbols which have a personal and individual Significance;

- Conventional — symbols which have the same Significance for most of the

people ( e.g. a car means a voyage );

- Universal — symbols which have a common Significance (e.g. a car the

sun means light and warmth) — (Berry, R., op. cit. : 20).

Bringing all the above to a conclusion or to a basic idea, one can say that
dreams are a symbolic language that operates by opening gates within us.

Therefore, dreams are sometimes considered messages from the World
Beyond. Lying somewhere between imagination and mystery, dreams are a realm'
where the sleeping person meets and communicates with other souls, according to
Bogdan Petriceicu Hasdeu. In a dream souls are free of time and live a life within
minutes; they are free of space and cross the world in a blink of eye. In a dream souls
talk to each other and understand each other regardless the language, because they are
free of speech, too and above all they can free themselves from the free realm of a
dream by dreaming a second sleeping with its new dream within the first dream...

In this freedom souls feel and become immortal lin their return to the infinite...
to the primal impulsive longing of the Self (Hasdeu, Petriceicu, B., Sic Cogito — The
Science of Soul — Life. Death.Man: 45, 62) ... According to Bogdan Petriceicu Hasdeu
man, unlike plants or animals, is aware of his freedom grace to his ideals and because he
is a piece of God Himself...
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MODERNITY OF TRADITION IN THE POETRY OF ION PILLAT'

Abstract: The present paper presents the traditional stage of creation of lon Pillat and
the modern influences that represent the innovation and also the originality of his creation. The
background of this stage of creation is represented by the lost childhood, a happy past time .The
poet highlights the fact that only pure poetry is able to render the purity of feelings and poetic
beauty and force as they are.

Key words: modernity of tradition, pure poetry, lost childhood.

After the trauma caused by the First World War drama, the young generation of
Ion Pillat was detached from symbolism in two ways.

Some highlighted the direction of aggressive avant-garde, of the “decadent”
seeking to implant, on the ruins of an unstructured society, a disorder which stated itself as
the ideal.

From an artistic point of view, the formula "art for art” became “anti-art for anti-

art” as absolute nonconformity, pseudo-motivated by the proclamation of a revolutionary,
innovative visionarism.
Without taking into account Benjamin Fundoianu’s warning, according to which “not
those that are more in the line with the times, come to represent the times later
on”(Pop.L., 1990: 111), the latter preceded to violation of the language codes, at every
level.

Nowadays more magazines are published: 75HP (1924, a single edition), Punct
(1924-1925); Contimporanul (1922-1932); Integral (1925-1928)

The programs of several poets as Ion Vinea, Ilaric Voronca, S$t. Roll, Sasa Pana,
Tristan Tzara, Geo Bogza  launch multiple concepts as Futurism, Dadaism,
Constructivism, Integralism..., subordinated later on to Surrealism. From a theoretical
point of view and, often, practically, lyricism is banished from poets concerns, by
exacerbated violence of poetic principles.

Technical accessibility of avant-garde poetry, placing talent on a second place,
made Romanian avant-garde quite vigorous, lasting up to the Second World War, having
significant representatives (Gellu Naum, Virgil Teodorescu). The history of poetry,
however, did not note avant-garde masterpieces, most of creations remaining as language
and information experiments that made a historical record of the phenomenon.

The other, oriented towards indigenous realities, supported by tradition
continuity, used, along with Ion Pillat, a great number of creators, both in poetry and in
prose.

Some continue their previous activity (Nichifor Crainic, 1920, the volume of
poetry Darurile pamantului; Liviu Rebreanu, 1920, the novel lon, then Rascoala; Cezar
Petrescu, 1922, short stories volume Scrisorile unui rdzes, loan Slavici, Cel din urma
armag; Mihail Sadoveanu, with all his creations in this period; Ionel Teodoreanu, 1923,
Ulita copilariei, then La Medeleni).

As a background observation, the comparison between values generated by post-
symbolist and traditional avant-garde, is much in favor of the latter, significantly enriching
the heritage of Romanian literature masterpiece.

Ion Pillat is part of those that separated from the above mentioned literary
currents, denying the Parnasian-Symbolist poetry: I only want you to remember that
starting with 1910, until 1918, my poetry was diverted from its natural womb, by sudden

! Aurora — Tatiana DINA, University of Pitesti, tatydina@yahoo.com
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transplant and foreign intake”; ”My lyrics from adolescence have not been the ripe fruit of
the soul and indigenous land, but the forced fruit of the brain and foreign libraries” ( Pillat,
L., 2003: 76).

It showed that the traditional reorientation of Ion Pillat was not a singular
gesture. Neither was it spontaneous.

In 1912, when writing the lyrics of Dor, the wonderful landscape did not have the
power to engage the remembrance: Cazutda-i bruma sus la vie; / Pustiu e drumul spre
izvor, / Caci, vezi, trecutul nu invie; / Doruri ce-au fost de-a pururi mor (Pillat, L., 1,
1983: 298, Cantec de dor).

However, the experience of war decisively changed the existentialist orientation
of the poet. The inner time re-established the hierarchy of their own life experiences in
face of war brutalities. In front of decisive questions, steady things can be found, things
that could support its sensitivity shaken by war trauma.

Horia Furtuna, sharing many of his Parisian experiences with his friend Ion

Pillat, notes the time of such decision: ’In July 1918, after demobilization, Pillat took me
with me at Miorcani [...]. Here we would rest after the long turmoil of war and would
write poetry. Miorcani was for us a place of decisive orientation. War, as I mentioned to
Pillat, showed me the great reality of the country and the Romanian language. He shared
my belief. We decided to finish poems started under the old literary signs and to listen to
our new soul’s command.” (Papadima O., 1974: 77).
This is a comeback, since in the first volume of poetry, Casa amintirii, besides the
temptation of modern experiments, the poet confronted the mysteries of his own
experiences (Casa amintirii, Intoarcere, A doua moarte...). Later on, in Gradina intre
ziduri, he wrote Aci sosi pe vremuri, which, according to Cornelia Pillat, the poet
included further on in Pe Arges in sus: ... the poem Aci sosi pe vremuri, written in
1918 and published in Gradina intre ziduri — therefore, a few years before creating the
volume Pe Arges in sus — in 1923, the philosophical sense of the whole volume was
removed from the initial gearing and placed among the last poems of the volume...,
being given, not only an incredibly adequate frame, but the purpose of naturally
expression” (Pillat, C., 1985: IX).

The detachment of Aci sosi pe vremuri drew the attention of critics, who did not
hesitate to acknowledge the uncontested masterpiece of Pillat poetry.

However, the poet did not recover similar poems form his first volume, for
instance, the poem Intoarcere, being at least at the same value level as Aci sosi pe
vremuri. It is still a poem of objects that awaken reliving in an interior time, with the
existential thrill fairly obviously marked: Si zilele pierdute revin. Simt ca ma
cheamda/Privirea mea uitatd din poza prinsa-n rama (Pillat, L., I, 1983: 23, fntoarcere).

This poem was rewritten for the last volume, under the title /napoiere, having the
same masterpiece regime.

If in [ntoarcere, the emotions of past experiences, as a substance of the interior
time, are covered by the shroud of memory (... si simt in piept / Cum giulgiul amintirii se
lasa — si destept / Privesc cum il atdrna drept coviltir pe toate — (Pillat, L., 1, 1983: 23), in
Inapoiere, the comeback time is spatialised, marking the passing by the stay of windmills,
hills and fields, following caravanes, as in a temporal flow:Si lanurile de secara, de grdau
si de porumb/Fugeau si ele-n urma vazduhului de plumb (Pillat. L,II, 1985: 44,
Inapoiere).

The memory shroud no longer covers anymore the mystery of life in closure; it
comes into force at the meeting with time, because the poet is now aware that here the
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authentic feelings of his existence have been developed: /n pocnete de bice si-n tropote de
cai/Intrai in amintire cu zgomotos alai (Pillat. 1.,II, 1985: 44, fnapoiere).

Critics did not comment on the significance of a traditional-type group of poems,
as thematic, in the first state, the Parnasian stage of Pillat poetry.

In 1939, Pillat, the exegete, held the conference Francis Jammes’s poetry, where
he explains the detachment of the French poet from Symbolism, following a traditional
theme, which truly represented his originality back in the days: "Here’s how, for instance,
and in what original way, the poet renders the hidden, but more disturbing life of an
antique house where, in turn, their grandparents and parents lived. His poetry was
translated back then”(Pillat, I., 1990: 199).

It can be understood that the group of poems could have been written under the
direct influence of Francis Jammes, his name being recalled in the text of Aci sosi pe
vremuri.

The appeal to tradition meant programmatic breakup for Ion Pillat, starting with
1918, from Viata noua magazine, where Ovid Densusianu still held high the flag of
Romanian. He insisted to mark this reorientation by publishing, for the admiration of
Nicolae Iorga, a monumental cycle, Batrdnii, programmatic collection of the connection
with the literary and bookish tradition of predecessors.

The second stage, the traditional one, is not homogenous, but, depending on the
type of evoking practiced by the poet, can be held in three directions: the passeistic phase
was emphasized in order to establish Romanian and universal culture and spirituality
(Batrdnii, Biserica de altadata...); ethnographic rather than poetic portrets (Satul meu,
Calendarul viei, the latter being a cycle from the final volume Limpezimi...).

The third direction, and the most important one, represented by the volume Pe
Arges in sus, by means of many of its accomplishments, granted lon Pillat, as national
poet, a literary geography that was less explored with passion before.

The latter should be properly analyzed in more detail, because it is one that
rendered Pillat the title of the greatest Romanian landscape designer.

In Pe Arges in sus, the mutation versus the Parnasian-Symbolist stage is highly
obvious.

In the first stage poetry, inspiration was bookish, with mythological allusions and
scholarly information, the main concern, that remained constant during his entire career,
being, as in the Antique Alexandrism, that of formal perfection. The poet does no longer
subject himself to the Parnasian imperative of banishing message affectivity.

In the traditional stage of Ion Pillat and, particularly in the volume Pe Arges in
sus, we feel the emotional intelligence spreading throughout the poems of the volume, the
poet remaining to write, according to his own words, a traditional, indigenous, simple and
sentimental poem.

As it was shown, from Parnasianism remained only the temptation of perfect
forms.

Actually, in poems where rationality has fully vanished and where the poet
emotionally evokes landscape elements, the poetic value remains as sentimental lyrics.
Almost all poems considered valuable have a rational area: the meditative thrill of the
irreversible flow of time and life fragility opposed to it. In this case, human existence is
left only with the chance of its many forms being continuously repeated in order to forever
remain the same .

The existential feeling in Pillat poetry has unmistakeable characteristics: the poet
descends among things, practising a painting perception, as it seems issued by the
objects themselves, reasoning in universal dimensions (Calinescu, 1973: 167).

165



We need to highlight a few aspects: thematic similarity often emphasized by
critics, with Marcel Proust’s roman fleuve, In Search of Lost Time; the characteristics of
Pillat’s descriptive art, the shift from a simple description of an object towards a painting,
spatial vision.

The thematic obsession of Ion Pillat, in this creation stage, the same as that of
Marcel Proust, was exploration, the recovery of the golden age, of the childhood lost
paradise: “Regarding poetry and soul structure, the role of memories, experiences and
childhood influences, even from adolescence, they all seem capital” (Pillat, 1., 2003: 67).

Empathising with the purity of feelings back then could be lived either as a
human close-up to perfection or as creating a distance from the inevitable time of death.
The stages of this alternative are not always in adversity in case of the Romanian poet. As
it will be observed, at language level, semantic spheres of the two topics are both well
represented.

It was proven that, whereas for Proust, magnitude, diversity and affective depth
succeed to dilate existential dimensions, in most poems having the “vision of Ion Pillat,
his representations on the past do not exceed, however, most often, the stage of visual
impressions”( Anghelescu, A., 1983: XVII).

This is true, but it actually means that, by not writing a novel, the Romanian poet,
for which knowledge of painting is equal with that of poetry, complies, as it will be
shown, to the saying ut pictura poesis.

In the study Poezie §i plastic, by theorizing on basic concepts, lon Pillat shows
that for certain types of poetry, plastic character is essential.

It is true that poetry has as artistic material the word, but words have objects as
reference, the latter having plastic existence: spatiality, figurative aspect and a certain
chromatic order.

Descriptive procedures of combining music and painting, into poetry, were
always common to creation, but Ion Pillat notes, in the XIXth century, a prevalence of
music in English and German poetry, influenced by the song and lied and a preponderance
of painting in Romanic (French, Italian, Spanish) poetry.

Some paintings are created along the structure of the paintings , as in Musset’s
Venetia: Dans la Venice la rouge / Pas un bateau qui bouge, / Pas un pecheur dans [’eau,
/ Pas un falot (Pillat, 1.,1990: 351).

For symbolists, as Baudelaire has demonstrated, the law of correspondence
diversifies the sensorial: Comme les longs échos qui de loin se confondent [...]/ Les
parfums, les couleurs et les sons se respondent (Ibidem: 360).

