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LES MOTS DE LA COLERE DANS LES TRADUCTIONS
ROUMAINES DES POEMES HOMERIQUES

Petre Gheorghe BARLEA”

Résumé: Les grands poémes de I'humanité sont considérés, en principe, des
modéles de conduite humaine, par leur contenu, et des modeles de narration historique et
littéraire, par leur forme. Le genre et l’espece dont nous discutons ici sont représentés,
certes, par le haut style, mais, d’'une part, le niveau de la civilisation décrite et les
possibilités d’expression connues a l’époque du Grand Aéde Homere, et d’autre part, la
nécessité d’une description réaliste-poétique des exploits des personnages, imposent un
usage fréquent des structures appartenant au style moyen (équilibré) et méme au style
humble, avec des concessions faites aux registres de type vernaculaire.

Mots-clés : les poemes homériques, langage poétique, registre vernaculaire.

Les poémes homériques présentent la civilisation mycénienne du Xlle siécle av. J.
C., au moyen de la langue grecque du Vllle siecle av. J.C., qui est en fait, le dialecte ionique
archaique, imprégné d’éléments éoliens et de diverses autres variantes dialectales?, un
langage exclusivement poétique qui n’a jamais été attesté dans une autre communauté
réelle, sauf celle des aédes colporteurs des fragments épiques en question.

Comme toutes les épopées, I’Tliade et ’Odyssée transmettent 1’histoire d’un conflit
armé, occasion pour mettre en débat les grands problémes de I’humanité — la liberté, la
guerre, la paix, le développement économique, la relation homme-nature etc. — et pour en
exalter les vertus afférentes — le courage, le travail acharné, ’esprit de la justice, la
tolérance, synthétisées dans un code éthique de I’honneur et du devoir humain, code
éternellement valable, au fil des siecles. Mais le conflit armé est le résultat plus ou moins
subjectif d’une irritation majeure, et ce n’est pas par hasard que le premier vers de 1’Iliade
débute par le mot pévig ,,colére”:

unvy deide Beo [nnicdew AyiAijoc

oblouévyy, 1 popt’ Ayanoic dhye’ £0nxe, (1., 11,1)

[ “Chante Déesse la colere d’Achille, le fils de Pélée, détestable colere, qui aux Achéens
valut des souffrances sans nombre ...”’]

Le méme concept se répete au début du deuxiemes vers, dans la négative, comme
on peut le voir.

Aujourd’hui, il nous semble naturel que cet incipit de circulation universelle se
présente en roumain sous la forme:

Cinta, Zeitda, mania ce-aprinse pe Ahil Peleianul...

*,,0vidius” University of Constanta, gbarlea@yahoo.fr

! Nous pensons aux versions fixées par I’écrit, basées sur les copies des manuscrits médiévux, dont les
filiations peuvent étre reconstituées chronologiquement jusqu’aux vulgates post-alexandrines, cf. M.
Marinescu-Himu & A. Piatkowski, 1972, p. 103
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En fait, il a fallu environ une centaine d’années pour trouver une formule
équivalente appropriée pour ce vers, le long des deux cents ans d’histoire de traduction
roumaine des textes homériques.

Nous pensons aux premiers fragments traduits par divers érudits et hommes de
lettres, a la fin du XVIlle siécle, ensuite a la premiére traduction de dimensions plus
importantes, publiée en volume et appartenant a C.D. Aristia (1837), et puis aux versions
appartenant a loan Caragiani, George Murnu, E. Lovinescu, Cezar Papacostea, Radu Hancu
et Sanda Diamandescu, Dan Slusanschi. Cette formule bien connue appartient 8 G. Murnu,
specialiste en Homére qui a consacré toute sa vie aux textes de cet auteur. Elle a été
conservée telle quelle par Dan Slusanschi, professeur digne de notre souvenir, en hommage
de son prédécesseur, dans la version roumaine la plus récente des poémes d’Homeére qui est
en méme temps la mieux équilibrée entre la rigueur académique et I’envol poétique des
textes.

Rien que ce vers a connu tant de variantes et provoqué tant de débats qui
pourraient faire I’objet généreux au moins d’une thése de maitrise sinon d’une thése de
doctorat. Le respect des structures lexico-grammaticales et des contraintes de prosodie a
obligé le traducteur a fausser la topique de 1’original, avec des effets logico-sémantiques
évidents. Plus précisément, le mot-incipit de la version roumaine devient cdnta (chante), ce
qui évoque la spiritualité sereine, créatrice de valeurs, alors que le mot manie (colére),
générateur de conflits, n’apparait qu’en troisiéme position. Il est évident que les trois
exigences fondamentales d’une bonne traduction d’un texte poétique (structure lexico-
grammaticale; versification; subtilités sémantiques du message) ne pouvaient pas étre
observées. La question qui se pose d’habitude est laquelle de ces exigences peut étre
sacrifiée, en contexte, avec le moins de pertes. Néanmoins, les trois sont gouvernées par un
quatrieme commandement: le respect de D’esprit stylistique de [’original lors de la
transposition dans 1’esprit de la langue d’accueil.

De ce point de vue, le deuxieme mot, celui qui invoque la déesse tutélaire du don
de la narration, a posé de gros problémes. Compte tenu de [’oralité, caractéristique
fondamentale des poémes homériques, la premiére tendance a été d’utiliser le vocatif
féminin roumain en —o, d’origine slave, profondément ancré dans le langage courant des
Roumains. Mais la forme zeifo rappelait des appellatifs familiers comme Joifo ou Zoito. Et
pourtant elle a était utilisée, méme par G. Murnu et méme dans 1’édition qui a regu le Grand
Prix de I’Académie Roumaine.! C.D. Aristia, pionnier du domaine a décidé de délimiter le
roumain littéraire du champ vaste et hétérogéne du langage courant, et a trouvé le vocatif
zee! C’est lui aussi qui a préservé I’ordre original du texte homérique:

Mania canta-mi, zee, a lui Pilid Ahil.

litt. en fr. La colére chante-moi, déesse, de Pilid Ahil.

Malheureusement, sa version, extrémement précieuse, & notre avis, n’a pas été
longtemps retenue.?

! Homere, L lliade. Traduit en roumain par George Murnu. Le Grand Prix de I’Académie Roumaine
(Bucarest): La Culture Nationale, [1920].

2 Comme toute ceuvre de début, la réalisation de C.D.Aristia a regu beaucoup de critiques qui se sont
perpétuées au fil du temps, assez souvent dans une totale ignorance. N. lorga, lui-méme la critique de
maniére injuste, en confondant les valeurs et les données réelles qui concernaient ’auteur et son
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En revenant au mot manie, (colére), le mot clé de nos considérations, les exégetes
notent que le passage en question est le seul de ’ensemble de 1’oeuvre homérique ou le
vocable uévic soit utilisé en relation en relation avec les étres humains. Certes, Achille
n’était pas n’importe qui. Mais le héros qui par sa mére était de descendance divine® vivait
parmi les humains, et pour eux, le terme couramment utilisé était 6pyn, (correspondant du
latin ira). Nous n’allons pas entrer ici dans les détails de configuration lexico-sémantiques
qui gouvernent les moyens d’expression de ce sentiment. De Platon? jusqu’aux chercheurs
modernes,® le champ sémantique est structuré en fonction des criteres du référent
(humain/divin), du degré d’intensité, de la durée temporelle, des manifestations physiques,
etc.

Nous allons simplement mentionner que M. Eminescu a choisi de traduire ce mot
par suparul (qui enflamma Achille le Péléide), qu’il y a eu méme des exégétes qui ont
justifié cette option lexicale, et que le roumain manie a sa base étymologique dans ce
méme terme grec, dans sa variante diatopique et diachronique favorisante pour 1’emprunt et
I’adaptation phono-morphologique. Enfin, plusieurs langues balkaniques revendiquent ce
terme, avec la méme fierté, terme qui fait partie des célébres listes de termes homériques qui
se retrouvent dans les langues de la zone.®

Le discours provoqué par le vocable manie ainsi que les considérations poétiques
sur la colére (manie), en tant que moteur du récit épique, sont, certes, beaucoup plus
fréquents dans I’Iliade qui est I’histoire d’une guerre ou le concept en question déclenche,
accompagne et clét les confrontations physiques. Le Livre I, seul, comprend au moins
quatre épisodes majeurs tissés autour de ce sentiment dévastateur: la narration de 1’aéde
concernant 1’offense d’Agamemnon envers le prétre Chrysés (v. 2-57); le discours
d’Agamemnon, irrité par I’intervention d’Achille et les dires du prophéte Calhas (v. 101-
120); la dispute violente d’Achille et d’Agamemnon (v. 101-246); les ordres donnés par
Agamemnon sous 1’emprise de la colére, qui demandaient que I’esclave Briséis d’Achille
soit emmenée de force en échange de la vierge Chryséis, la fille du prétre Chryseés (v. 306-
350; v. 428-487). Méme les dieux sont souvent touchés par 1’esprit sombre de la colére,
maladie contagieuse, comme on le sait bien. Thétis promet a Achille, auquel on avait
visiblement fait tort, une vengeance et quand son pere Zeus la lui accorde, une dispute
violente se déclenche entre le Pére-Maitre de 1’Olympe et Héra, sa jalouse épouse (v. 531-
570). Dans ces scénes, outre le sage mortel Nestor, seulement le boiteux dieu-forgeron

ceuvre, tout simplement en vertu de son orgueil de créateur littéraire qui avait lui-méme essayé, a
plusieurs reprises, certaines traductions d’Homére.

1 Son pere était Pélée, le roi de la cité Phtie, en Thessalie et sa mere la nymphe marine (néréide)
Thétis.

2 Platon énumére quatre types de manifestation concréte (provoquées par Apollon, Dionysos, les
Muses, Aphrodite ou Eros cf. Platon, Phaidros, 244a —245c¢)

3 . Cf. Gabriela Stoica, 2012, Afect i afectivitate. Conceptualizare §i lexicalizare in romdna veche,
Bucuresti: éd. de I’Université de Bucarest.

4 Cf. N. Georgescu, 2005, Homer - contemporanul nostru, in: Recife. Eseuri de oceanografie,
Bucuresti: Ed. , Floare Albastra”, pp. 11-51.

5 De telles listes apparaissent sur I’internet pour ’albanais, le serbe, le bulgare etc. Ismail Kadare,
pasionné jusqu’a I’obssession par les textes homériques consacre des passages et des chapitres entiers
dans ses écrits littéraires et d’essais au mot manie, et aussi a d’autres mot appartenant a ces listes.
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Héphaistos essaie d’apaiser les esprits. Ce dernier trouve méme des mots pour provoquer le
rire afin de calmer la dispute des parents, en évoquant ses propres aventures d’enfance et
louant la valeur “des mots agréables” et de I’appel a la douceur dans de telles circonstances.
Il ne pouvait pas savoir que le destin lui préparait encore une dure épreuve, toujours liée a
une femme, situation ot lui-méme allait ignorer ces sages conseils, aveuglé par la colére.

Donc, plus de deux tiers des 611 vers de La Rapsodie | sont dominés par les mots
de la colére: ménios (en coléere), a se mania (se mettre en colére), sfada (querelle), porunci
(ordres), mustrari (réprimandes), spuse aspre (mots durs), grairi pline de naduh (paroles
pleines de dépit), cobe de rele (porte-malheur), lacrimi amare (larmes améres), miscari
“pline de mdnie” (gestes pleins de rage), priviri piezise (regards hostiles), finutd trufasd
(allure hautaine), etc.

Presque tous les 24 chants contiennent de tels fragments. D’ailleurs, méme la
structure des épisodes de combats — le noyau du récit épique — est dominée par le discours
de la coléere. Nous avons montré ailleurs que toute confrontation directe entre les
protagonistes se déroule selon un schéma ternaire: parole - action- parole. Lorsque les héros
(situés au méme niveau hiérarchique, d’habitude) s’apercoivent sur le champ de bataille, ils
se fraient un chemin dans le grouillement de la bataille et se jettent des phrases de
reconnaissance (contenant les identifications généalogiques habituelles) et de menace. Le
croisement des fers se produit sur les derniéres paroles de 1'un d’entre eux, réalité exprimée
par des énoncés eéquivalents a ceux des ballades roumaines:

“Bine vorba nu sfarsea...”.

[l parlait encore lorsque...]

Quand 'un des combattants est tué, le vainqueur lance une nouvelle série de
reproches, presque une tirade pleine d’arrogance, tout a fait inappropriée structurellement
dans le contexte, sans aucun ménagement, par laquelle il explique au moribond et a ceux qui
les entourent combien sages ont été les dieux qui ’ont aidé a rendre justice sur la terre, a ce
moment-la.

Notre corpus de texte vise non seulement ’Iliade, I’histoire d’une guerre, mais
aussi 1’Odyssée, I’histoire d’un voyage. Composée environ 150 ans plus tard, 1’histoire des
pérégrinations d’Ulysse et de ses compagnons a travers les mers, 1’histoire des souffrances
de Pénélope, la fidéle épouse d’Ulysse et I’histoire de Télémaque, leur fils, va bien au-dela
du langage fruste, du style rudimentaire et des clichés de I’Iliade. Non seulement le lexique
et la grammaire ont évolué mais en méme temps les moyens d’expression se sont diversifiés
et affinés avec la conduite des personnages. Conventionnellement, dans le plan de la
narration, les héros sont presque les mémes, certains plus mdres, certains plus vieux, se
confrontant avec d’autres personnages, mais dans un monde qui a beaucoup changé. Les
attitudes humaines connaissent une échelle de manifestations plus large, exprimées dans le
discours a travers une riche palette de sous-styles qui nuancent et affinent les trois styles
des base: haut-moyen-humble. Et chacun se concrétise dans une dentellerie savante de
niveaux, registres, nuances, subtilités — adaptés au statut des personnages et au spécifique du
contexte narré.

Le probléme est la capacité des versions roumaines de rendre ces démonstrations
de virtuosité linguistique et stylistique. Voila, en fait, I’enjeu de notre étude: dans quelle
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mesure ont été capitalisées les vertus de compensation du roumain dans la transposition,
fidéle et naturelle a la fois, du texte grec?

Une premicre séquence significative qui peut étre sélectionnée de 1’Odyssée,
apparait aussi, déja dans le Chant I du poéme, comme dans I’Iliade, mais comme c’est la
seule de ce type, elle n’occupe qu’un quart des 444 vers du chant. Encouragé par Athéna,
déguisée en Mentes, invité autrefois chez Ulysse, le jeune Télémaque tient téte aux
prétendants (v. 319 — 419), non seulement a leur grande surprise mais aussi a celle de sa
mere, qui ne parvient pas & comprendre cette brusque maturité de celui qui la veille encore
n’était qu’un pitoyable prince trés jeune et encore trés dépendant de sa meére. Le dialogue
est, dans un premier temps, marqué par 1’urbanité, chacune des parties —inégales, par
ailleurs — espérant que les choses vont vite s’arranger sans préjudices importants. Antinoos
et Eurymaque, qui se trouvent a la téte des prétendants importuns, d’une part, et Télémaque,
le trés jeune fils de la maitresse de maison, d’autre part, s’adressent des malédictions
réciproques, comme formules langagiéres d’agressivité maximale. L’échange est non
seulement symétrique, mais contenant des formules presque identiques, jusqu’au référent,
non prononcé mais facile a comprendre dans le contexte des messages. Une construction
conditionnelle, spécifique a la langue grecque archaique, atténue la formule:

De-ar fi sa dea Zeus insugi razbun pentru aceasta sd vina! (Ds-Od., 1, 379)

[Plaise a Zeus qu’une vengeance pour ces faits arrive].

De n-ar da Zeus... tu rege s-ajungi! (Ds-Od., I, 386).

[A Zeus ne plaise que tu deviennes roi]

La plupart des traducteurs sacrifient la périphrase conditionnelle du texte original:

af k€ mob1 Zevg ddot marivrita Epyo yevésOou:

vnmowol kev Eneita douwv Evioshev droche.t

La formule du texte grec se fait en faveur de la formule de malédiction du
roumain, qui utilise des verbes a I’impératif ou au subjonctif hortatif, appartenant a la série
des termes performatifs illocutoires inventoriés dans les théories pragmatiques de John L.
Austin et John Searle:

[Sa n-ai parte de regat (cdci esti prea bicisnic)!]

[Que tu n’arrives pas a régner car tu es trop incapable]

[Zeus sa va pedepseasca (dupa faptele voastre)!].

[Que Zeus vous punisse pour vos actes.]