But even about these, Ion Pillat states: I do not know another poet, not even
Gautier, for whom the plastic interest plays a greater part as compared to
Baudelaire”(Pillat, 1.,1990: 360).

While describing the chromatics of Pillat poetry, L. Vasilutd notes: “from
everything surrounding us, the writer feels attracted to the harmony of cultures and
sounds, finding their immediate reflex in plastic and sound images that create together a
sensitive painting with great artistic force” (Vasiluta, L., 1973: 138; acc. to Cilinescu,
1973: 298).

Literary critics have frequently recorded that the everlasting values of Ion Pillat,
(who actually has a cycle of poems called Pictor ignotus) are generated by visual structure
and affective nostalgia. Therefore ”In Ion Pillat’s poetry existed, even from its beginning,
full sensitivity, a natural sense of beauty, a lack o metaphoric ostentation and [...] and,
especially, a permanent inner fire” ( Tausan, V., A., 1972: 7-8).
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By edifying the intensity and depth of the sense of nature, landscaping art was
considered a fundamental theme, “imposing the author as one of the most important
Romanian poets” (Anghelescu, A., 1983: XVIII).

When discussing the unexpected life of ’soul landscapes”, the poet marks, by his

99, 9

own confession, the fundamental signs: ”poem of the earth spiritualized in time”; time
materialized in memory”; ”the ripe fruit of the soul”; “’the soul of a child once before”;
“nostalgia after the lost heaven of childhood”...(acc. fo Pillat, 2003: 70)

Some of the images are alive and attract senses and imagination by their secret to
cause deep affective disorders: ”As time passes we grow tired of anything: mountain,
forest, hill. However, you cannot grow tired of a simple image in its hidden architecture,
since all its richness and its entire charm is given not only by the light of an enormous sky
but the shadows of clouds built in the surreal of forever dying and reviving
time”’(Anghelescu, A., 1983: XXIX).

By returning into childhood and feeling, the poet has the revelation of objects
generating images and surprises them as such, applying like no other, the antique principle
ut pictura poesis.

Critics have seldom noted the poet’s preference for the visual:”Ton Pillat is, in
poetry, the painter; since he has plastic and decorative imagination” ( Manolescu, N.,
1987: 215).

This suggestion comes from Nicolae Grigorescu, the penultimate mentors
portrayed in Bdtrdnii: N-ag mai picta cu pensule de par, ci as privi/ln rama lor fireasca
privelistile vii ... / Inchide casa, trage obloanele i vind.../Ne-asteaptd drumuri albe i-o
tard de lumina (Pillat, 1., 11, 1985: 91, Cel din urma)

Objectology, as a branch of poetry uses a method of creation passed for
centuries, based on the substitution of images with the acute-sensorial presentation of
objects generating them: «Nous remontons de I’image a ce qui est a son origine, c’est-a-
dire aux objets sensoriels... Les objets n-ont pas besoins de devenir une image, c’est-a-dire
une figure de style pour jouer un rol en poésie» ( Varga, K., 1967: 559).

A definition of poetry from an objectology point of view was elaborated: «La
belle et noble Poésia... il faut qu’elle représente les objets dans leur verité el leur naivété
toutes pures» (Varga, K., 1967: 559).

The most often used procedure in baroque poetry, diversity in object unity,
represented an important direction in baroque ornamentation. This generated the literary
critics illusion to consider Ion Pillat as a baroque poet par excellence: “’the baroque crisis
of Pillat”; “baroque transformation of Pillat’s poetry”; "whoever doubts the baroque of
our poet”; ,,Pillat-baroquist”( Miclau, P., 1983: 111).

This procedure was resumed with great repercussions in Surrealism, literary
current to which Ion Pillat did not adhere.

Entire poems are composed by crowding objects from one verse to another:Din
bulgarii vin care cu vinete §i verze, / Se-afunda-n zari, departe, un unghi obtuz de berze. /
Am intdlnit o fata cu tufanele-n brate. / Un vanadtor, la iazuri, a tras cu pusca-n rate./ Aud
prin porumbiste chelaldind ogarul. /Loveste rar si ritmic, butoiul gol, dogarul ( Pillat, 1.,
I, 1985: 35, Septembrie).

Discontinuity created by the diversity of objects generates atmosphere, becoming
stronger as the distance between objects increases: carriages with eggplants and cabbage—
obtuse stork angle; girl / arms — hunter /ducks.

Such example of text illustrates the characteristics of objectology, as depicted by
Kibédi Varga: « Dans ce po¢me, les objets surgissent les uns aprés lea autres, sans
précision supplémentaire, presque sans épithétes» ( Varga, K., 1967: 563).
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Regarding language, the poem text comprises mostly nouns (33), whereas verbs
are less than half (15). Objectology does not harvest the epithet: in the analyzed text only
3 adjectives can be found. When using the epithet, in a text of this type, the force of
suggestion that should generate the message is diminished: Padurea arde-n toamnd cu
flacari vegetale / Si plopii urca-n ceruri ca facle rituale; / Si ulmii lui Vergiliu,
eminescianii tei, / Ciresii — rogii focuri, cu foile scantei / De la vanjosul carpen la frageda
feriga... (Pillat, 1, IT, 1985: 58, Asteptandu-i).

For Florica however, Pe Arges in sus, the critic acknowledges the peace of
Vergilian bucolic and the rest of Alecsandri’s pastels, which Pillat got to know later on.

Poems represent nevertheless the mirage of a return, of resizing existence:
”Florica, the cycle of poems which I wrote post-war, is the soul transposition of my
childhood [...]This poem of earth spiritualized in time, of time materialized in memory, is
the direct product of the life I had in childhood” ( Pillat, 1., 2003: 63).

Objects are not only the return of image to its source but have, above all, the
magic role of a time travel, something we can see elsewhere too, not only in poetry.

By describing objects in his grandfather’s chamber, the poem notes: “His
chamber was left unchanged, from the smallest trinket, his horn wood cane, his soft felt
hat and his junker uniform back from Ghica Voda’s time... kept together with my
grandmother’s wedding dress, in a glass cabinet, up to the primitive bathroom with
wooden tub still smelling as walnut leaves”(Papadima, O., 1974: 69-70).

Poetry hardly changes the ceremony of object presentation, introducing only time
perspective: Vad rochia bunicii cu sal si malacov, /| Vad uniforma veche de ,,ofitir” la
moda / Pe cand era el Junker — de mult —sub Ghica Voda... | Si ceasul vechi tot bate, tic-
tic, la poarta vremii (Pillat, 1., 11, 1985: 24, Odaia bunicului).

By reviewing fundamental subjects of the volume Pe Arges in sus (memory — 9
entries; past — 9; grandpa, grandma — 21; dead, grave, death — 13; autumn — 11,
childhood — 7, dream — 5...) we observe that the poet does not stop at objective empathy
level, the building objects by their sensorial features, but they determine the poetlls
existential universe.

First of all, pictorial view lays objects according to spatial perspective.This was
observed by the critics of Ion Pillat: "The poet proves an exquisite pictorial sense in
perceiving nature. Beyond the pictorial aspect, the poet pursues in a landscape the
coherence of a compositional structure[...]Ja dosing an alternation of light and shadow
sourced, usually hidden to the eye.” ( Anghelescu, A., 1983: 30).

It is not a three-dimensional perspective, as in usual painting techniques, but the
summoning of a fourth spatial-temporal dimension that actually involves the purpose of
experiences conveyed by the message (Genette, G., 1978: 143 ).

Although the fundamental themes of the volume could be named nostalgic, the
poet is not a pessimist. He does not wail. The romance of experiences comes from the
theme specifics, excessively cultivated by Romantics, but Pillat realistically reports, as a
life style, without exacerbating soul tensions: I gaze upon old elms, childhood friends
and the my friends today. Such greatness and nobility of plant life to the animal kingdom
[...] Such reconciliation of self, with the sky and with the earth, such creating modesty” (
Pillat, 1., 2003: 94;).

Assaulted by memories and nostalgia, the poet seems to be in the way of spiritual
desolation: In zare cine-nscrie al berzelor triungi?/ In inimi cine-nfige trecutul ca un
junghi? / Vezi Toamna si-amintire — surorile divine — /Cand una ne soseste si cealalta
revine (Pillat, L., 11, 1985: 33, Septembrie).
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A fourth dimension assumes connecting time to space and brings the poet again
in the world of object, the multitude of feelings functioning as therapy for the existential
pain (Dilthey,W., 1977: 204): Zadarnic cred cd vremea cu anii a crescut./ In fiecare
toamna reintru in trecut./ Copilaria-mi toata da buzna la uluci,/Cand sta la poarta cosul
cu struguri i cu nuci (ibidem).

The volume Pe Arges in sus contains lon Pillat’s most beautiful poems:
fnapoiere, Aci sosi pe vremuri, Inscriptii pentru o fantind, Toaca, Rusalii, fndl,tarea,
Hanul cu rdandunici, Toamnd la Florica, Toamna la Miorcani...

They are representative not only for the poet’s creation, but for Romanian Poetry
Traditionalism, in general: ”The Poet that most clearly embodies Traditionalism here is, of
course, lon Pillat, even though along his literary production he tried everything” (
Manolescu, N., 1987: 214).

They are a measure of poetic talent of their creator, creating, along with the
other, a representative topos of the Romanian poetry universe.

Concluding, Pillat ’s literary creation keeps in the structure of the poetry he
wrote a constant balance between tradition and modernity, in each volume presenting the
relation between new and old from different perspectives, in a poetic journey of over forty
years of sustained search, experiments, with social, human and cultural transformations,
associations of words in their purest forms, proving that the way Pillat created his poetry
made him worthy to be placed together with well known universal modern poets, but at
the same time finding his well deserved place next to the national traditional poets of all
times.
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L’IMAGINAIRE CHEZ HORIA VINTILA"

Abstract: God Was Born in Exile is written in the form of a personal journal — the
chronicle of Ovid’s exile in Tomis. The novel’s objective is to offer an exemplary model of the
ideal spiritual development of the exiled artist. Vintila Horia's imaginary worlds thus reveal their
function of “alternative realities, ”’; they are reflections of the poet’s interior universe.

Keywords: imagination, exile, spiritual.

La science de ’imaginaire a été fondée au XX ¢éme siécle, par les efforts de
Mircea Eliade, Gilbert Durand, Charles Mauron et autres. ,,Imaginarul este activitatea
psihica producatoare de imagini prin traversarea a doud sau a mai multor nivele de
Realitate.” (Basarab Nicolescu, 2006)

Je me propose a réaliser une étude concernant les différents formes de
I’imaginaire dans 1’oeuvre de Vintild Horia.

L'imaginaire peut étre défini comme la production des images, de visions d'un
individu, pour exprimer sa facon de concevoir sa relation au monde. Sur le plan
individuel, l'imaginaire représente la subjectivité de la personne. La démarche
psychanalytique et sa technique de libre association représente une des voies
d'investigation de I'imaginaire personnel.

Vintild Horia est un grand écrivain roumain qui a quitté le pays natal et il
s’installe a I’étranger. Il est I’unique écrivain roumain qui a recu le Prix Goncourt pour
son roman Dieu est né en exil.

Dans le roman Dieu est né en exil il y a deux lieux qui ont la valeur d’un
archétype. Le premier lieu est Valahia qui est un espace insulaire de la forét. La forét
représente un symbole de la liberté, de la résistance devant les envahisseurs, mais un
espace ¢édenien de I’enfance. Venetia, le deuxiéme lieu, «un territoire fabuleux d’un
monde libre» et aussi Venetia est une représentation de la liberté et de la culture.

« Je n’ai jamais oublié pourtant ces pages cachées, mais j’ai vécu avec émotion
I’espoir du retour et ce sentiment d’orgueil extérieur m’a empéché d’étre juste
envers moi-méme, c¢’est-a-dire de reconnaitre la vérité et de I’écrire. Pendant de
longs mois, je lui ai préféré le mensonge, I’ancien, le fideéle, le familier
mensonge. Revenir a la réalité que je me suis obligé de dire dans ces pages,
c’elt ét¢é me donner pour vaincu, accepter le désespoir avec stoicisme et
renoncer a ’illusion du retour, pour consacrer de nouveau mon attention aux
personnages et aux faits réels qui m’entourent, & ma vie telle que le destin I’a
voulue. » (Vintila Horia, 1960: 85)

L’auteur situe la discussion entre les limites de la vérité et de I’imaginaire, de
I’histoire et du mythe. Dans son oeuvre on peut retrouver un profond traditionalisme :

«Pendant des années de suite j'ai assez souvent révé de la maison d'Aldeshti, en
Moldavie, ou j'ai passé une partiec de mon enfance. C'est 12 que mon ame s'est
formée et c'est ce paysage qui a engendré mon four a images, mon horizon et
mon style, les modelant en méme temps a la mesure de mes instincts. C'est la
que j'ai commencé a lire et que j'ai vu pour la premiére fois un mort. C'est 1a

! Madalina-Violeta Dirmind, Université de Pitesti, mada_violeta 87@yahoo.com
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que j'ai appris a aimer. La nature ne connait pas de demi-mesure. Seul 'homme
de la ville est incomplet, je veux dire unilatéral, donc invalide. Le paysan est un
tout, dés son enfance. Le paysan du Danube surtout... » (Vintila Horia, 1966:
19)

Dans le roman Dieu est né en exil, Ovidiu se trouve dans une grotte et il a la
révélation du dieu unique, aprés qu’il a une conversation avec un prétre dace:

,,a pus sa i se construiasca o Incapere subterana si insotit de plansetele numerosilor sai
prieteni s-a lasat ingropat de viu. Dar dupa trei ani de moarte reveni la viata, plin de
intelepciunea pe care o dobandise In timpul indelungatei sale célatorii in lumea de
dincolo”. (Vintila, Horia, 1990: 99)

L’auteur choisit un discours fantastique. Ce type de discours lui offre la
possibilité d’avoir acces aux modalités d’expression narrative.

L’auteur a une relation avec le temps, ainsi on peut parler d’un imaginaire
personnel (Georgeta Orian, 2008: 113). Il utilise un imaginaire affectif, il nous présente
I’image de sa mére, la description est réalisée conformément aux détails biographiques.
Cette image devient un personnage, un repére identitaire, un symbole de son imaginaire
personnel:

»Mama mea se ageza, frantd dupd o zi intreagd de robotit, in fata cuptorului
incins, cu mainile odihnindu-i-se in poald. Tocmai pusese la copt o duzinad buna
de painite rotunde, sculptate de mainile-i minunate ce insufleteau deindata tot
ce atingeau. Miscdrile lor erau dibace, armonioase, iuti, savarsind parca un
ritual milenar. Coca ii tasnea printre degete, ca izvorand din ele, se transforma
in ondulatii, in moi forme parfumate si, intr-o clipitd, deveneau painite si luau
loc cuminti langa celelalte. Apoi se faceau nevazute una dupa alta in valvataia
focului datator de viata ultima si de inteles uman.[...] Si astfel intrega casa era
populata cu imaginatia sa, pentru ca tot ce atingea devenea arta, artda domestica
desigur, broderii, cearceafuri, haine, veste de lana, basmale inflorate, inflorituri
cu arnici, turte si prajiturele de Craciun, totul purta pecetea geniului ei creator.”
(Vintild, Horia, 1994: 23-24)

L’imaginaire représente une dépassement de la limite de la connaissance
expérimentale, les personnages imaginaires deviennent des personnages avec une
existence individuelle (Horia Vintild, 1999: 8). Le territoire de I’imaginaire aspire vers
I’infini. Il apparait partout comme le double immatériel d’un monde concret. 11 marque
nos liens avec ['univers, le temps et 1’espace. L’imaginaire actualise les images
primordiales inscrites dans 1’inconscient.

L’image va actualiser I’imaginaire par son caractére de médiation, qui ne le
met en relief suffisamment:

«...] quand je parle d’image je n’entends pas la simple copie psychique de
I’objet externe, mais une sorte de représentation immédiate, bien décrite par le
langage poétique, phénomeéne imaginatif qui n’a, avec la perception des objets,
que des rapports indirects; produit plutot de D’activité imaginative de
I’inconscient, elle se manifeste a la conscience de maniére plus ou moins subite
comme une vision, ou une hallucination, sans en avoir le caractére
pathologique [...]» (C. G. Jung, 1997: 453)
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Dans le discours individuel, entre [ imaginaire politique — historique et identité /
altérité se produit une cohésion au niveau psychique, affectif, émotionnel, un drame qui
ne peut pas étre dépassé. Radu — Negru n’est pas ancré dans le groupe de
I’appartenance. Il y a un ,,Autre’’ dans I’intérieur du groupe (le traitre Dragomir), mais
I’autre de I’extérieur est représenté par les turcs qui refusent donner de I’aide. On parle
du complexe de la citadelle bloquée, le mythe de I’identité, qui doit étre conservé. On
produit une fusion de I’imaginaire politique — historique avec I’imaginaire de I’identité /
d’altérité, un événement produit par un trauma complexe.

La structure mythique est complexe. Nous allons nous attarder sur le concept
de vérité qu’elle modéle et sur la vision spatio-temporelle qu’elle germe dans
I’imaginaire de I’exilé roumain.

Le conte met en discussion les limites entre la réalité et la fiction que la
narration rend fluides. L auteur utilise le procédée de la mise en abyme, car 1’histoire
d’Artémis est intégrée dans le conte d’Ovide et qui a, dans le texte de Vintila Horia, le
statut d’un souvenir.

Ces stéréotypes donnent I’impression que l’auteur sait vraiment de quoi il
parle, le texte a un air de véridicité. La marque typique de ce genre de clichés est le
pronom «onx» qui pose 1’action sous le signe d’une prétendue certitude.

«On I’adore comme dieu, mais personne ne 1’aime» (Vintila Horia, 1960:17)
«On ne peut se fier a rien dans ce pays» (Vintila Horia, 1960: 34)

«Ce pays se trouve, comment dirais-je, au centre du monde» (Vintila Horia,
1960: 250)

Les oeuvres Despre moartea imposibila a lui Viadimir Noaptes et

Aventura sub lund se font remarquer par I’imaginaire. Le théme du dédoublement
nous présente que ’homme n’existe pas non seulement comme un étre matériel, mais
comme un étre spirituel:

,,alaturi de mine rasarise celdlalt, personajul care intruchipa trecutul meu si care
traia acum o viatd independenta alaturi de mine, mereu aldturi mereu prezent, ca o
cumplitd remugcare. Existam deodata in doua fiinte. In mine, care eram un om din
care lipsea ceva, si in Vladimir Noaptes, care purta in el ceea ce nu mai aveam eu
si-i lipsea ceea ce eu ndddjduiam sa am, adica viitorul meu [...].” (ibidem: 8).

Dans Les impossibles (1962) apparait le leitmotiv des « racines coupées », qui
représente ’homme qui a coupé ses liens avec son milieu originaire, 1’enfance, la
nature. Le personnage du roman Les Impossibles est un personnage avec les pieds
amputés. Il s’imagine que le personnage a la condition d’un animal, I’homme doit
essayer survivre dans les conditions d’une nouvelle époque qui n’apporte pas quelque
chose du bon:

«Nous étions plusieurs milliers de jeunes gens de toute 1’Europe, Espagnols,
Frangais, Allemands, Italiens, Hongrois et Roumains, tout ce qu’il avait de mieux
en ce temps, je veux dire tous ceux qui avaient combattu le communisme avec foi
et courage. [...] On ne mangeait presque rien, on ne fumait pas, on ne dormait
presque pas, on ne faisait pas I’amour, mais on continuer a vivre, je ne sais pas
comment ni pourquoi. La seule force intacte en nous était 1’espoir. On dormait sur
I’espoir et on en mangeait, comme des vaches sur la paille. Quand les vaches ont
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faim, en hiver, et le bon foin fini, elles mangent la paille sur laquelle elles
couchent. Cette paille était pour nous I’espoi cotidien.» (Vintila Horia, 1963: 80)

Le roman Une femme pour ’Apocalypse présente la rupture de 1’individu avec
son milieu d’origine. Il est un roman d’amour, un vrai poéme en prose.

La narration est faite a la premiére personne, mais le premier paragraphe du
roman est présentée a la troisiéme personne par le narrateur omniscient. L’auteur nous
présente Blanca, le personnage principal, qui hésite dans le choix des tons et des
couleurs:

,Couverte de boue et peut-étre de larmes, (je dois me décider, je dois m’arréter),
elle se décide brusquement. [...] La fumée couvre le village, 1’engouffre,
I’¢loigne, le sépare du chateau et de sa colline, happes vers le haut par le ciel
avide de tourbillons et de cris, disparus pour toujours. L’homme lui fait face,
surpris par cet arrét qui lui impose une décision. Je vais lui crever les yeux de mes
ongles pointus s’il veut de mon corps, je vais le laisser faire s’il leve puis laisse
tomber sur moi son sabre de lune. Mourir devient aussi désirable qu’aimer.”” (V.
Horia, 1968 : 11)

Vintild Horia est un écrivain exilé, il a eu une carriére a 1’étranger. Il a écrit des
oeuvres en roumain, en frangais, en italien, en espagnole. Ainsi on peut parler d’un
imaginaire politique:

,Mitologia celuilalt oferda propagandei politice un instrument de nepretuit. O data
ce din istorie se poate alege orice, imaginarul istoric devine suport al
dezinformarii si manipularii. Fiecare natie isi are stocul sau de prieteni traditionali
si de dusmani, iar acesta poate fi revizuit in functie de circumstante. [...] Mitul
conspiratiei reprezintd una din figurile cele mai comune ale imaginarului istorico-
politic. il intalnim, evident, si la roméni, si chiar in forme agravate, dat fiind
amintitul complex de cetate asediata. [...] «Complotul impotriva Roméaniei» pare
un dat al istoriei: este crucea pe care trebuie sd o purtdm.”’ (Lucian Boia, 1997:
205-209)

R. Girardet parle de 1’origine de /'imaginaire politique: ,,Imaginarul politic se
dezvoltd, in genere, intr-un climat de vacuitate sociald, este instrumentul recuceririi
unei identitdti compromise.’” (R. Girardet, 1986: 180-181) La collectivité (la société)
projete I’angoisse dans cet espace, elle présente les crises les plus profondes, les
déséquilibres sociales.

Le roman Journal d'un paysan du Danube est un journal-bilan que Vintila
Horia rédige de novembre 1964 a novembre 1965. Daniel Florin Predoiu présente une
définition du roman de Vintila Horia, une biographie intéressante:

«Intime dans la mesure ou il retrace un destin - celui de l'auteur - a travers les

souvenirs, les réves, les rencontres ou les voyages de celui-ci, publique dans la

mesure ou il sera publié tout de suite apres la fin de sa rédaction, ce journal

philosophique consacré a une minuticuse investigation de soi, évoque

merveilleusement - sous forme de flash successifs - les étapes cruciales qui ont
€

mené un important écrivain roumain du XX siecle vers une brutale et
troublante révélation, celle de la Vérité. L'ensemble de toutes ces étapes
s'articule organiquement dans une longue quéte identitaire, a la fin de laquelle
le « paysan » du Bas-Danube exilé a Madrid, en Espagne, se dira réconcilié
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avec la Vie. C'est sur ce compliqué parcours identitaire que le présent chapitre
se concentrera, pas avant d'esquisser - dans ses grandes lignes - la biographie
roumaine de Vintila Horia, une démarche nécessaire, selon nous, car « les
années roumaines » de celui-ci vont peser lourdement sur son évolution
intellectuelle ultérieure.» (Daniel Florin Predoiu, 2007: 63)

L’auteur s’imagine une forét personnifiée dans une harmonie, dans un paysage
romantique:

,Flori cregteau pe sub frunzele uscate, poate niste violete, si aerul era inmiresmat
de ele. Aproape ca se putea auzi cum inmugureau frunzele proaspete pe varfurile
crengilor si unzgomot de ape indepértate ajungeau pana la el, un parau sau poate
seva care urca de pretutindeni la intdia chemare a caldurii.” (Horia, Vintila, 1991:
12)

En conclusion, I’imaginaire dans ’oeuvre de Vintila Horia a plusieurs
«visages»: l'imaginaire affectif, personnel, politique. Son oeuvre est trés complexe et
I’imaginaire symbolique nous dévoile un esprit aristocratique, traditionaliste, sans étre
ostentatoire.
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WASTELAND -IMAGINARY CHRONOTOPE IN THE WORK
OF IOAN ALEXANDRU’

Abstract: In loan Alexandru's work we can often note imaginary structures that go
beyond the mere activation of those common topoi and create magnificent complexes amazing by
the grand construction, the insistence on details besides the overview, the transition from pagan
mythological motifs to Christian symbols. This rhetoric is especially evident in the poems in
which the wasteland motif is used and ambiguity joins clarity, just as much as the imaginary joins
mimesis.

Key words: loan, Alexandru, wasteland.

The work of Ioan Alexandru deals with various themes such as the childhood
in the patriarchal environment of the native village or cosmogony, all being centred on
two key coordinates: millenary tradition and Christianity.

Emphasis should be given to the fact that in view of the religious feeling the
poet’s work may be divided in two periods: the period of the secular poetry that
corresponds to the first three volumes, and the period of Christian poetry, and between
these two periods the volume Vamile pustiei (The Wasteland Customs), the title of this
volume being reminiscent of the Christian tradition of the IV" century B.Ch.

The poetic discourse of this volume focuses on the Wasteland” motif, that is
seen in different perspectives, a significant poem (What is the Wasteland?) being the
one that attempts at outlining this space and begins precisely by asking ,,what is the
Wasteland?”, hubris-question as it unleashes the force of nature (,,What is the
Wasteland/ The poet has asked/ The thunder in the mid of the night/ And by lightning
the thunder answered”3). The answer has elegiac notes because defining this space
means secrecy and abandonment, it is thus a topos of mythification placed between the
Spring signifying dynamism and becoming and the Sea — symbol of motionlessness and
of origins (,,Oh, alas the Wasteland! — parchment of the skies/ Outstretched between
Spring and Sea/ The rivers flowing underneath/ Full of secrets and abandonment”4).