Sinon, il y a quelques imprécations réciproques indirectes — de la part de
Télémaque (cu sild obraznica-n cuget), et directes de la part des prétendants (trufas catre
noi, si chiar cutezator in cuvinte [arrogant avec nous et méme audacieux dans ses propos],
et encore une malédiction asses conventionnelle et incorporée dans un autre énoncé
prononcé par le fils d’Ulysse:

“.... de-ar da Zeus, ca aceasta sa se si-mplineasca” (Ds-Od., 1, 390)

[Plaise @ Zeus que cela s’accomplisse]

Dans le Chant XX, Mélanthios, le maitre-chevrier du palais d’Ithaque, considérant
que le groupe des prétendants en avait le dessus, devient de plus en plus agressif envers

1 5ot est un aoriste subjonctif de type épique.
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ceux qui étaient restés fideles aux anciens maitres et, en tout cas, trés arrogant avec tous
ceux qui étaient considérés comme étrangers aux intéréts des futurs nouveaux maitres.
Venant avec les chévres réclamées par ces derniers pour le grand banquet aprés lequel
Pénélope allait désigner son futur époux, Mélanthios se moque du vieux mendiant sous
I’apparence duquel se cachait Ulysse et lui dit de quitter le palais.

C’était pour la deuxiéme fois que cela arrivait & Ulysse, seulement maintenant celui
qui le chassait était I’'un de ses anciens serviteurs qui le trahissait comme sa soeur,
Mélantho.

Un peu avant, 1’aéde nous avait décrit la bagarre provoquée par le mendiant Iros,
qui venant au palais le jour qui s’annongait abondant en aumones, avait constaté que sa
place avait était occupée par un étranger. Cette réaction en est une généralement valable et
on peut la reconnaitre facilement dans les bagarres entre les mendiants actuels pour un
espace privilégié dans les stations de métro de Bucarest. Mais le langage utilise, trés
savoureux, oscille entre les universaux de la pensée et du langage humains, d’une part, et la
spécificité des personnages de Ion Creangé, d’autre part:

“Da-te, batrdne, din prag, sa n-ajungi de picioare afara!

Hai, sus, sa nu avem ceartd, si-apoi si la pumni sa ajungem” (Ds-Od., XVIII, 10,
13)

Le soi-disant mendiant venu d’ailleurs essaie d’abord a expliquer qu’il y avait
assez de place pour tous les deux, dans cet endroit si généreux pour des gens de toutes les
catégories et le prie de ne plus le menacer de le battre. Ensuite les insultes se déchainent
dans un duel verbal trés amusant. Certes, les traducteurs roumains ont utilisé le modéle des
contes de fée populaires ou celui des textes des écrivains du XIXe siecle:

“O, zei, ia uite cum varsa potop de ocari grohdite!

Parca-i o baba-afumata de varsta, i tare l-ag drege,

Dandu-i cu pumnii-amdndoi, cdt sa-i cada si dintii din gura!

Parca i-as rupe si-o falcd, precum unei scroafe-n gradina!”

(Ds-0Od., XV1Il, 26-29)

Ulysse, ”le mendiant étranger” lui répond toujours avec modestie et malice en
méme temps. Il obtient la promesse qu’aucun des prétendants qui s’étaient rassemblés
autour comme pour assister a un “délice” offert par un dieu du palais. Ensuite il accepte le
combat. Le résultat est facile a deviner. Nous ajouterons seulement que la description des
gros morceaux de viande qui grésillaient cependant sur le feu dans 1’attente du repas
copieux, rappelle les banquets gargantuesques peints par Ion Creangad (des chévres farcies
de lard et de sang de porc; des pains immenses, des coupes de vin énormes, etc.)

Satisfaits par dénouement sanglant de la bagarre, les princes prétendants,
récompensent généreusement le mendiant-hote vainqueur, et lui souhaitent... la réalisation
de tous ses désirs, sans le moindre soupgon qu’en fait il s’agissait de leur propre fin.

Les 150 premiers vers du Chant XVIII décrivent ces faits. Jusqu’a la fin du chant,
le bizarre vieillard, venu de nulle part, recevra encore une réprimande de la part de
Mélantho, la servante aux joues rouges, qui faisait partie de la suite de Pénélope mais qui
était devenue ’amante du prétendant Eurymaque (Od., XVIII, 327-337), ensuite encore une
de la part d’Eurymaque lui-méme (Od., XVIII, 357-364). Utilisé par les princes ou par la
servante, le vocabulaire appartient au méme langage vernaculaire:
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“Biete straine, da chiar ca batut esti in cap, cum se vede...

Vezi tu, catea, ca indatd eu lui Telemah ii spun totul.”

(DS-0d., XVIII, 327, 338)
e Cependant, les dialogues suivants deviennent de plus en plus informels.

Le Chant II, ou Télémaque convoque 1’assemblée des habitants et des prétendants
dans une tentative de mettre fin a la situation désastreuse, se compose d’une suite de
discours® dans lesquels le dépit longtemps réprimé dans 1’Ame des personnages explose
dans des mots de plus en plus furieux: nerusinati (petitorii)/ impudents (les prétendants),
obraznici/insolents, trufas/arrogants, afurisitt/méchant, sila/dégodt, silnicie/violence, gand
fara frau/pensée debauchée, ganduri viclene/ pensées sournoises, fara de gdand, fard cuget/
irréfléchi,, pieire/, mort, etc. Les expressions du type “Bdtrdne ... acasa te du, plozii de-fi
vezi!” (Ds-Od., 11, 179) prononcées par Eurymaque, auraient été impensables venant de la
part d’un jeune homme de bonne famille, surtout si le destinataire était un vénérable
habitant de la cité, tel Alitherses, comme c’est le cas ici, et non pas un esclave ou un
mendiant. La malédiction de Mentor, appartenant au camp des hdtes, qui essaie toujours de
préserver un certain niveau de la politesse, s’inscrit dans les mémes formules sacres a
I’adresse des dirigeants de la cité mais plus sombres que jamais:

,,»9a nu mai fie vreodatd nici bun, ba nici bland §i nici pasnic

Rege cu sceptru pe lume, nici datina n-o mai pdzeasca,

Ci ne-ncetat doar un asupritor facdator doar de rele!” (Ds-Od., 11, 230-232).

Le temps s’écoule alors que le pillage et la débauche s’instaurent a la cour dans
I’absence d’Ulysse. Pendant les quatre ans de terreur, Télémaque, 1’adolescent intimidé et
attaché a sa mére se transforme et devient un jeune homme malheureux, prisonnier dans sa
propre maison. Des rumeurs terribles concernant son sort lui parviennent et il décide de
quitter le palais dans afin d’avoir des nouvelles de son pére sinon de trouver celui-Ci en
personne. Assisté en permanence par Athéna, il parvient a se procurer de Noemon, 1’un des
prétendants, un navire léger et rapide (Od., Il, 386). Il arrive a Pylos, chez le vieux sage
Nestor et ensuite en Laconie chez Ménélaos et Héléne. La rencontre avec ces personnages
célebres est accompagnée de vastes cérémonies d’échanges de compliments choisis, des
louanges, des récits exemplaires de hauts exploits. Hélene méme, sage a présent, revenue au
foyer de son mari, raconte les anciens événements, cote a cote avec les héros d’autrefois,
avec un détachement serein, comme si elle n’avait la moindre idée de qui avait provoqué le
désastre de tant de cités, les combats et les errances qui avaient duré une vingtaine d’années,
la catastrophe de toute une civilisation, source d’inspiration, il est vrai, pour deux chefs-
d’ceuvre de I’humanité. A 1’échelle historique, on peut dire que I’humanité a eu un certain
profit de tous ces conflits, résultat d’une infidélité féminine...

Tous les beaux mots, artistiquement tissés dans 1’épopée qui appartiennent au
registre le plus cérémonieux et qui sont utilisés dans 1120 vers (le Chant Il en entier, les
vers 1-497 et les premiers 624 vers du Chant IV) ne font que de mettre en évidence le
contraste avec le discours d’Antinoos, lorsque la scéne est déplacée par

! Les mots appartiennent a Télémaque (I1, 40-80; 130-145; 208-223 etc.); Antinoos (Il, 85-129) ;
Alitherses (1, 161-176), Eurymaque (I1, 177-207).
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I’aéde/correcteur/éditeur, en tout cas par un bon et talentueux connaisseur des techniques
narratives — de maniére brusque et spectaculaire — a la cour d’Ithaque. Antinoos apprend
qu’en réalité Télémaque n’est pas parti s’occuper des travaux de ferme a la campagne, mais
au contraire, dans un voyage pour lequel il s’était bien équipé et s’était fait accompagner par
les jeunes hommes importants de la cité. Le chef des prétendants se laisse emporter par la
rage et utilise un langage aussi vert que possible. D’ailleurs, campant tant d’années a la
cour d’un héros absent ou ils se sont régalés en sacrifiant des troupeaux entiers de boeufs et
de vaches, de moutons et de chévres, en vidant les caves et les granges, en disposant sans
géne des biens du palais, des serviteurs et des servantes, tous ces prétendants importuns
avaient enfreint toutes les régles de politesse — écrites et non écrites, mais pleinement
fonctionnelles a 1’époque. Par conséquent, pourquoi auraient-ils respecté les régles de la
politesse verbale? Cela n’aurait été qu’une preuve d’hypocrisie, et cela ne se faisait pas; ils
étaient des gens d’armes, d’action, les descendants de familles aristocrates. Par ailleurs, le
code de I’honneur dont on dit qu’il domine les épopées homériques, est totalement absent
ici.