The Wasteland also has characteristics that remind of the ancient myth of Sisif
with the difference that the movement is not the effort to push up the stone, but the
effort to overcome the daily difficulties symbolised by millstones (,,We are built on the
Great Spring/ That up and down always runs/ The Wasteland lies between us and it/
With the huge millstones” ). Evocation of a character from the ancient Greek
mythology besides Christian symbols is characteristic of loan Alexandru’s whole work,
starting with this volume.

Wasteland Customs means, in the context of loan Alexandru’s poetry, an
attempt to reduce the world to essence as well as a meditation on the human

! Floricel Marin, University of Pitesti, mariandusu@yahoo.com

2 George Alboiu argues that in this volume ,the poet suddenly adopts the idea of wasteland,
aiming at achieving a concept-metaphor” (Alboiu, George, 1979: 104).

3 ,Ce este Pustia/ Poetul a intrebat/ De tunet intr-un miez de noapte/ Si tunetul cu trisnet a
raspuns”.

<0, vai Pustia! — pergament ceresc/ Intins intre Izvor si Mare/ Sub care fluviile umbla dedesubt/
Pline de taina si de renuntare”.

> “Suntem claditi pe Marele Izvor/ Ce urci-ntruna si coboard/ Pustia se intinde intre noi si el/ Cu
uriage pietrele-i de moara”.
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condition. Oedipus, Sisyphus and Job, three stances of the human in the previous
. . 1 . .
volumes meet here in a common experience (Alexiu, Lucian, 1977: 45).

Another characteristic of the Wasteland is ubiquity, as it overwhelms the
matter, the space by its magnitude (,,The Poet and the Wasteland, brothers forever/ Set
out in search through the Wasteland/ Their mother is the Wasteland and embarked are
they/ On a ship stuck in the Wasteland”z). By the Poet’s incorporation in this space, as
the lines quoted above suggest, the Wasteland acquires the attributes of a topos of
creation. However if the creation referred to in these lines is literary, in another poem,
Marea Moarta (The Dead Sea), the Wasteland is crossed by anchorites whose creation
is spiritual and is formed of the deeds of faith gathered in the jug wetting the divine tree:
,»The anchorites of the East lining up in the Wasteland/ Pass a jug from hand to hand/ In
which the Dead Sea is closed/ under the burning sun//[...]//In the middle of the
Wasteland a tree/ That feeds on the dead water/ Coming from the edges of the world/

And even farther™. Thus the poet and the anchorites coinhabit the Wasteland, both
poetry and the Christian belief having as foundations love, as loan Alexandru himself
argues in an interview in 1976:

Poetry is call and ministration. It originates from love. Love is the empress of all
virtues; by love the man knows deeply the most terrible, often unspeakable, beauties and
realities. Fruit of the joy of love is poetry, a state of grace and celebration even in
suffering (Corbea, Florescu, 1976: 10).

A striking characteristic of this volume is the plasticity of the Wasteland
acquired by the force given to this word by the poet. This force is achieved by the
various roles in which the Wasteland appears in the poet’s discourse.

Thus the Wasteland is sludgy as in Uncreated Light (Lumina necreatd) the
mud being an obstacle to crusaders, or in The Ascension (Ascensiunea) in which the
atmosphere itself becomes thick (,,And this darkness is suffocating as never felt/ Such a
cerement over the world endlessly spread and thick”4). A higher step of the Wasteland
materiality is its capacity of incorporating the mineral, of dominating even the stone as
in What is the Wasteland?, where, as mentioned above, the being is nullified being
ground in ,,the huge Millstones”.

Fire is another element associated with the symbol of the Wasteland (Ego sum
via), however being evoked for its purifying function (,,The path is lost. The cries have
darkened it/ Until this fire angle came from the Wasteland/ And laid foundations in the

middle of the crossroads”s), the association with the Christian symbols being obvious,

U Vamile pustiei, Inseamnd, in contextul poeziei lui loan Alexandru, o incercare de reducere a
lumii la esente si o meditatie asupra conditiei existentiale a omului. Oedip, Sisif si lov, trei
ipostaze ale umanului in volumele anterioare, se intdlnesc, aici, intr-o experientd comuna”.

2 Poetul si Pustia, pururi frati/ Porniti in ciutare prin Pustie/ Maica lor ¢ Pustia si ei sunt
imbarcati/ Pe-o nava-mpotmolita in Pustie”.

? Ascetii Rasaritului insirati in Pustie/ Isi dau din mani-n mana un urcior/ in care Marea Moarta-
i inchisd/ sub soarele dogorator//[...]// In miezul Pustiei e un copac/ Ce se hrineste cu apele
moarte/ Care vin de pe margini de lumi/ Si mai de departe”.

* “Sj bezna asta-i inddugitoare cum nu s-a mai vazut/ Un astfel de lintoliu peste lume latit si gros
la nesfarsit”.

3 Calea se pierdu. Strigitele o innegurard/ Pana cand veni acest unghi de foc din Pustie/ Si se
intemeie In miezul raspantiilor”.
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because the phrase ,,angle of fire” reminds of the phrase ,.the stone that is the head of
the corner” of which Christ speaks before the scholars and pharisees, other elements
such as the ,,stag”, and the ,,Groom” is found in next verses (,,No going up or down any
longer/ Nobody knows what has been/ Near the springs the stag brought down becomes
a golden ring/ On the Grooms’s writing”l).

The relationship between the Wasteland and fire is also present in the poem
The Dead Sea where the ,,core of the Wasteland” (,,When in the core of the Wasteland
the jug/ is emptied and sent back”) reminds of the ,,fire core” occurring in some poems
of Toan Alexandru, of which we shall only quote Ascensiune (Ascension) (,,The voyage
of yours/ And not of somebody else, your road across big waters, / To that fire core”z),
both expressions metaphorically veiling the idea of divinity whose first attribute is
universal harmony yearned for by those initiated by transcension.

The Wasteland is also anthropomorphic as sight is assigned thereto and thus it
watches over the rivers (,,The eye of the Wasteland watches/ Eternal lights coming
down/ Below the midday ﬁre”3), this attribute being associated with the symbolism of
fire.

The poem ,,Black Butterflies” is another important poem of this volume, being
structured in two parts and crossed by antonymies, the ,coincidentia oppositorum”
motif being employed at large. Thus we find out that ,,in the Wasteland everything
stays, in the Wasteland/ Everything becomes. There is no beginning, nor end”*, thus it is
a space of becoming but also of standing stone-still, which gives it the status of
uncreated. In this space the ontological liminality is cancelled by the impossibility of
birth and of death (,,In the Wasteland nothing can be born/ In the Wasteland nothing can
die/ What it is will remain forever/ Everything is closed and forgotten”s). The presence
of the Wasteland may be a catastrophe, but its absence is a sorrowful lack for ,the
people to which it was given”.

The Wasteland is obviously a mytheme of Ioan Alexandru’s poetry,
symbolising by the particularities identified above a space beyond the daily, a
chronotope different from that of the contingent humanity, an additional defining
attribute being that it is inhabited by “the anchorites of the East” (The Dead Sea), those
fathers of the Christian belief, living in the first centuries after Christ in seclusion, far
from the world, movingly invoked by the poet in the referred poem by the significances
acquired by the text. Thus we find out that the ,,anchorites of the East lining up in the
Wasteland/ Pass a jug from hand to hand/ In which the Dead Sea is closed/ Under the
burning sun”, the Wasteland being thus crossed by a line of anchorites passing their
good deeds one from another, such passing can be placed in the paradigm of Christ
archetype. The Dead Sea evokes the episode when Moses liberated the Jews from the
Egyptian bondage, the crossing of the Sea during the exodus being the prefiguration of
the Christian baptism. By such occurrence loan Alexandru sets a relation between the
liberation of the Jew people and the saints’ fight for liberating manhood from the
slavery of sin permanently under the threat of the burning temptation.

! De acum nu se mai urca nici coboard/ Nu mai stie nimeni ce-a fost/ Langi izvoare doborét
cerbul devine inel de aur/ Pe inscriptia Mirelui”.

2 «Calatoria ta/ Si nu a altuia, drumul tiu peste apele mari,/ Spre miezul acela de foc”.

3 ,,Ochiul Pustiei vegheaza/ Lumini eterne coborand/ Pe dedesubt din focul din amiaza”.

4 ,.in Pustie totul std, in Pustie/ Totul devine. Nu exista inceput si sfarsit”.

> in Pustie nu se poate naste nimic/ in Pustie nu poate muri nimic/ Ce este va ramane in

eternitate/ Totul e-nchis si ldsat in uitare”.
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We should also emphasise that the Wasteland symbol is constructed not only
on the visual, but also on the hearing level, by the roars which accompany it in Joy
(,,behind howls the wasteland”l) or in Ascension (,,To roar the large wastelands coming
here laying waste”z).
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! indarat urld pustia”.
2 ,.5a urle marile pustiuri ce vin Incoace pustiind”.
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LE MYTHE DE L'IMMORTALITE ET DE LA JOUVENCE DANS
LA NOUVELLE LA JEUNESSE SANS LA JEUNESSE DE MIRCEA
ELIADE!

Abstract: The myth of immortality and of the youth without death in Mircea Eliade’s
short story Tinerete fara de tinereteThe purpose of this article is to analyse this particular myth in
the Romanian’s writer short story. This work belongs to his late creative period and deals with a
metaphysical kind of fantastic having an experimental character. Symbols and themes that he
loves are to be found in this exceptional literary work: going back in time, the origins of the
language, the memory and the hypermnesia, the problem of man’s identity, death and
resurrection and the eternal rebirth.

Key-words: youth, fantastic, memory

Nous nous proposons de suivre les mythes de I’immortalité et de la jouvence
dans une des nouvelles d’Eliade écrite en 1976 et traduite par Alain Paruit sous le titre
Le Temps d’un centenaire. Cette traduction a été publiée en 1980, mais nous n’en avons
malheureusement pas disposé, étant obligée de traduire nous-mémes les fragments cités
du texte.

La nouvelle est inspirée du conte populaire roumain Jeunesse sans vieillesse et
vie sans mort et fait partic de la derniére période de création de Mircea Eliade ou
I’écrivain pratique une formule de fantastique a caractére expérimental. Nous y
retrouvons des éléments du conte populaire roumain, des mythes et des symboles chers
a ’oeuvre scientifique d’Eliade, un élément SF (la jeunesse donnée par la décharge
d’¢électricité) et des thémes de méditation sur le langage et son origine, sur I’origine des
langues, sur I’identité et sur le mystére existentiel.

La nouvelle se constitue en un texte présentant des valences métaphysiques
multiples, des méditations profondes et complexes sur I’immortalité, une formule de
fantastique métaphysique mélé a cet élément SF, mais aussi a des aspects de roman
d’amour, d’espionnage et d’intrigue policiére. Le texte frémit d’ambitions intellectuelles
et philosophiques et transpose en des formules inédites, de grande fraicheur et
désinvolture, les grands thémes de 1’ocuvre théorique dans une narration fascinante par
I’histoire parsemée de débats qui sollicitent beaucoup I’attention du lecteur, par sa
texture labyrinthique, mais aussi par ’invitation ou méme le défi de celui-ci a une
lecture de type herméneutique. Comme dans un mirage, nous pénétrons dans un
labyrinthe d’histoires étranges, parsemé de signes et de symboles ou les sens se
dévoilent et s’occultent a la fois dans une narration envottante qui traite des grands
thémes de I’oeuvre d'Eliade tels le temps historique et I’immortalité, la sortie du temps,
I’amour et la mort, la jouvence et 'immortalité, ’amnésie et la mémoire, I’anamnése et
I’hypermnésie, 1’identité existentielle et la jeunesse de 1’esprit, la mort et la renaissance,
1"éternel retour aux origines.

Le texte se caractérise par une grande abondance fictionnelle qui semble
inépuisable, le narrateur passe avec aisance d’un théme et d’un sujet a 1’autre, ouvrant
tout le temps de nouvelles pistes d’interprétation, faisant proliférer les héros et usant de
la technique du dédoublement qui permet aux protagonistes de retrouver leur moi
profond et leur étre astral.

! Rodica Maria Fofiu, Université « Lucian Blaga », Sibiu, rfofiu@yahoo.com
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L’impression générale du lecteur est que, dans cette nouvelle, comme dans
toutes les nouvelles fantastiques de cette période de création, Eliade expérimente,
donnant libre cours a I’imagination qui est pour lui la grande source de la narration,
étant appelée « la fille de la mythologie »: « la littérature orale ou écrite est la fille de la
mythologie et elle a hérité certaines fonctions de celles-ci: raconter des histoires,
raconter quelque chose de significatif qui se soit passé dans le monde » (Mircea Eliade,
M., 1978 :48)

Les grandes sources du fantastique chez Mircea Eliade sont la théorie du sacré
camouflé dans le profane et la persistance du mythe dans la vie de I’homme désacralisé.
L’imagination et le sacré sont les plus importantes racines de 1’action humaine et la
rencontre du miracle méconnaissable donne a I’homme la chance de se connecter au
temps mythique, au Grand Temps, en récupérant par cela méme la cohérence et
I’harmonie perdues. Pour Eliade, le mythe est la voie royale de la littérature et I’homme
désacralisé porte des mythes sans le savoir : se rapporter au mythe est une condition
pour retrouver les sens et pour unifier les niveaux du réel par I'intermédiaire des
systtmes de signes et des hiérophanies, tout comme Eliade le précise dans ses
Mémoires : « 1l y a encore un aspect de mon activité qui devrait étre explicité c’est a
dire : la tendance d’intégrer (de totaliser) tous les niveaux de connaissance (théorique,
psychologique, littéraire, historiographique etc.). Je crois que ’homme contemporain et
surtout I’homme de demain — sera obligé d’intégrer la connaissance logico-rationnelle et
celle symbolique et poétique ». (Eliade, M., 1988 : 227.)

La Jeunesse sans la jeunesse projette la narration sur deux plans incidents : le
temps réel et le réve (mélé aussi a la réverie), le temps historique et le Grand Temps, le
fantastique semblant étre le ressort qui permet les jeux du temps, la conjonction entre le
temps historique et 1’éternité, la jouvence étant possible par I'immense décharge
d’énergie donnée par la foudre. La conjonction du temps historique et fantastique
permet la rencontre du double comme matrice primordiale, connectée a 1’éternité, au
Grand Temps. Dans cette perspective, la nouvelle devrait étre lue comme une fable
métaphysique et une nouvelle fantastico-mythologique sur le temps et I’immortalité, sur
la renaissance, sur la force de I’esprit et sur I’importance cruciale de la mémoire pour le
destin de I’humanité. Le mythe, le symbole et le sacré y regoivent un traitement
fantastique, le fantastique assumant la fonction de vecteur de la fiction et de « support »
du métaphysique et du spirituel, incitant a la réflexion sur les grandes interrogations et
intuitions de I’homme : le temps, la transmigration de 1’ame, les origines de la
conscience, du langage et des langues, le dédoublement de la personnalité, I’intrusion
brutale du miracle dans les cadres de la vie quotidienne. Le message du texte est que,
par le mythe, ’homme peut se connecter au Temps originaire, primordial ou fusionnent
le temps de la conscience individuelle, le temps historique et le temps de la mort.
Raconter signifie pour Eliade relater les grandes histoires narrées par les mythes, le
conte tenant de 1'essence méme de la condition humaine, de la maniére de ’homme
d’exister dans le monde et ayant la force de le protéger de la « terreur de I’histoire ».
Raconter ne signifie en réalité que survivre, remplir le vide laissé par 1'amnésie
historique de 1"homme.

Le professeur septuagénaire de langues classiques Dominique Matei, originaire
de Piatra Neamt, effrayé par le sénescence et hanté par le sentiment d’étre raté pour ne
pas avoir réussi a achever son ceuvre sur 1’origine du langage, désespéré aussi a cause de
la perte de son amour unique Laura, part pour Bucarest avec ’intention de se suicider.
Frappé par la foudre dans la proximité de la Gare du Nord dans un orage déclenché de
manicre intempestive, le héros est hospitalisé sans chances et rajeunit en prenant 1’allure
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d’un homme de moins de 40 ans. Le fait produit de la stupeur dans le monde
scientifique, le héros est poursuivi par la police politique et ensuite par des espions
allemands, s’évade avec la complicité des médecins roumains qui I’aident a échapper au
Gestapo et aussi & ’imminence des recherches a faire sur lui liées a la thése du
rajeunissement par 1’électricité appartenant au médecin nazi Rudolf. Dominique s’enfuit
en Suisse, change d’identité, se cache tout le temps et découvre avoir des capacités
surhumaines : il connait des langues qu’il n’a jamais apprises, expérimente une espece
d’agrandissement de toutes ses capacités mentales et sensorielles et rencontre Véronique
(avatar de Laura) dont I’expérience lui confirme comme dans un « négatif»
photographique la régénération par 1’¢électricité, non dans le sens d’un rajeunissement
biologique, mais dans celui de la régression temporelle, dans ce cas. Véronique
rencontre elle-méme un avatar ancestral dans la personne de la princesse hindoue
Rupini, elle parle sanscrit comme celle-ci autrefois et continue de régresser plus
profondément encore jusqu'a un stage préhumain du langage. La proximité de
Dominique la fait vieillir, la solution étant le renoncement a I’amour par le sacrifice.

Le périple du héros continue, il rencontre toutes sortes de personnages bizarres
tel le comte de Saint-Germain qui le consulte par rapport a ce que devrait contenir
I’arche (la réplique postmoderne de 1’arche de No¢). Il est découvert par un journaliste
américain Ted Jones Junior qui lui parle du roman Jouvence par [’électricité qui traite
justement 1’aventure de Dominique. Il rencontre un étre pareil a lui, Colomban, qui
déclare étre condamné a vivre 100 ans, tout le temps préoccupé par la question : qu ‘est-
ce qu’on fait avec le temps ? C’est toujours lui qui parle 8 Dominique de la foudre qui
avait frappé un chéne au jour méme ou celui-ci comptait 100 ans. Le chéne est, parait-il,
le double végétal de Dominique et la foudre qui tombe sur lui est pour le héros
I’anticipation de la mort proche. Colomban qui est lui aussi un mutant croit a
I’eschatologie de 1’¢lectricité comme reconstruction de la civilisation posthistorique et
comme chance de salut de la mémoire dans 1’éventualité de la destruction. Aprées avoir
fété son centenaire, Dominique est attiré par les images de I’album de famille dans
lequel il trouve, toute fraiche, récemment cueillie, la troisiéme rose, la rose mauve qui
suscite en lui la nostalgie des origines et de son lieu de naissance. Il revient a Piatra
Neamt (de 1968 il retourne en 1938, c’est a dire a quelques mois apres 1’incident), relate
au café Select des événements qui n’ont pas encore eu lieu, s’en retire solitaire et le
lendemain on découvre dans la neige un homme trés vieux dont les papiers attestent
qu’il s’appelle Martin Audrincourt né en Honduras en 1939.

C’est le mythe de I'immortalité qui relie d'abord la nouvelle au conte
populaire Tinerete fara batranete si viata fara de moarte. Dans les deux textes, le mythe
subit des traitements différents qui gardent cependant une certaine similarité. Le conte
en question occupe une place a part dans le folklore roumain, exprimant la fagon
particuliere des Roumains de se rapporter au temps et a I’éternité, a la vie et a la mort,
de comprendre le lieu et le role de I’homme dans le monde. Le conte reprend le théme
de ’empereur sans enfants dont 1’héritier tant désiré ne veut venir au monde avant
qu’on ne lui promette la jeunesse éternelle. Comme personne ne peut la lui donner, il
part a la quéte de celle-ci, il traverse des épreuves, arrive dans la Vallée des Pleurs, mais
est envahi par la nostalgie des parents et des lieux d'enfance. Cette nostalgie n’est que
la dominante de la nature humaine et, par conséquent, elle entraine le retour a la
condition humaine. Revenu chez soi, il ne reconnait plus les licux, vieillit subitement et
meurt. Dans le conte, I’appel de la jeunesse éternelle correspond a la grande épreuve, au
départ pour le grand voyage, a I’affrontement de la limite et a la nostalgie de 1’état
paradisiaque. Le retour du prince aux lieux d’origine s'explique par le fait que : « nous
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possédons les vérités ultimes, et nous avons besoin d’un lieu pour les révéler. Celui qui
retourne pour mourir chez soi est en possession de cette vérité unique, non -révélée » (
Alui Gheorghe, A., 2004 : 92).

Comme Doina Rusti le précise, dans le conte populaire : « la jeunesse éternelle
symbolise le refus de 1’étre d’entrer sous la pression de I’histoire et d exister entre des
limites. Si, dans les mentalités d’autres peuples, 1’accés a I'immortalité est déterminé
par des épreuves héroiques et spirituelles, dans la vision roumaine, il n'y a qu’une voie:
le refus de descendre dans le temps fragmentaire; C’est pour cela que le prince ne veut
pas venir au monde pour vieillir, il rejette I’évolution et la fuite du temps non au profit
de la jeunesse comme état de grace, mais au profit de ’harmonie du paradis » (Rusti,
D.,2001 : 163). La jouvence suppose, comme ’affirme le méme critique « le retour a la
condition paradisiaque ou I’intuition de la sortie du monde infernal, la reprise de gestes
archétypaux, I’existence ancrée au noyau de la vie générale et le fait d'ignorer le
temps » (Ibidem). 1l en résulte que dans le conte populaire, comme dans la nouvelle
d’Eliade, la jeunesse sans la vieillesse et la vie sans la mort sont incompatibles avec la
condition humaine, Attiré par la nostalgie des origines, le héros des deux textes revient,
se réinscrit dans le temps et vieillit subitement. Dans la nouvelle, nous assistons a une
solution fantastique ou le filon folklorique s'enrichit de thémes et symboles chers a
Eliade. Il s’agit d’une renaissance, d’un voyage de vie et de mort qui prend la forme
d’une spirale se superposant fatalement sur la boucle du temps.

Les aspects que nous nous proposons d'approfondir par la suite dans notre
analyse sont: le double, I’espace et le temps, la mémoire et I’hypermnésie et le
probléme du salut de la civilisation humaine. Au double plan temporel formé du temps
historique et du temps fantastique (qui refont le bindme temps profane / temps sacré)
correspond au plan narratif I'oscillation entre le réel et le fantastique, entre le réve et la
réalité, avec leur confusion enivrante, avec le mystére qui hante en s’amplifiant par le
dénouement stupéfiant. Le réel et le surnaturel se disputent la primauté dans un jeu
abracadabrant avec le temps, la jouvence, ’immortalité¢ et la mort. Peut-étre que, par
Dominique Matei, Eliade a immortalisé son désir d’achever 1’oeuvre de sa vie, peut-&tre
qu’il a mis dans son personnage sa soif inassouvie de connaissance, de perfection
spirituelle et de « mission » a remplir avec le sacrifice de soi. Le héros d’Eliade traverse
les événements majeurs de 1’histoire, sans qu’ils affectent son vécu et sa fagon de
penser.. En fait, il réussit a se soustraire a la pression de I’histoire, mais pas a celle du
temps. Par le fait de changer d’identité et de lieux, le héros nie le fragment d’histoire qui
lui a été donné et sur le fond duquel évolue comme une ombre.

La narration est baignée dans une atmosphére fantasmatique et onirique ou le
lecteur a le sentiment puissant de vertige du temps et des sens et ou, a la fin, il est laissé
trouver soi-méme les réponses aux énigmes que le texte suscite. Au final, le temps nié
envahit le héros ayant franchi accidentellement les frontiéres secrétes entre le temps et
I’éternité, entre I’immanent et le transcendent, entre le sacré et le profane, entre la
mémoire et ’oubli. Embrayé accidentellement, I’irréel se convertit dans un plan de la
jeunesse éternelle, interdite a I’homme et se venge en tuant le héros. Le texte est donc
plein de sens et de mysteres indéchiffrés qui conservent, en bonne tradition fantastique,
I’incertitude jusqu’a la fin, en embrouillant les pistes de lecture et en projetant le lecteur
dans un vertige des sens camouflés, dans les épisodes dramatiques d’un voyage
initiatique a travers le temps et a travers le moi profond de 1’étre.

Les mythes s’actualisent par des signes et des symboles archaiques et les sens
révélés conduisent a ’hypermnésie du héros devenu surhomme car le cerveau travaille
avec une efficacité ahurissante. Dominique rajeunit, ses sens sont revitalisés et il
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franchit le seuil d’une autre vie en actualisant aussi une mémoire ancestrale. Il maitrise
des informations qu’il n’a jamais apprises, il récupére le passé et anticipe 1’avenir. Cela
veut dire qu'il atteint un niveau supérieur de connaissance ou une supraconnaissance. I1
est un mutant, cela veut dire un étre qui a modifi¢ les lois de 1’évolution humaine,
vivant, pour quelque temps, de maniére anhistorique, cela veut dire indifférent au
passage du temps. Pour lui, le dédoublement suppose non seulement la distance
ontologique réduite au souvenir de Dominique vieux dans la mémoire de Dominique
jeune, mais aussi, au plan personnel, la chance de retrouver son amour perdu par
I'intermédiaire de Véronique et le prolongement nécessaire pour accomplir son oeuvre
dédiée a I'origine du langage. Le double représente sa matrice spirituelle éternelle et le
dédoublement n’engendre pas 1’inquiétude, mais le rassurement éclairant et connoté
dans un registre chrétien: le personnage est frappé par la foudre la nuit de Paques dans
la proximité d’une église. Le double lui-méme est une sorte de « négatif » de son étre,
un ange gardien capable d’analyser son destin et par cela une réminiscence de 1’état
paradisiaque. Le fait de découvrir son double vient de maniére naturelle, par déduction
faite par le héros lui-méme: « mais cette décharge électrique a rendu également possible
I’apparition d’une nouvelle personnalité, une sorte de double, une personne qu’il écoute
lui parlant surtout pendant le sommeil et avec laquelle il discute des fois amicalement
ou en contradictoire. Il est fort probable que cette nouvelle personnalité se soit formée
en plusieurs étapes pendant sa convalescence, venant des plus profondes couches de
I’inconscient. Toutes les fois qu'il se répétait cette explication, il s’entendait penser:
Htrés exact! La formule du double est correcte et utile” » (Eliade, M., 1992 : 191) .