Cette fois, les malédictions descendent au niveau physiologique:

.- Rau i-a fi §i i-a prinde! Ci Zeus sa-1 bata

Si sa-i doboare virtutea 'nainte sa-si ia barbatia!”

Ce passage a constitué¢ 1’une des nombreuses pierres de touche pour les traducteurs
modernes. Nous avons Cité la-dessus la version de Dan Slusanschi, une traduction bien
équilibrée, de facon a respecter aussi bien le texte grec que ’ouie du récepteur roumain.
D’autres traducteurs on fait appel avec plus de courage au modeéles des ”chansons tsiganes”,
des chansons des banlieues, si bien traitées et réinterprétées par Miron Radu Paraschivescu
mais aussi par d’autres écrivains (George Toparceanu, Mircea Dinescu, etc.) Les cadences
des vers de Miron Radu Paraschivescu sont facilement reconnaissables dans:

,,Din puterea ta cea plina...”

Nous avons déja eu 1’occasion d’évoquer les querelles entre les dieux qui, dans des
circonstances similaires, s’expriment de la méme facon que les humains et, en pleine colére,
oublient la place qui leur est assignée dans 1’Univers.

Parfois, les traducteurs roumains les font parler a I’instar des personnages de Ion
Creangd. Nous nous souvenons les insultes qui jaillissent dans la chambre louée par les
séminaristes, dans la scéne des brdlots que les farceurs allumaient a la plante des pieds des
dormeurs, dans les Souvenirs... du conteur de Humulesti. Nous reconnaissons également le
méme style dans la querelle des personnages fantastiques du Conte de Harap-Alb. Le
modele est emprunté aux narrations populaires dans lesquelles les empereurs, les dieux et
autres personnalités Otent tranquillement leur chapeau et le déposent sur le banc du four,
s’assoient sur la banquette paysanne et lorsqu’ils parlent, ils utilisent soit les formules
conventionnelles polies usitées a la campagne du type Dragul tatii/Dragii mosului, Soit des
malédictions et des insultes du type hodorogire-ai etc. Enfin, dans d’autres situations, les
traducteurs roumains combinent ces modeles avec les modéles vernaculaires que nous avons
évoqueés supra, afin de rendre des discours communs aprés tout dans la conduite verbale
humaine te tous les temps et les lieux.

L’épisode représentatif dans ce sens, est intégré dans le Chant VIII de ’Odyssée v.
265-365. Le fragment en question était évidemment, a 1’origine, une chanson séparée,
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indépendante du type que les aedes chantaient tard dans la nuit quand seuls les hommes
étaient encore a table.

Dans 1I’Odyssée, ce texte est attribué a I’acde Démodocos, invité par Alcinoos, le
roi des Phéaciens au festin offert en I’honneur d’Ulysse. Le chanteur raconte, dans des vers
accompagnés a la lyre, I’anecdote d’Héphaistos, le travailleur et plein de talent mais
difforme dieu-artisan, marié a la belle Aphrodite. Séduite par Arés, elle recoit son amant
méme dans le lit conjugal. Phoebus — le soleil peu discret qui voit tout — prévient le mari
cocu. Avec son don de la technique, le malheureux dieu-forgeron fabrique un piége de fils
invisibles autour du lit, précurseur des champs de mines modernes ou des réseaux de rayons
laser actuels dont sont prévus les dispositifs de protection des biens de valeur. Aprés un
moment d’hésitation, Héphaistos décide d’assumer la posture humiliante et de faire venir
des témoins pour voir les deux adultéres tels qu’ils se trouvaient dans le lit de leur plaisir
coupable. Poséidon, Hermes, Apollon et d'autres arrivent sur place. Anciennes coutumes
interdisaient aux femmes d’assister a des scénes pareilles, et alors, les déesses incitées par la
nouvelle qui s’était rapidement répandue, arrivent elles aussi mai restent a 1’extérieur, se
tenant prés de la palissade, dans I’attente des hommes, plus chanceux, qui pouvaient leur
relater des détails. La palissade de 1’Olympe, bien stir... Les témoins n’ont pas manqué a
s’amuser de ce qu’ils voyaient et les plaisanteries habituelles dans telles circonstances ont
commencé. Apollon demande a Hermes : « Aimerais-tu te trouver dans cette position ? », et
ce dernier lui répond que s’il s’agissait de se trouver dans le lit a co6té d’Aphrodite il
accepterait n’importe quoi : des chaines encore plus nombreuses, le spectacle publique, etc.

Comme d’habitude, dans le texte homérique, des styles en contraste sont bien
équilibrés afin de mettre complétement en évidence les qualités discursives. Hermes
s’exprime correctement, de maniére assez réservée, malgré I’amusement général, les
hexamétres dactyliques cataleptiques mis en cadences impeccables par 1’aéde prouvent la
pureté du haut style. Ses affirmations précedent les passages des romans chevaleresques de
la fin du Moyen Age. Poséidon, qui assume le role de médiateur, fait des efforts pour
abaisser le niveau de son discours a celui de ’époux agité. Il propose a ce dernier de
résoudre le conflit par un dédommagement matériel, tout en adaptant cependant la
terminologie juridique afférente au style familier de la circonstance : « ,,0 sa-fi plateasca tot
nenorocitul, ma pun eu chezas, frate!” (nous avons paraphrasé la version de G. Murnu.)

En ce qui concerne le mari trompé, tout se passe comme s’était a prévoir.
Héphaistos, au-dela de son apparence difforme, avait toutes les qualités d’un dieu —
intelligence, grace créatrice, etc. Mais tout cela disparait comme par magie quand la dure
réalité se révéle dans son propre piége si ingénieux. Certes, le texte qui nous est parvenu a
travers les millénaires a été expurgé de toutes les horreurs prononcées dans la circonstance,
bien que le naturalisme ne manque pas du langage homérique. Les savants des écoles de
Philologie dans le cadre des Bibliotheques d’Alexandrie, de Syracuse, etc. ont
soigneusement ,,nettoyé” les collections de textes qui circulaient. Les formes archaiques et
dialectales, devenues opaques pour les nouvelles générations, ont été remplacées, les termes
ambigus ont été éliminés, ainsi que les passages considérés des interpolations. C’est ainsi
que les premiéres versions de type vulgata, préparées dans les manuscrits fondateurs de
I’homérologie avaient déja un caractére de textes ad usum Delphi, Par conséquent les
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éditions standard ne contiennent plus intégralement ,les mots de la colére” de ce fragment
coloré, mais il est facile a imaginer ce que le mari trompé a pu débiter dans ces moments-la.

Ce qui est resté dans les textes usuels est dii, de maniére paradoxale, juste a ce type
de sélections. Pendant trois mille ans, les Grecs ont appris a lire et a écrire sur des fragments
des épopées homériques. Or, le fait d’avoir ignoré de tels passages a sauvé ce qui en pouvait
encore étre sauvé. Dans les deux ou trois explosions d’Héphaistos nous reconnaissons les
lieux communs de la rhétorique et du vocabulaire des conflits conjugaux: curva (putain),
catea (chienne), madulare (organes), dstia doi (ces deux), mai bine nu ma faceau paringii
(mieux valait que les parents ne m’aient pas) etc. Dans le méme inventaire rhétorique
s’inscrivent aussi les accusations d’ingratitude. En oubliant que son infidéle épouse avait
des origines divines (certes, fruit d’une « faute »), et de premier rang, en plus, le mari lui
rappelle les dépenses qu’il avait faites pour elle, depuis la proposition de mariage et
jusqu’au présent infime. Ses complaintes sont rendues par les traducteurs roumains selon le
modele des chansons des banlieues ayant le méme sujet:

1e-am luat de la ma-ta de-acasa

Desculga i fara ...