Le double est ainsi une voix de I'esprit qui a des pouvoirs illimités : il suggere
a Dominique de ne jamais dire intégralement la vérité pour se protéger. Il I’aide a voir
dans ’avenir et il lui re-présente les trois roses comme symboles de la renaissance et de
la mort (la rose mauve), comprise toujours comme promesse de renaissance. D’une
certaine maniére, le double est un fragment de I’esprit universel, son réle étant donc
rassurant, protecteur et récupérateur. Avec son aide, Dominique récupére son passé et
anticipe son avenir et c’est toujours lui qui lui confére I’hypermnésie. Sa mission est de
miroitement dans le transcendent par la projection au-dela de I’histoire et du temps.
C’est toujours par lui que Dominique acquiert une responsabilité dans la perspective de
I’'urgence de la sauvegarde de la civilisation humaine par le fait de conserver et
d’archiver ce qui lui est arrivé tout comme par la participation au débat autour d’une
nouvelle « arche de Noé » qui pourrait la reconstruire .Mais il semble que c’est le méme
double qui précipite la chute du héros dans le temps. Aprés avoir fété son centiéme
anniversaire, Dominique retrouve la rose mauve entre les pages de son album de
famille: « avec grand soin et émotion, il ouvrit I’album. Une rose récemment cueillie,
comme il n’en avait jamais vu jusque-1a, I’accueillit au milieu de la page. Il la prit tout
heureux. Il ne croyait pas qu une seule rose puisse embaumer une piéce enticre. I1 hésita
longtemps. Ensuite, il la mit a son c6té au bord du fauteuil et il fixa ses yeux sur la
premicre photo. Elle était pale, décolorée, confuse, mais il reconnut facilement sa
maison paternelle de Piatra Neamt » (Ibidem, p.245).

Accablé par 1’éternelle nostalgie des origines, Dominique est jeté dans le temps
de départ. Le retour dans le temps profane refait 1’unité de son voyage vers le centre de
I’étre, renvoyant au mythe de 1’éternel retour, mais aussi au sens du sacrifice assumé:
«J ai été destiné a perdre tout ce que j’aime » (Ibidem, p. 234). En perdant I’amour, le
héros se réconcilie dans sa propre mort qui I’accomplit par le fait de retrouver ’identité,
de se mirer dans 1’archétype, de retrouver le centre comme lieu de manifestation du
sacré dans le monde. Mais il n’est pas le seul personnage dédoublé de la nouvelle parce
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que son histoire se répéte sous ses yeux mémes avec Véronique, la femme vers laquelle
il est poussé comme pour avoir la chance de voir confirmée son aventure. Nous dirions
que le rajeunissement de Dominique n’équivaut pas a « la jeunesse sans la vieillesse et a
la vie sans la mort », mais a « la jeunesse sans la jeunesse », tout comme le titre le dit
d’ailleurs. Le rajeunissement s’est produit, parait-il, pour I’intensification de la
compréhension et de la connaissance, or cela le projette dans une solitude parfaite car
rien et personne ne 1’a suivi dans cette aventure existentielle. Rajeuni de 30 ans, il se
retrouve seul dans cette jeunesse strictement individuelle et relative, intervenue sous le
signe d’une compréhension et non pas d’une jouvence absolue, pléniére.

En ce qui concerne I’espace et le temps, chez Eliade il y a un parallélisme: au
labyrinthe temporel, correspond un labyrinthe spatial. En s’éloignant de sa propre vie
(par la prise de la décision du suicide), Dominique se détache d'un centre et part a la
recherche d’un autre. A 1’évasion spatiale, vient s’ajouter accidentellement la
pénétration miraculeuse dans un autre temps de 1'étre, c’est a dire dans un temps sacré,
régénérateur, qui le transforme radicalement tant physiquement que spirituellement. Le
voyage dans 1’espace est, pour le personnage d’Eliade, ce qu’il est pour son auteur,
parait-il: « d’une maniére ou d’une autre -avoue Eliade dans ses Meémoires - lorsque je
traverse des espaces géographiques familiers ou inconnus, je voyage en méme temps
dans mon propre passé, dans ma propre histoire » (Eliade, M., 1988 : 225). C’est la
foudre qui a marqué Dominique en le transformant dans un grand mystére, mysterium
tremendum, en le projetant dans une jeunesse éternelle, mais illusoire et relative a cause
de la condition humaine imparfaite. Mais ’idée de responsabilité et de mémoire est
induite par I’aventure temporelle car le héros s’éléve au-dessus de ’histoire et du temps,
en prenant conscience du role qu’il a a jouer dans le salut de la mémoire collective du
monde.

L’espace réel que Dominique parcourt (de Bucarest en Suisse, ensuite aux
Indes et en Malte et finalement a Piatra Neamt) configure un labyrinthe spatial qui
correspond a ’appropriation du temps. Rester sur place équivaut a I'immobilité, a
I’oubli et a la mort, tandis que se déplacer dans 1’espace renvoie a I'idée de salut, par la
régénération spirituelle et I'hypermnésie. La maison paternelle de Piatra Neamt
correspond a un centre ayant des valeurs symboliques d* axis mundi, de seuil par lequel
se réalise la communication entre la vie et la mort et se fait I’initiation. D’autres
espaces symboliques du texte, a identifier selon Doina Rusti sont: I’église, la grotte, la
montagne, 1’ile, le jardin et le chéne (Doina Rusti, D., 1997).

Les « figures » du temps sont I’oubli, ’anamnése et I’hypermnésie. Epuisé
physiquement et spirituellement, Dominique décide de se suicider, mais, au lieu de la
mort, se produit la renaissance, la jouvence par 1’atteinte du temps sacré et ensuite par
I’atteinte du centre de 1’étre comme source de la résurrection spirituelle. En résistant a
I’énorme quantité d’électricité de la foudre, Dominique est désigné a renaitre pour une
autre vie, rajeunit, mais surtout acquiert une fabuleuse mémoire qui le met en contact
avec la mémoire universelle. Véronique n’a pas d’autre parcourt, en fait, parce qu’elle
acquiert elle aussi un autre temps de I’étre qui lui permet de refaire la mémoire de son
avatar. Par 1’évasion temporelle, les deux personnages récupérent et anticipent des
étapes d’évolution pré-historique ou post-historique. Le salut peut se faire par la
mémoire, ’amnésie étant la grande menace de la condition profane. C’est ’anamneése
qui doit récupérer la mémoire, en rendant possible I’illumination comme hiérophanie,
comme résurrection de la mémoire mythique.

Plus encore, I’hypermnésie est la forme la plus spectaculaire de récupérer la
mémoire. Dimension du mythe, celle-ci permet 2 Dominique de récupérer mentalement
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des connaissances et des découvertes de la mémoire collective et méme de participer a
des débats théoriques, scientifiques, philosophiques ou politiques de premicre
importance pour le sort de I’humanité aprés une éventuelle destruction. C’est lui-méme
qui attire comme un aimant de tels débats, par les expériences qu’il vit, devenant ainsi
une occasion de problématiser certains aspects de I’histoire ou de la philosophie du
XX-e siecle, tel la jouvence par la foudre comme chance d’une mutation radicale de
I’espéce humaine qui rendrait possible la longévité avec la mention si vraie formulée
par Colomban: « la longévité ne devient supportable et méme intéressante que si 1'on
découvre au préalable la technique des béatitudes simples » (Eliade, M., 1992 : 235).
Tant Colomban que Dominique semblent convaincus de 1’utilité d’une eschatologie de
1’¢électricité par laquelle, comme pour les philosophes chinois ou indiens, les contraires
s’annulent et, si I’on regarde d’une certaine perspective, le bien et le mal perdent leur
sens, et, dans I’absolu, 1’étre coincide avec le non-étre : 1’électricité pourrait donc
produire la mutation par I’intermédiaire du surhomme par lequel on pourrait récupérer
la mémoire de I’humanité dans un temps record : « Ce n'est qu’une quantité énorme
d’¢électricité déchargée en quelques heures ou quelques minutes qui pourrait modifier la
structure psychomentale du pauvre homo sapiens qui a dominé 1’histoire jusqu’a
présent. Tenant compte des possibilités limitées de 1’homme posthistorique, la
reconstruction d’une civilisation planétaire pourra se réaliser dans un temps record »
(Ibidem, p. 242). Et la conclusion: « I’¢électricité pourrait représenter tant la fin que le
salut de I'homme » (Ibidem).

Tout aussi intéressant nous semble le procédé de la mise en abyme dont Eliade
fait usage introduisant dans le conte le théeme de I’écriture du conte sous la forme du
roman de Ted Jones Junior Jouvence par la foudre qui raconte I"histoire de Dominique.
Pour Colomban qui le présente, le roman montre que: « dans certains cas, 1’électricité en
dose massive provoque la régénération totale du corps humain, par conséquent, une
jouvence. Malheureusement, le roman ne donne pas d'indications précises sur la
modification de 1'expérience psychomentale, il ne fait que des allusions a
I"hypermnésie » (Ibidem, p. 243).

Revenant a la fin ouverte de la nouvelle, I’appel des origines comme élément
définitoire de la condition humaine se produit par la hiérophanie de la troisiéme rose
avec la superposition de I'image du passé de 1'album de famille: au bout de I’initiation
qui lui a été proposée, le héros revient au moi profond, aprés avoir reconnu ses racines
sacrées, mythiques, aprés s’étre miré¢ dans I’immortalité. Un autre mythe se projette a la
fin par le résolument fantastique de 1’action de la nouvelle: celui de I’éternel retour.
Dominique revient dans 1'espace d'origine, son aventure prend fin, I’irréel se retire, et,
de nouveau vieux et impuissant, il parle aux amis de Hiroshima et de la seconde guerre
mondiale. Les 100 ans se sont condensés, dans le plan réel, dans I’intervalle temporel
entre les Paques et le Noél de 1938. Et le personnage étranger, découvert dans la rue,
devant 1’hoétel est un citoyen de Honduras, ayant comme date de naissance...1939.
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Eliade, Mircea, Proza fantastica IV, Les trois grdces, editie de Eugen Simion, Editura Fundatiei
Culturale romane, Bucuresti, 1992.
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NATURE- IMAGERY IN THE POETRY OF COMMUNIST
PRISONS'

Abstract: The present paper highlights that the poetry of communist political detention
does not exclusively define its image in the existence and daily condition of the isolated author.
On the contrary, many of the literary themes and motifs of the poems come from outside the
universe of concentration camps and aim at eternal human problems: divinity, time, love, nature,
the purpose of the creator, etc. However, as suggested by the genesis of this poetry, the
biographical element penetrates its lines. Nature in the poetry of detention is full of contrasts and
often lends a tragic note to existence to suggest agreement with the inner states. The paper tries
to capture the elements that make up the imaginary nature in the poetry of political detention,
illustrating with Radu Gyr’s lyrics, perhaps the most popular poet of detention, and the Ilyrics of
those who have found creative calling in prison. Very often, the nature elements comprise very
suggestive metaphors of detention poetry.

Key words: imaginary, nature, detention.

Poetry of communist political detention forms a special but a controversial
chapter of contemporary Romanian literature, which is part of hesitation, but cannot be
forgotten.

Poetry of the camps as dimension and literary value is a Romanian
phenomenon, unique in the world as shown by Zahu Pana in Edition notice in his
collection Prison Poems, 1982 (Pana, 1982: IX). Therefore, by discovering and
knowing it, the poems of detention will find a privileged position in our culture by its
double value as a document (record of the author's tragic existence) and genuine poetic
expression.

The present paper highlights that the poetry of communist political detention
does not exclusively define its image in the existence and daily condition of the isolated
author. On the contrary, many of the literary themes and motifs of the poems come from
outside the universe of concentration camps and aim at eternal human problems:
divinity, time, love, nature, the purpose of the creator, etc.

This proves that poetry was a way to escape from reality and, therefore, "a
release "- without a note - from prison, in other words, a higher spiritual experience,
with the soul plunging into dream and imaginary. However, as suggested by the genesis
of the poetry, the biographical element penetrates its lines. "The poems uttered by the
Romanian political prisoners in handcuffs is an archipelago of resistance. It is, in its
way, a gulag Archipelago of lyricism, a testament to the number of witnesses-martyrs in
Romania "(Popescu, 2000: 10).

Nature in the poetry of detention is full of contrasts and often lends a tragic
note to existence to suggest agreement with the inner states.

Since the poet is threatened by death: ,,Temnita, mireasa sluta, / spulbera-ti-ar
vantul praful / c-ai pus moartea cu taraful / sd ne zica din lautd” (Radu Gyr, Cantec de
nuntd), his vision of nature takes a few defining features, standing out above all the
negative values of the nature symbols.