[Je t’ai emmenée de chez ta mére,

Pieds-nus et sans...]

Certes, le texte est différent dans les diverses éditions roumaines, quelques-unes
totalement cosmétisées. La version DS dit:

,,Cate le-am dat ca un prost §i cafeau aceasta de fatd

Ca-i mdndrd-coz de frumoasa, dar suflet in inima n-are” (Ds-Od., VIII, 318-319)

[Que ne leur ai-je pas donné comme un imbécile et cette chienne de fille

Qui est tres belle mais qui n'a pas de ceeur]

Le traducteur semble préoccupé plutdt par la récupération des répétitions, des
pléonasmes, des paroles qui se chevauchent dans le discours d’'un homme profondément
bouleversé a cause de ce qui lui arrive, et, de temps en temps d’une épithéte vulgaire, et
moins par tout le déploiement logico-sémantique du discours. Mais, pour le lecteur avisé
cela est suffisant.

Conclusions

1. Nous avons I’habitude d’affirmer que [I’lliade et 1'Odyssée sont des mod¢les
de création artistique de la plus haute qualité, d’ou on peut déduire que le style est toujours,
sans faute, trés élevé. En fait, nous constatons que le grand art des bardes antiques consiste a
exprimer toute la gamme des sentiments humains dans des formes d'expression appropriées,
ce qui signifie que tous les styles, tous les niveaux, les registres et les nuances sont fructifiés
dans une toile poématique d'une grande finesse.

2. De telles virtuosités d'expression ont été les plus grands défis pour les
traducteurs modernes. Méme les Roumains macédoniens qui ont appris le grec sur des
textes homériques (des écoles d’Avdela etc.) C. D. Aristia, I. Caragiani G. Murnu - ont été
contraints de faire appel a des modeles populaires. Et s’ils ont utilisé la langue de I’Evangile
et des chroniques anciennes, pour les passages qui renvoient aux rituels religieux ou a des
scénes de bataille des cérémonies, de discours protocolaire, ils ont également utilisé la
langue des contes de fées, des légendes, des ballades, mais aussi celle de la périphérie
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populaire des villes, id est: les chansons des banlieues, les malédictions, dans les passages
qui exigeaient I'adoption d'autres styles et registres.

3. Bien qu’en théorie, aucun des traducteurs roumains n’accepte les assertions
de Lovinescu concernant le faible niveau de la civilisation du monde achéen dépeint dans
I'lliade et I'Odyssée, en fait, tous suivent ses pratiques traductives. L’auteur des Mutations
des valeurs esthétiques (ILR, vol. VI) avait déclaré que le monde d'Ulysse est I'un des
bergers, des agriculteurs et des gens de mer sans trop d’instruction, bénéficiaires d'un trésor
de sagesse et de langue ancienne, et que s'il avait connu le grec, c’est plut6t Ion Creanga qui
aurait été était un bon traducteur de ces textes en roumain.

Et cela, parce que le roumain, bien que mdri dans des variantes littéraires
modernes, conserve encore le godt de I'herbe fraichement coupée, du sillon humide et du lait
caillé. Cela n’est pas valable pour les langues occidentales, ce qui fait que les personnages
d'Homére, comparables plutdt a ceux de la cour de notre Stan Patitu, parlent dans ces
versions comme dans un salon d’époque impériale tardive.

Le francais, par exemple, dit E. Lovinescu, est une langue logique, riche, correcte
mais qui a perdu le filon folklorique authentique, c’est-a-dire 1’ingéniosité apte a rendre le
monde mycénien de 1’époque qui a précédé 1’aube de I’histoire. En échange, le roumain peut
encore le faire a I’aide de la diversité de moyens que nous avons mentionnés ici.
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PROGRESSIVE DERIVATION DURING THE
17" CENTURY

luliana-Valentina BOBOACA*

Abstract: Prefixation and suffixation are among the most important means by which the
Romanian vocabulary expanded in the seventeenth century. Although the use of Slavonic as cult
language was seen as halting the natural evolution of Romanian language, it had introduced many
terms of Slavonic and Byzantine origin, thereby refining the religious terminology. Having as support
texts: The Universal Chronicle and The Signification of Holy Liturgy written by Mihail Moxa, the
study will observe the share that certain prefixes and suffixes had in enriching the Romanian lexic.

Keywords: prefix, suffix, old language.

The derivation represents, in the seventeenth century, as the loan, one of the
principal means by which the vocabulary was considerably enriched. In what concerns the
process of forming new words, the researchers noted that the language resorted to “its own
resources from the existing inventory of words, to affixes and to grammatical rules, in the
case of compound words” (Popescu-Marin, 2007: 5).

In the text of the Universal Chronicle, the processes of forming new linguistic units
are: the progressive derivation (prefixes and suffixes), the regressive derivation, the
composition, the conversion, and the parasynthetic derivation (structures that have a prefix
and also a suffix). The prefixation and suffixation are amongs the most important methods
that have helped the Romanian vocabulary expand. Although the use of Slavonic as
language of worship was seen as a halting of the natural evolution of Romanian language, it
had introduced many Slavonic and Byzantine terms on Romanian territory, therefore
refining the religious language. In this study the share that certain prefixes and suffixes had
in extending their synonymic area will be observed.

Derivation with prefixes

The prefixes documented in the text are either productive or unproductive in the
language. The productive ones will enjoy proper attention, as the lexemes they cover will be
listed, while the unproductive ones will only be mentioned through the paper.

The productive prefixes in Romanian language of the seventeenth century are: a-,
arhi-, de-, des-, in-, intru-, ne-, po-, pre-, prea-, ra- (re-); ras-, s-, Spre-, stra-:
« the prefix a- (derived from the Latin ad-) entered the language through inherited words as:
adapa (64v: 149), adormi — adurmi (7v: 101), aduce (117r: 186, 96v: 173). Even if the
meaning of the new formed words is substantially different from the meaning they held
before prefixation, in some cases (pus < apus), this prefix is highly productive: aprindea
(28v: 118), amesteca (39v: 119, 119v: 188), asemana (44v: 131), astupa (55v: 139), alinata
(98r: 174), abdtu (104v: 179);
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« the prefix arhi- (gr.): arhiep[i]sc[o]pul (50v: 142), arhangh[e]l (67r: 151); in the religious
work, the translation from St. Gregory Bgslov, two lexemes are formed with the prefix arhi-
: arhiereul (129f, 129v), arhiepcpul (129f);

* the prefix de- was inherited from the Latin de- (preposition and preverbal particle):
delunga (150r: 214; SG: 127f);

* the prefix des- was inherited from Latin (dis-), which gave old language the form deschide
(47v: 139). It is not a very productive prefix in the analyzed texts, it occurs in a verb that
relates to another verb: descaleca (154r: 219) — incaleca (53r: 135), descoperi (99v: 175) —
acoperi (-ra, 9v: 101), descue (37r: 125) — incuiata (form met only once in the text at 36v:
125);

* the prefix in- / (turns into Tm- when followed by labials) comes from the Latin in-
(preposition and preverbal particle) and entered in Romanian through inherited words as:
imparti (5r: 99) and Tntoarse (14v: 105). The original derivatives formed on our lands are
mostly verbs (followed by adjectives and nouns). Below they are listed as they appear in the
Chronicle’s text:

- Tm-: impdcara (29r: 119, this lexeme is an adaptation with the im- prefix, not a
derivative in itself, because the theme has not circulated independently in Romanian); three
occurences are found in the text: impugita (40v: 128), Tmprocica (150r: 214), imprdstiia
(150v: 214);

- n-: Inseta (4r: 99), intrec (5v 99), indulceasca (7r: 100), inmultira (10r: 101),

intarata (16v: 107), indrazni (18r: 118), intristara (24r: 114), intrecea (34v: 123); incuiatd
(36v: 125); invalui (37v: 125); ingropat (38v: 127), invins (38v: 127), intinata (40v: 128),
intoarne (47r: 133), incdleca (53r: 135), indereptam (58v: 145), infdrtati (60v: 146), inseld
(62v: 147, adaptation), ingropat (65v: 150), ingreoia (70r: 153), ingroziia (70r: 153), injurd
(71r: 154), invierea (73r: 155), ingradi (79r: 159, adaptation), intdmpinat (86r: 166),
infricosat (87v: 167), infrunta (89r: 168), inghimpoase (91r: 169), invartindu-se (96r: 173),
incremenita (103r: 178), ingheta (104r: 179), inflori (106r: 180)/ influria (129v: 195),
indeletnici (108v: 181), indragi (121r: 189), intarit (122r: 190), insoti (126r: 193), inglotira
(131r: 197), invensera (147v: 212); in the religious work this prefix has few derivatives:
inviiaza (SG:125f), inchipuiaste (SG:128f), infasara (SG: 130v), ingdaduiinta (SG: 134f),
indirepteaza (SG: 135v), ingrijascu (SG: 136f);
« the prefix ne-: of Slavic origin (Popescu-Marin, 2007: 27), has replaced the old prefix in-,
being even more productive that the Latin one. This prefix entered the Romanian language
through the noun nevoe (43v: 131, 103v: 179, 107v: 181, 137v: 201, 144v: 209) and it is
found in addition of many lexemes (some even of Latin origin): nemica (90r: 168*2, 96v:
173, 113v: 184, 133r: 198; SG: 135v), nepodobit (5r: 99); neparasit (6r: 100); nesavdrsita
(8v: 101); neascultare (9r: 101); nemangaiat (9v: 101); nebuniia (12v: 104); necrutat (26v:
117); nestiutul (30r: 119); nefatarnic (44r: 131); nesatiul (70v: 153); nemilostivii (71v: 154);
nedereptul (71v: 154); nesvdrsit (76r: 157); nepreceputi (80v: 160); nebunie (83r: 163);
nepotrebnice (93r: 171); nelacom (97v: 174); nevazut (115v: 186); necurat (118r: 187);
necredinta (120v: 181); neintelepti (131r: 196); nebuneste (131r: 196); necredincioasd
(137v: 201). In the religios text, only four occurences are met: nevazuti (SG: 123V); netinut
(SG: 125V); netrecuta (SG: 126f); nestins (SG: 126v); nedestoinic (SG: 127f); nedereptate
(SG: 128V); netreaba (SG: 134v); necuratie (SG: 135f);
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* the prefix pre-: prembla (53r: 135), prepuse (59r: 145, inherited form Latin); prepuitoriu
(129r: 195), premilostiv (132r: 197); premult (SG: 133f/ 2), preputinel (SG: 133f);

» the prefix prea- gave in Romanian: preamare (30v: 120), preavoinic (42r: 140), preadrag
(45r: 132), preaindurdtoriu (46r: 132), preabatranul (47v: 134), preafiumoasa (56v: 143),
preaindragi (57v: 114), preainteleapta (60r: 146), preamulti (75v: 157), preaingelept (83r:
163), preaincdrcata (103v: 179), Preainteleptul (109r: 182), preastiutoriu (119r: 187),
preamare (124v: 192), preaintelepte (139v: 203); preasfanta (SG: 126v-127f);

 the prefix ras-/riz-: rassadi (6v: 100), rasfirara (13r: 104)/ rashirara (55r: 138),
rascumpere (15V: 157), rascumpdrare (81v: 161); razboli (49r: 140), razbun (154v: 220);
rascumpara (SG: 136f);

* the prefix s-: scumpdra (76v: 158, 107r: 181), sfarima (112r: 183), scumpere (136r: 200);

* the prefix stri-: straluci (5v: 99), stramoasa (8v: 101).

Derivation with suffixes

Suffixation plays an important part in enriching the vocabulary, operating mostly in
the morphological parts that hold an independent meaning. The productive suffixes will be
listed in alphabetical order, as well as their derivatives formed on Romanian territory:
« the suffix -a (of Latin origin, entered the language through inherited words: adunare —
aduna): inalta (28v: 118; 134v: 199), rusina (39r: 127), derepta (42r: 130), lumina (90r:
168), crestina (114v: 185);
* the suffixes -ac / -ag (supposedly the first is of Slavic origin, while the second’s
provenance is controversial, considered Hungarian) do not appear in the chronicle;
« the suffix -ar (iu), -ari, -er (iu): strajariu (SG: 129f);
« the suffix -as has a multiple etymology: Slavic, Hungarian and local (Popescu-Marin,
2007: 73): careas (6r: 100 / 109r: 182), vrajmas (8v: 101), sugasi (30r: 119), coconasi (51r:
142), pizmasu (68v: 152), ucigas (83r: 163); pacatasi (SG:124v);
« the suffix -a (from Lat. -a): sfanta (15r: 106), roabda (31v: 121); sfantd (SG: 121v);
« the suffix -ciune (derived from lat. -(t)sione/ -(s)ione) is present in the following lexemes:
intelepciune (7r: 100); dezmierddciune (59r: 145); spurcdciune (86r: 166), urdciune (95v:
172); botejune (SG:131f), deserticiune (SG: 136V);
« the suffix -ea (old Slavonic. -e + -a, to avoid confusion with the vocative (Popescu-Marin,
2007: 86): Cacacea (91r: 169);
« the suffix -eala (Bulgarian -adlo): pesteald (21v: 115/3), asupreala ((70r: 153);
« the suffix -ean (an, ian), -eanu, -eni, -ulean (SI. -(1)eanini/ -(l)ianin): eghiptéan (14v: 105),
eghipteni (14r: 105), midenii (17r: 108), ostenii (27r: 118), rimlenii (34r: 123), solunénii
(50r: 141), curteni (7T7v: 158), muntenii (83r: 163); hersonenilor (85v: 165); agareni (114r:
185), moldovenilor (156r: 222), misireni (156r: 223), aravieni (156v: 223);
« the suffix -eata (Lat. itia): dulceata (6v: 100), iubeata (133r: 198);
« the suffix -enie (SI. enije): omilenie (65v: 150), rudenie (76v: 158), milostenie (95v: 172);
omilenie (SG: 124v);
* the suffix -el (Lat. -ellus): fromosel (22r: 114), putinel (53r: 135), ostrovel (103r: 178),
mitiutel (106r: 180), nitel (110v: 182), tinerel (141v: 206);
« the suffix -enie (SI. -enije): omilenie (65v: 150), rudenie (76v: 158), milostenie (95v: 172);
omilenie (SG: 124v);
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* the suffix -esc (Thracian -iscus): impardtesc (4r: 99), ovreesc (21r: 116), latinesc (28v:
119), dumnezeesc (42r: 130), crestinesc (55v: 139), turcesc (56r: 143), sarbesc (75r: 157),
schienesc (84v: 164), sufletesc (99v: 176), omenesc (101v: 177), rusesc (127r: 193), trupesc
(130v: 196), rumanesc (146r: 210), sarbesc (146r: 211), unguresc (146v: 211); dumnezeiesc
(SG:124f), heruvimesc (SG: 129v), calugaresc (SG: 132f), imparatesc (SG: 134v);

* the suffix -easca: porceasca (40v: 128), crestineasca (48r: 139), imparateasca (48r: 139),
greceasca (64v: 149), turceasca (80v: 160), calugareasca (95r: 172), omeneasca (99v:
175), lumeasca (102v: 178), ingereasca (102v: 178), sufleteasca (124v: 192), ungureascd
(148r: 212), rumdneasca (152r: 217), romdneasca (152r: 217), sdrbeasca (152v: 217);
ingereasca (SG:129v);

« the suffix -esti: ovreesti (20v: 112), jidovesti (39r: 127), latinesti (53r: 135), elinesti (89v:
168), crestinesti (92r: 170), omenesti (95v: 172), slovenesti (138v: 202); imparatesti (138Vv:
202), sdrbesti (144r: 209), grecesti (143r: 208), curvesti (129r: 195); cardimdanesti (155v:
221); preotesti (SG: 122f); ceresti (SG: 126V), mirenesti (SG: 135v), ingeresti (SG: 136V);

« the suffix -es (has a multiple etimology: Hungarian, Slavonic): chipes (129v: 196);

« the suffix -e(a)ste, -aste, iaste (Thracian: -esc + a): dumnezeiaste (99v: 176);

« the suffix -et (-at) (Lat. -itus): pomet (-ele, 6v: 100; -tii, 7r: 100)

« the suffix -et, -aret, -ulet (Slavonic or Bulgarian etimology): gustaret (77v: 158), maret
(77v: 158), indraznet (87f: 166);

« the suffix -i (Latin etymology): adeveri (84v: 164), calugari (88r: 167), domni (15v: 106),
Tmparti (5r: 99), folosi (19r: 110), gandi (136r: 200), mestersugui (36r: 125), mosteni (8V:
101), vdrtejisi (112v: 184), vorovi (52v: 135), gati (11r: 103), goli (99v: 175), insoti (126r:
193), largi (35r: 124), orbi (17v: 109), nevoi (12v: 103), vesteji (90v: 169), slobozi (106v:
180),