However, as will be shown further, the elements of the nature-imagery also
have a positive connotation, for the lyrics themselves, arising from this tragic
experience are evidence of spiritual victory. Very often, the nature elements comprise
suggestive metaphors of detention poetry.

! Lavinia-Ileana Geambei, University of Pitesti, geambeilavinia@yahoo.com
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I. The poetry of detention reveals evil, harsh elements of nature: thorns,
thistles, nettles, weeds, dwarf elders etc.

With their rugged appearance, these "instruments" of space purification (Sav
Ilisie, 2000: 198), evoke the idea of obstacle, difficulty and oppression: ,,Din inima s-o
ridica o mireasma amara / de floare de soc, / de cucutd, de brusturi” (Radu Gyr, Cdnd
voi muri) ; ,,spinii indoielii” (Demostene Andronescu, Peisaj launtric), ,,ce venin de
starvuri, ce otrava / adund spinu-n varful lui ingust” (Radu Gyr, Sevad); ,,Sa-mi dau in
suflet una cu piciorul, / Prin maracini sa-1 dau de-a rostogolul” (Demostene Andronescu,
Vrasmasie); ,,scoate-ma din viatd ca pe-un spin” (Demostene Andronescu, Sonet 10);
,,Prin parcul plini de spini si de cucutd // Doar luna-si cerne colbul argintiu” (Dumitru
Oniga, Sonet 5). Love also reveals new meanings: ,,Mi-¢ dragostea ca trasnetul, ca
spinii, ca vajaitul apelor pe scocuri” ,,s1 mi-e asemenea sesurilor arse / adancii nopti cu
jerbe si esarfe” (Radu Gyr, Dragoste).

The dwarf elder (herbaceous plant with unpleasant smell, white flowers and
black fruit) is a specific element by its frequency in the text which suggests, on the one
hand, bitter and grotesque life in captivity, even death, since in popular language it is
associated with death: ,,in bozii si cucute trag si moard / Surpate ganduri, fulgerati
ereti” (Demostene Andronescu, Peisaj launtric).

On the other hand, the dwarf elder, like other elements of nature invoked
above, acquires other connotations in these verses, such as endurance, strength, defense,
intact but tragic freedom to which we all aspire. The dwarf elder thus becomes the
leitmotif of resistance and hostility to the danger of coercion / oppression: ,,Ca bozia de
pe maidan, semeata, / lupt indardtnic, fara cer si ploaie. / Cu branciuri printre harburi si
gunoaie / fac loc pentru nemernica mea viata. / Si ca urzica sunt. / Ma-ndes cu fierea, cu
ticiloasa mea amaraciune. / Ce dulci mi-s tepii cand le stiu puterea, / ce tare-s in
superba-mi spurcaciune!” (Radu Gyr, Ca bozia...). There appears a paradox common in
all literature of political detention (especially in Nicolae Steinhardt’s text of memoirs,
Jurnalul Fericirii): physical confinement could mean total getting of inner freedom,
self-awareness and discovering inner strength.

I1. The flowers often appear in the lyrics, generally as moral symbols, signs of
sacred land, materialization of light, or to prevail over sensitivity to smell. In the tragic
poetry of detention flowers suggests a sense of life, they are essential symbols. Their
ability of suggestion in essential when choosing them.

One of these flowers is the lily, which is often a symbol of extinction,
especially in Radu Gyr’s poems.

As a matter of fact, in antiquity, the Romans considered the lily a symbol of
death; in this sense it is taken by Christianity, which associates it with the Virgin Mary.
"Featuring an urn geometry" (as in Eminescu’s Miradoniz), the lily "becomes the bearer
of funeral meanings, as the seed of any kind embraces enthusiasm and extinction"
(Amado Alonso, 1982 : 109). In Radu Gyr’s lyrics, even when it symbolizes white and
purity, lily is associated with the idea of death: ,,Mainile Lui, pareau crini pe morminte,
/ ochii adanci ca niste paduri” (4s’ noapte Ilisus). In Demostene Andronescu’s
Nestatornicie, the lily takes only positive connotations, meaning spiritual uplift and
purity: ,,Si de-adorm pe smarcuri rele, / Ma trezesc pe munti de crini”, as expressed by
the lily of the valley: ,,In loc si-mi fac din lacrami stropi de soare, / Din plans in loc s-
adun margaritare, / In loc sa-mi cresc din rini paduri de crini” (Demostene Andronescu,
Psalm III).
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Moreover, the rich symbolism of the lily also comprises the connotation of the
glory flower (lily is the emblem of the kings of France).

The lily as an important element is chosen in an attempt to capture sometimes
chromatic features of the landscape; it is on water and symbolizes the duality of human
nature, by encountering the two antagonistic, but complementary colours: blue water
evokes infinity, freedom, and the yellow flower suggests light and warmth of life. A
cold and a warm color make up the balance sought by the doomed poet. In the poetry of
detention, the lily is most often associated with trust and hope: ,,Pareri de rau ca gene de
padure / Ascund sub umbra lor un ochi de iaz / Ce tulburat din dedesubturi sure, / Doar
nuferii sperantei-1 mai tin treaz” (Demostene Andronescu, Peisaj launtric).

Chromatic of flowers is enriched by the poppy, a bright red flower, usually
associated with longing and suffering that overwhelm the imprisoned poet.

,»O pajiste de dor, cu maci de patimi / Si peste toate-un gand ca un erete”
(Demostene Andronescu, Peisaj launtric).

"King" of flowers, the rose, great in beauty, form and fragrance appears in the
poetry of detention in only one variant, wild rose, to suggest, on the one hand, life
harshness in prison, and strength, persistence, strength of the soul that knows how to
defend from evil, on the other: ,,Sfardind ca pe jeratic / Rana iar mi s-a deschis, / Rosu
trandafir salbatic / Inflorit din paradis” (Demostene Andronescu, lar imi vine si musc
zare).

Carnations become the symbol of continuous suffering: ,,Si tu, cel de maine,
tu, poate, vei frange / nu lujere moi, ci mana de-acum / cu care-am cules garoafe de
sange...” (Radu Gyr, Garoafe).

The bunch of flowers is completed by irises, metaphors of purity: ,,Turndm in
irisi profandri / si, zilnic, pangarim zapezi, / dar vine-o lacrima si vezi, / se aureste-n
zari...” (Radu Gyr, Identitati) or white acacia flowers, metaphor of love: ,,nici dragostea
nu mi te-astupa / sub alba-i floare de salcam” (Radu Gyr, Poetul catre moarte).

Vegetal elements often occur in the poetry of detention, grouped, twined in
bowers, crowns and shrubs, marking the transcendent character of accomplishment. The
circular shape of the crown indicates "perfection and participation in the heavenly
nature whose symbol is the circle" (Chevalier, Gheerbrant, 1993: 371).

III. The tree is the axial symbol of verticality: ,altii vor vrea sd plece mai
curand, / unii-n genunchi, iar altii ca gorunii” (Radu Gyr, Nu stiu cum o sa fie clipa-
aceea).

The tree must be the world axis, axis mundi of collective mythology,
mentioned by Mircea Eliade in his History of Religions Treaty. The tree is a symbol of
ascension. Therefore, if the root that plunges deep into the earth means strength,
durability, the rising trunk and branches stand for liberty. The doomed poet comes to
long for "stalks" and "branches" and dreams to become "oak": ,,Sunt numai rod si
radacini. / Din mine pasédre nu pleaca. / Astept in primaveri o craca / si jinduiesc dupa
tulpini. // [...] // $i iar ma-ntorc si lunec iar / prin galeriile de tind, / astept aprilie sa vina
/ si-n somn visez ca sunt stejar” (Ion Omescu, Numai radacini).

Rhythms of rise and fall make up a spiritual romantic bipolarity in imprisoned
poets, which betrays the highest inner tension. Exhausted flight and ascension and
impetus, threatening hell and saving island harmonize each other.

It is understandable why oak is the most common tree essence in the poetry of
detention. This tree is the power that the imprisoned poet needs to face the Calvary,
longevity and height both in a material and spiritual way.
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However, there are multiple meanings. Life is a "great passing" through light,
thought Lucian Blaga who was mainly concerned with the issue of nothingness. Mihai
Buracu’s poem Trunchi sfant de Maramures is similar to Lucian Blaga’s Gorunul and is
an elegy on inevitable death. Wood is a genuine material of annihilation and organic
dissolution: it grows from earth and returns to earth. The tree connects with Geea, the
earth, draws saps of it and predicts a further state of the poet transformed into inorganic
matter: ,,Lemn vechi, lemn sfant, lemn frumos, / prin trunchiul tau trece timpul duios, /
sfant, / frunzele tale cresc in pamant / si fructele dulci, in care rodim, / sunt tintirim”.

IV. From the cycle of seasons, the imprisoned poet first chooses autumn, when
the heat, diurnal, solar element loses its power and is overcome by cold. It is a battle
already lost, as many impulses and obsessions struggle inside of him, in futile revolt, a
hostile alienating area in which the poet is a victim. Autumn becomes a spiritual season,
generic autumn of the self, and the world in captivity, in the opaque area of dissolution:
,,un cer de plumb, apasator si scund, / Se sprijina greoi pe zari opace / Prinzand sub el,
ca sub o carapace, / Cernite lumi ce-n valuri gri s-ascund” (Demostene Andronescu,
Peisaj de toamna aiudean).

The image of death is tragic-grotesque: ,,Toamna dezgroapa mortii §i-i duce-n
noaptea groasa / calari pe vant, cu luna pe umeri ca o coasd” (Radu Gyr, Toamna).

The wind (" air of the dead" at Bacovia) is the evil messenger of death taking
human being into the "thick night" — the cold space of nothingness, relating human
existence to the unfathomable universal force. The preference for the sad season of
autumn reveals similarities between some lyrics of the poetry of detention and the
symbolist poetry in general, and George Bacovia in particular.

Even in the Preface of Dumitru Oniga’s volume of lyrics Jubiri, Maria Toaca
has noticed that the poet’s lyrics bear some influence from Bacovia or other symbolist
poets living in isolation: "Affinity with Bacovia's lead verse is obvious: the same horror
of reality and routine, the same discouragement and mute revolt, embodied in the sense
of isolation coveted by all spirits condemned to suffering" (Toaca, 2004: 8). But she
further observes a distinction, because Oniga Dumitru's artistic destiny has a trajectory
different from the symbolist predecessors. "He does not make poetry of the tragedy of
his life, but is poetized by the torments that have eaten up his being and still have not
left him" (Ibidem, p. 9). Bacovia’s echoes get through these lyrics, in which mournful
autumn is associated with despair and resignation: ,,)E toamnd, dangat lung de-
ngropéaciune, / Perdeluiri de neguri funerare, / Traim un timp absurd, o disperare, / Pe
lespezi reci, genunchi in rugiciune. // Octombrie mai tese-o resemnare, / O piatrd grea
pe pieptul nostru pune / Si-nseamna cu un deget de taciune / Chenare mari de doliu, de-
ngropare” (Sonet 1).

Even some poets’ preference for grey, dulness, pressure, monotony, signifying
death sends to Bacovia’s lyrics. Demostene Andronescu entitled his poem Bacoviana in
recognition of affinity: ,,Am Insurit de-atata asteptare / $i sufletul de dor mi-a-ncaruntit,
/ Pe lespezi reci si sure de granit / Trec umbre sure-n pas de defilare”. Or a stanza from
Peisaj de toamnd aiudean: "Prin aerul vascos si sur se cerne / Lumind surd, zvonuri
cenusii, / Zvacnesc pe fondul gri, nuante gri. "

At Radu Gyr, autumn is fragrance: "Adulmecam doar mirosul ei bun ca aburul
ciorbii", colour: ,,steaguri de purpurd”, ,,$i-o simtim lunecand ca o catea mare roscata”.

The imprisoned poet can not admire its beauty, but think of it and "touch it"
with his imagination: ,,Toamnei, in temnitd, nu-i vedem lampile — aprinse”, ,,Toamna, in
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temnitd, n-o vedem niciodatd, / o pipaim ca infirmierii, o mirosim ca duléii”. Therefore,
autumn becomes a metaphor for the longing for freedom.

In other verses, autumn is a metaphor for Joneliness that torments the
imprisoned poet: ,,Sunt parcd mai singur si ploud, si-i toamnd” (Vasile Blanaru,
pseudonym of Cezar Flamura, Toamna aiudeana). This season of rain invites the poet to
meditate on the futility of life: ,,Si-i toamna tarzie, si ploud, si tuna / si zilele noastre se
scurg si apun”.

The rain water gets a purifying role since it can "wash" the heart "old" of
weaknesses, passions, memories that hurt, giving to those in prison a new strong heart,
suggested by the metaphor "burning leaf"': ,O, de-ar intra printre gratii o frunza
incendiata, / i-am duce la buze palpairea vapaii, // apoi am pune-o in piept si-am scoate
inima afarda, / i inima veche ploii i-am da-o, s-0 ia §i s-0 joace / prin mahalale uitate si
pe maidane sarace, / unde, desculti, anii nostri in bile jucau, odinioara...”.