« the suffix -ici (Slavonic etymology -i¢) entered the language through proper names:
Cobilici (145v: 210), Dragovici (146r: 211), Cralevici (146r: 211), mascarici (33v: 123);

« the suffix -ie (multiple etymology: Lat., Sl., Greek.): avutie (4r: 99), robie (18v: 110),
boerie (38r: 126), omenie (46r: 132), iparhie (51v: 143), domnie (53v: 137), bucurie (61r:
146), patriersie (89r: 168), veselie (127v: 197);

« the suffix -ime (Lat. etymology -ime): desime (9v: 101); multime (145r: 210); grosime
(149f: 213);

« the suffix -inta (Lat. -ente): nevoinga (87v: 167);

« the suffix -is (obscure etymology): fatis (24r: 116);

* the suffix -itd (Old Slavic etymology -ica): porumbita (137v: 201), calugarita (138v:
202);

« the suffix -iv (Bulgarian etymology -ivii): rabduriv (44r: 131), betiv (77v: 158);

« the suffix -nic (Old Slavic etymology -nik): darnic (42r: 130), nefdtarnic (44r: 131),
puternic (63r: 148), fatarnic (72v: 154), paznic (87r: 167), otravnic (91r: 169), birnic (148r:
212);

* the suffix -os (derived from Lat. -osus): gaunos (25v: 117), barbos (82v: 162), fricos
(101r: 177), mangéios (135: 200), ménios (150v: 214);

* the suffix -are (Lat. origin): gustare (9r: 101), neasculare (9r: 101), varsare (25r: 116),
luptare (73v: 155), pradare (76r. 157), rascumparare (81v: 161), méncare (97r. 174),
certare (118; 187), stamparare (135v: 200), varsare (153v: 219);
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« the suffix -ere: imparéchere (24r: 116), plangere (85v: 165);

* the suffix -ire: Tndraznire (101r: 177), perire (117v: 186); mantuire (SG: 136f)

* the suffix -sug (Hungarian ség): hitlensug (24r: 116), mestersug (87v: 167);

« the suffix -(t)ate (Lat.: -tat/ -tatis): dereptate (71r: 153); nedereptate (SG: 128v), golditate
(SG: 133f), greotate (SG: 133v), rdotate (SG: 136f);

« the suffix -(t)or (Lat.: -tor/ -torius): indurator (42r: 130), socotitor (56r: 143), cutezator
(68v: 151), iubitor (69v: 152); iubitor (SG: 136v);

 the suffix -(t)oare (Lat. -tor/ -torius): curdtoare (6v: 100), biruitoare (81r: 160),
carmitoare (94v: 171);

« the suffix -ui (SI. -uja): mestersugui (36v: 125), sfatui (135v: 199); pricestui (SG: 128Vv);

« the suffix -ura (Lat. tura, -sura): spartura (104v: 179), invatatura (105r: 179); umplura
(SG: 131v), invatatura (SG: 131v).

These two means by which the lexic increased its inventory, prefixation and
suffixation, are very well represented in the chronicle’s text. By listing the derivatives
resulted, one can easily observe which prefixes and suffixes were the most productive in
Romanian language during the seventeenth century.
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THE SYMBOL OF THE LILY IN AL. PHILIPPIDE’S POETRY

Gabriela CRACIUN (BUICAN)*

Abstract: The study seeks to reveal the meaning underlying the usage of the lily in
Alexandru Philippide’s poetry. Its frequency betrays the poet’s appetence for this ambiguous flower.
The lily stands between the concepts of life and death, of purity and darkness. The royal flower is very
often reflected in Philippide’s poems, functioning as an avatar of the poet.

Key-words: Alexandru Philippide, lyrism, lily, symbol

Poetry vibrates through the symbol, this being a mask of the world comprised in a
word. Without such an artistic substitute, the natural world would hardly be imported into
the poetic universe.

The symbol models ideas, objects, beliefs, transposing them into vocables which
carry deep meanings. It functions as a hermetic cover of the core, of the content of art. The
reader will see himself unwillingly turned into a decoder, because the symbol, this tempting
mask of the word, will invite him to a superior thinking, a transcendental one meant to
develop until its last phase, that being the true cognizance, the revelation.

The symbol is a cover usurping the core of the word. Disguised in another vocable,
another object or another idea, the symbol appears on a quite frequent scale in Alexandru
Philippide’s poetry. Caught between tradition and the modern path, the poet from Iasi gives
words unexpected valences, managing to create this palletisation with the aid of the symbol.

Being fond of the past, of myth and archaic ideals, the poet Philippide configurates
traditional symbols, in which he fosters modern seeds.

The first part of his poetic creation lies under the sign of romantism, of pozitive
onirism which heads to the stars. The lyrical ego kneels in front of the Sun, begging it to
cast away the darkness that left its veil upon his world. The solar light is the embodiement
of his dream, a new dream, different from the one he had been living in for so long. Longing
after the solar rays actually reveals the nostalgia of the good times, of the new beginnings,
of breaking all the old bonds.

The palpable touch of the long plotted dream becomes feasible through the usage
of pozitive tools resembling their target, the ideal, through their structure.

Pozitive tools are actually symbols of kindness, of purity, symbols which may
connect in a final point to the target, this being the accomplisment of the ideal. The
ascension that the lyrical ego engages himself into is a ceremonial journey, where the
prayers blend with sacrifices and beginnings blend with endings.

The lyrical ego summons the stars in his own process of transformation, in which
his soul, which he already calls “old”, because he no longer recognizes it as being his, will
get another embodiment. By willingly separating himself from his own soul, the poet hopes
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to get a new soul, simultaneously forcing the old dream to turn into a new one: “Si da-ne,
Soare, suflet nou, alt vis!/ Ne-am saturat de vechiul nostru vis!” (I, 4)

Philippide’s first volume opens up with precisely these aspirations included in
“cantecul catorva”. Being the voice of his world, the poet fills the verses with a few spiritual
petitions. He asks for plenitude for he sees the world empty, he longs for light in an almost
always nocturnal background and dreams about a world of lilies, a world of hope and purity.

The world populated with lilies is an edenic world that the poet sees as possible at
least in the first part of his poetic creation: “The abundence of the white, the depth of the
lilies signify the paradisiac space so confined and soon lost of Philippide’s poetry. An
esthetic and luxurious space, but also fragile, a sort of a pendant of the luxe, calme et
volupté baudelairianism” (Balota, 1974: 46) (Our translation G.C.). It is precisely this type
of aestheticization of the lyrics that brings him close to Dimitrie Anghel. As well as
Philippide, Anghel imports in his poetry elements as the lily, the reverie and the preference
for the colour white.

The presence of the lily in iconography, art and literature dates back to the early
times, its simbology being a solid one, enclosing in itself a series of mytical dimensions.

In Christian iconography, the Virgin Mary is holding a lily in her hand, this being
the floral correspondent of her purity and virginity. Philippide invokes this flower in the
hope of purification, of spiritual cleaning of a world lost in darkness. The longing for
primordial purity actually hides the hope of a new beginning, unshattered by the
complicated ways of the soul.

The ancestral Egyptians worshipped him until identifying themseves with it. The
hieroglyph representing the lily was the symbol of Egypt. The lily was also the witness of
death, but paradoxically, it wasn’t associated with the end of life, but with its continuation
into a higher framework, generating eternal happiness.

The lily is an equal of pure and chaste love but also with the love for divinity:
<<The lily also symbolizes forgetting the self in favour of God’s will, leaving yourself in
the hands of Providence, who takes care of the needs of his chosen: “Take a look at the way
the lilies grow; they do not tire themselves and they do not spin. (The Gospel of
Matthew)>> (Chevalier, Gheerbrant, 1969: 46) (Our translation G.C.). The poet from lasi
addresses himself to the Providence, in his solar embodiment, that is the sun, asking it to
draw him from the claws of darkness: “O soare, cu aripa ta alungd/ Cit mai departe noaptea
noastra lunga;”

The lily flower blossoms in the youth poetry of Philippide, managing to comprise
more significances at once. It appears like a hypostasis of the dream, a mediator between the
aspiration and the reached ideal, as an avatar of the Sun, as a dimension of eternity, and not
lastly, as a poetic womb.