But autumn remains the season of nostalgia: ,Norii suri aratd toamna ruginie, /
Sufletul mi-l scaldd val de nostalgie” (Corneliu Denesan, Toamna). Autumn then
creates a heavy, gloomy and dense atmosphere, a universe of waste and human
degradation, suggestive for a high tragic sense: ,,Piere veselia din natura-ntreaga / $i din
chinga vremii anul se dezleaga. / Zile de speranta, biciuiri de soarte, / Sunt in urma
moarte”.

"Trembling" leaves know longings and passions of those "patient in suffering",
and their fall in "vartecusuri" symbolizes the death of hope for man. Also, the rain still
dripping in nature is associated with man’s mourning: ,Picurii tristetii inima-mi
inmoaie, / Curg in lungi siroaie”. Years of sadness are counted this time in "withered"
autumns: ,,Ani §i ani trecurd, toamne vestejite, / Parasit in ocnd m-au lasat grabite, /
Curge lin rabdarea, ranile sa-mi spele, / Eu mereu acelasi, stau dupa zabrele”.

Autumn, more felt than seen by those behind bars, awakens in them the need to
mark neighboring with a shiver of eternity. Thus, this season of great questions becomes
a metaphor for the end. The death of nature is presented in parallel with the death of the
isolated man: ,,Taci, poate vom auzi in clorofila / primul suspin din elegiile toamnei / si
inceputul marei Intoarceri in argila” (Gheorghe Stanescu, Preludii la elegiile toamnei).

As in other lyrics of detention, death in this poem, "returns to earth" (as in the
Bible: "We will return to earth, for we are made of earth") is accepted with a higher
human attitude, because it means peace, merge with the universe, return to the primary
light: ,,Asteapta, poate semnul va fi i pentru noi / cu plantele odata sa coboram in lut /
si cand ultima frunza va tremura sub ploi, / vom fi poate-n lumina din care ne-am
nascut!”. The idea of end and death is supported by the prepositive adjectival epithet
"the last (leaf)" and the verb "to tremble".

The poet’s death of hope with fading nature is again illustrated by Radu Gyr in
the poem Stiu de ce toamna...: ,sperantele si-au legat de gat pietre grele / si s-au inecat
toate”.

This time, the poet transmits his inner state to the elements of the cosmic plan:
moon and stars, symbols of ascension: ,,Stiu de ce luna pare o rand: / prea mult s-a uitat
la inima asta. / Stiu ca fiece stea are lacrimi pe geand, / dacd imi pipaie coasta”.

Therefore, autumn in the poetry of detention is the season of the soul which
does not last only three months, but most of the year. But spring, the season of renewal,
rebirth, and youth gives the condemned poet inner strength to pull himself together, to
speak creatively and to conceive original poems, dedicated to this season: ,,Flamand si
rupt, cu spinii m-am incins / si-nsangerat din ocnd ma ridic” (Virgil Mateias,
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Primdvara). Almost all living poetry of spring gets hymn tones by celebrating the
rebirth of nature, as in Vasile Alecsandri’s Pasteluri.

Terrestrial nature is heavenly and blissful: ,,A pogorat din-nalturi Paradisul / gi-
a-mpodobit toti pomii din gradind” (Virgil Mateias, Primavara). It is full of fragrance:
"waves of fragrance" sending the "thrill of spring", the song: ,,Ascult cum canta-n
crangul de la drum / Privighetori si mierle si un cuc”, colour and light, suggested by the
metaphor "crown of petal and light" on the "foreheads" of plums and apricots.

The image of spring is depicted by blending harmoniously the visual, smelling,
hearing and dynamic images, as in the metaphorical induction of the lyrics: ,,Peste
padurea de salcami a nins / Cu flori si scanteieri de borangic”.

The enchanting beauty of spring reflected in the clarity of the sky is caught in
the metaphor "fairy sky".

Therefore, personified spring does not only set in nature, but also in the human
heart: ,,Cu buze calde prier saruta livide fete”.

Radu Gyr illustrates in the poem April, the contrast between nature and
spiritual season. Life bursts out in nature, while his heart is mastered by disappointment.
As in other poems of his, Prefata la cantece din temnitd, the poet expresses the vitality
and freedom of nature, using several verbs of motion: ,,palpitd”, ,,fuge si necheaza”, ,.a
dezgolit”, ,,plesneste”. Fertilization power of nature and full life are suggested by the
metaphor ,,pantecul gradinii”: ,,Si-a dezgolit gradina, femeieste, / un pantec vegetal care
tresare” and comparison of spring sky with female hymen: ,,Azurul fin ca un himen
plesneste / in cosmica, vibranda deflorare”.

The womb can get here another meaning: "It is a symbol of the mother,
analogous to the cave, but mainly reflecting a need for tenderness and protection"
(Chevalier, Gheerbrant, op. cit., vol. Il : 103), the poet thus living the acute sense of
loneliness.

The last two verses of the third quatrain of the poem include two rhetorical
interrogations: ,,inima mea, mai ai trasuri albastre? / Mai cresti si astizi herghelii
sirepe?” with trasuri and herghelii as metaphors for hopes and ideals. Even the color
epithet "(trasuri) albastre" is synonymous with hope in the colour language, while
"(herghelii) sirepe" suggest exuberance and unleashing youth.

The negative answer is in the last quatrain, because nature, with all the beauty
and vitality fails to bring up the poet's soul enthusiasm: ,,Aprilie, zadarnic mai improuri
/ portile mele sparte si oloage. / Dau foc la grajdul putred cu martoage / si-arunc in
flacari resturi de landouri...”. Life in prison turned "hergheliile" into "martoage", made
everything grow old, perverted everything, leaving behind only "resturi".

The winter picture, as any genesis, gets greatness in the winter poetry of
detention. Contemplation of wonderful winter landscape is a moment of excitement, of
revelation, that the poet wants to turn into eternity: ,,Vreau sa iau cu mine clipa / $i pe-o
panza s-o opresc” (Virgil Mateias, Clipa).

The visual register is predominant in shaping the winter landscape. Everything
is under the sign of a cold brightness, suggested by metaphors accompanied by colour
epithets: ,,sitd de lumind”, ,,pulberi de argint”, ,flori de gheatd”, ,fulgi in roiuri”,
,hestemate”, ,incantarea asta alba”.

In these lines, the white picture does not stir anxiety and fear as in Alecsandri’s
poems, but the poet intensifies his longing for freedom.

For George Stanescu, the quasi-deserted winter picture of the world covered
by ice inspires fear and danger. The frost is devastating, killing any trace of vegetation:
»gerul acestei Siberii / In care cresc ganduri in loc de licheni”.
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In such an almost surreal picture, human pain seems to combine with awful
time, the artistic images containing unique associations of words: ,,cercul polar al
durerii”, ,,vifore de dor”, ,,lacrimi de gheatd”, ,,iaduri de ceata”.

The element that brings a wave of movement in this petrified landscape of
sadness, ,,sania alba, trasa de reni” is missing completely: ,,.Dincolo de cercul polar al
durerii, / nicio sanie alba trasa de reni” (La Valea Neagra, iarna).

Everything is frozen and wild in Valea Neagra and men’ hearts. Yet, troubled
by pain and torment, people here are helped by someone else, by God, who does not
forget them: ,,doar Tu, in ceasuri de azur ai sd ne vezi / cum ratdcim prin iaduri de
ceatd”.

Hope thus remains alive and unfrozen. Moreover, the poetry of detention is
permeated with a strong religious emotion.

Therefore, the elements of nature frequently penetrate the poetry of detention,
full of connotations. Nature becomes a metaphor for the soul. All the elements that
make up the nature-imagery and its manifestations contribute to the individualization of
the lyrics in the context of Romanian literature. Even though there is no direct reference
to the condition of political prisoner, there is something specific to the isolated soul, a
touch of bitterness and meditation, an obvious introspection, a projection of nature as
an expression of longing for freedom. The poetry of detention strongly insists on its
therapeutic function.
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DEFINING AND RECONSTITUTION OF MAN THROUGH WORD,
TEXT AND SPEECH IN RELATION WITH THE
TRANSCENDENT: ONTOLOGICAL VOCATION OF THE HUMAN
SPIRIT AND VISION ABOUT SELF AND WORLD IN THE WORK
OF SAINT JOHN CASSIAN!

Abstract: In the present scientific work it is presented the outlook on one’s self and the
world in the work of Saint John Cassian, the relation between the self and the transcendent, the
defining of man through word, text and speech, the ontological vocation of the human spirit in
relation with Divinity, the relationship between world and spirit, as well as metaphysical valences
of the imaginary in relation with reality. The scientific text has in view the research of language
philosophy, the hermeneutics, the structural anthropology and the religious symbolism. It is also
shaped through contemporary references the image of the self through reference to the
relationship between look — image — imaginary and contingent reality.

Key words: word, outlook, transcendent.

I. Word that gave life and a person’s education by word in the work of
SaintJohn Cassian

Literature is the art of word. A word must express the truth. The truth is a
concept defining the divine: “/ — Christ the Messiah — am the way, the truth and the life”
(John 14: 6). Literature is creation and its value is achieved and received from the
perspective of a valuable concept. The whole of the valuable concepts make up the
axiology as a field of philosophy. Philosophy is a set of knowledge and ideas which
interpret and reflect reality under its most general aspects. Linguistic philosophy borders
the field to the language science. Wisdom admirers are also complete linguists, but
without relating to the metaphysical philosophy of language, and implicitly of the word,
a philologist lives within a narrow circle of his conceptions. Thus, in order to
objectively interpret a literary text one must know to analyse it from the perspective of
several value concepts, of an axiology of literature and of art of word in general. And as
the Word is a life generator, life of literature is in tight relation with its purposefulness
in reality. And reality always relates with the transcendent, since humanity is the face of
the heavenly Word:

In the beginning there was the Word and the Word was with God and God

was the Word. In the beginning this was with God. All through Him was

achieved and without Him nothing was made of what was made. In Him there

was life and life was the light of humans. And the light lights in the dark and

the dark has not swallowed it. (John, 1: 1-5).

Word from word, the human being, who is a rational being, defines their
existence through relation to the word. The existential Word which is not outlined only
as fiction and is incorporated within the contingent reality of its existence with the
divine entails the conception according to which the meaning of the Christian life is a
mystical one, the word in its turn is a mystical one: a bearer and a developer of truth.
This is why we shall present and define the elements which are creative, aesthetic, of
national specificity, theological, philosophical, critical, temporal, atemporal,
psychological and stylistic of a literary axiology within eastern and western patristics
using as supportive-text the work of Saint John Cassian. The orthodox Christian does
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not theoretize, does not work so much with philosophical and pedagogical reasoning
and concepts or linguistic systems, because the actual mystical word is and shall stay for
him the prayer. In this regard, God is not only uttered but also uttered in a man’s heart.
The Christian, says John Cassian, bears an active condition before God, and the
constancy of this condition both from the outside, but especially from the inside through
the word is called confessionality. Thus, it can be said that the actual word a generator
of life and acquirement of completeness is the word bearing grace, grace which is
showed through faith and good deeds. In his Confessional Talks, Saint John Cassian
states that by the power of word the human being can reach completeness or on the
contrary, perdition. The word can have an educational or distortionary power for a
human being, it can be a builder and servant word, coherent with the confessional dates
of a person or, on the contrary, it can be a word which disagrees the Good, the Truth
and the Beautiful, spreading the evil in the world. Saint Apostle Jacob in his
oecumenical Epistle also shows the importance of the word given before people and
before God:

If somebody does not make a mistake when saying a word, that man is a

complete man, able to fully restrain himself[...] so it is with the tongue: it is a

small limb, but it can boast itself with great things! A small fire is enough for

a whole forest to go up in flames! Likewise, the tongue is like a fire, it is a

world of wrongdoing! The tongue has its specific place among our limbs, but

it besmirches the whole body and it throws in fire our life course, after it had

been lit by girdle’s flames. [...] The tongue is an evil with no fidget; it is full

of venom bringing death. With it we bless the Lord and our Father, and with it

we course people, who are made according to God’s resemblance. From the

same mouth both a blessing and a curse come out. It should not be like this

my brothers! (Jacob 3: 2-10)

Aphorisms used by John Cassian bind what has been said above: “You will lose
all those who speak lies” and “The mouth that speaks lies kills the soul”. Saint John
Cassian in his second talk with Priest Joseph in the XV chapter states that:

... if we have in view the weight of the words we sensibly and wisely said, we

could easily remove our anxiety for your promise and [...] we are very

frightened by the fact that, as it seems, our example might stand for all the

weak people a reason to lie, if they knew one can break in any way his word

to do so. (Cassian, 1990: 598).

Interpretation of the word also refers to creatology, to the form of the word
expressed in a specific life situation and in a fictional work. This analysis is achieved
within the five levels of the creative thinking: expressive, productive, inventive,
innovative, emergent (Landau, 1979: 66-116). The quality of the literary creation act is
incorporated in the literary text. The role of the philologist is only that of identify it. The
reviewer who does not express from the very beginning the concept of the perspective
of which he analyses the literary work or who does not mention 