1. Hypostasis of the dream. The lily, whose ethers are astounding, luring you to
detach yourself from the real topos, can be an image of the dream itself. Its strong perfume
creates narcotic, hallucinogenic effects in the one sniffing it, determining him to let himself
carried to the illusory: “The lily, Philippide’s novalisian flower, through its narcotic effects,
disposes yourself towards romantic reveries, satisfied in the field of art, not without a shade
of baudelairian thrill” (Gibescu, 1985: 44) (Our translation G.C.).
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The scents of the lily appear as facilitators between the heavy reality and the
comforting oneiric. They are described through the personifying epithet, “moi” (soft),
meaning that the harshness of life softens once you let yourself imbued by the elixir of the
paradisiac flower. At the same time, the word “moi” intercepts a kinesthetic image, meaning
that the ethers of the lily do not install themselves only in the olfactory space, but it invades
the entire system. The lyrical ego feels the scents in his inner self, as well as in a tangible
manner, dripping down his body: “Miresme moi ca miinile, marunte/ Ca zimbetele, lunecati
pe frunte;” (I, 17). Single verse contains three artistic images: visual (“marunte”), olfactory
(“miresme), kinesthetic (“moi”).

Philippide’s flower impresses both on a visual and an olfactory level, eventually
transferring you to a space where the flower itself gets impenetrable meanings. The simile,
“Miresme moi ca miinile”, translates the state in which the ethers of this flower can take you
to.

The hallucinogenic sensation which is similar to the state given by narcotics is
deeply felt by the lyrical ego: “In jurul meu plutiti ca niste ape; / Lisati pe ochi molatice
pleoape”. The perfume of the lily instantaneously installs the state of dreaming. Detaching
yourself from reality is performed gradually. The beatitude initially planted in the lyrical
ego’s psyche continues with a floating sensation, of silent senses. The epithet “molatice”
attributed to the eyelids confirms the great passing, the ascension towards the oneiric. The
senses get blurred, the eyelids fall helplessly, obstructing the sight, the way of access
towards reality.

The lily becomes a hypostasis of the dream through the effects it emits towards its
admirers. Initially showing itself like a converter of perceptions, altering the communication
with the reality, the lily eventually takes the embodiment of dream, becoming a sort of
avatar of the flower He leaves. “pe gene/ Odihna unui vis” (I, 18).

Personified, the lily becomes a present character generating physical and psychical
changes that it operates at body and conscience level in what regards the lyrical ego.

The scent of the lily urges its receptors to let themselves led into an oneiric
journey, which is only possible by air, flying a “zbor racoritor” (I, 18), in which the
adversities are rooted in the soul. “The uranic flight is done with the aid of the lily,
Philippide’s auspicious flower.” (Gibescu, op.cit.: 45) (Our translation G.C.). The astral
background is the space where the weight of the soul disappears, where anxiety fades away,
where the paradisiac quietness rises.

The lyrical ego worships the lily which he sees as matrix of good dreams:
“Indeamna gindul meu spre visuri bune.” (I, 18). The opposition lucidity-hope is to be found
in the opposition bad dream-good dream: <<If the ”good dream” manifests itself as reverie
during which memory and imagination intensify themselves mutually in order to sublimate
some memories and images [...] “the bad dream”, oriented towards the fantastic and the
macabre, activates the anamorphic and negative aptitudes of the poetic imagination (Barsila,
2009 : 126-127)>> (Our translation G.C.).

In Philippide’s poetry, the good dream coincides with the astral aspirations, with
the lily flower, a protective dream that will menace the coming or the returning of
destruction, of anxiety and chaos.
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The lily has a curative role, being able to extirpate the bad dream: ”De visul rau ma
vindeca deplin,/ In suflet dezmierdari de gheati-mi pune.” (I, 18). The lyrical ego prays to
the lily to give him protection against the danger of dissipation, the glacial coldness being
the way of rejection.

In Philippide’s poetry, the unconsciousness in which the lily induces you is not
actually similar to sobriety, but it is the gradual conferral in which the lyrical ego launches
himself, a conferral of the self as an offering for divinity: “The lily doesn’t lead to the
perdition of the drunkenness, but to a reconciled self loss” (Balota, op.cit. : 48).

Although resembled to Macedonski through the position of lilies in his lyrics,
Philippide shapes the floral symbol in totally different way. In Macedonski’s Rondelul
Crinilor, the effects of the lily sum up betia cea rard”, the lyrical ego being caught by their
fervour ("In ei ma sorbird, extatici”). In Philippide’s poetry, on the other hand,”it is not the
extravagant drunkenness looked for in the candid flower, but precisely the lilial thrill, the
diaphanous and lunatic white, the abstraction from the existence of any sort of brutality.”
(Ibidem) (Qur translation G.C.).

2. Avatar of the Sun. Through the arrangement of its petals, the lily can be a sun
on a lower scale. Their potencies converge to a common centre, the divinity: ”The heraldic
lily with six petals can also identify itself with the six spokes of the wheel, whose
circumference is not traced, therefore with the six rays of the sun: (GUEC, GUES) flower of
glory and fecundity source.” (Chevalier, Gheerbrant, op.cit.: 388) (Our translation G.C.).

In Alexandru Philippide’s lyrics, the lily seems to somehow derive from the sun:
“Polenul tau sa ne preschimbe-n crini” (I, 4). The sun is lowered into the vegetal, material
space. Attributing the pollen to the lily, Philippide brings the sun close to the flowers, the
sun becoming, through analogy, one of them. The effect of the rays is registered as being
similar to the effect of pollination. The light, as well as the pollen leads its way from the
womb to the new life. The sun is personified and at the same time potentate getting divine
powers from the Creator. The lyrical ego addresses the sun in a reverential manner, saying
prayers after religious patterns. The solar figure, dazzling in its appearance is a pendant of
the Creator.

The verb “a preschimba”, through which the sun gets personified valences,
translates the idea of metamorphosis. The lyrical ego longs to become, along with the world
he represents, a lily among lilies. The metempshycotic process he prays to traverse is the
recovery of the innocence that the Creator endowed him with at the beginning of his
existence. Being also a symbol of dying, the lily could constitute the end of a funerary
metempsychotic process. Purity, innocence and perfection are reestablished in the heavenly
space, in the life after.

Both the sun and the lily symbolize perfection and perfection is, from a religious
perspective, an attribute conferred only to the divinity. Both of them are representations of
God, one on a celestial level and the other on a terrestrial level.

3. Dimension of eternity. The symbolism of the lily also includes temporality. In
Philippide’s lyrics, this is often a mask of eternity. The metamorphosis into white lilies is
the passing to eternity, a passing that can only be performed through the death in the telluric
space. The lyrical ego goes through a partial death, a separation from the soul that he wants
to bury in order to receive another one in return.
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Inside the lily lies the hope of the future, the ideal of eternity, an ideal risen in
ephemerity: <<With the soul liberated from illusions, the poet is the slave of the future
moment but the present, seen in the goethean spirit revigorates him because on a
consciousness level it equalizes “clipa cea de-acum” (now) with eternity. Philippide means
to say that eternity is a lily blossoming in the ephemeris.>> (Gibescu, op.cit.: 71) (Our
translation G.C.).

Embittered by the moment sick of memory (“bolnava de-amintire”), the lyrical ego
is tempted to draw himself from the unknown (“din cunoscut”) (I, 155), to draw himself
from the self: “Un singur gand ca o mireasma tare:/ Sa te desprinzi din tine si sd zbori/
Asemeni continentelor de nori.” (I, 155). The strong scent is the perfume of the lily with its
oneiric fruit. The wish of abstracting from the known translates the desire of abolishing the
spatio-temporal dimensions. The abandonment of the telluric and the projection towards the
clouds indicates the abandonment of anything earthly. The embezzlement from temporality
marks the entrance into eternity, this way being operated the permutation between the
known and the unknown.

On the land where no memory vibrates (“nici o amintire nu vibreaza”), time stays
still. The strong perfume of the lily bears Philippide towards the divine purity, where
eternity lies: “S-ajungi in calea ta vazduhul pur:/ Miraculoasa, vesnicd amiaza...” (I, 155).

The temporal dimension of eternity similar to Philippide’s floral poetry is the
moment of the never-ending beatitude, a dimension reached in the spirit of Faust.: <<“Clipa
cea de-acum” (Now) towards he runs to harvest fructified as a lily ,,rasarit in pulbere de
drum” (risen in the dust of the road) is not Schopenhauer’s eternal prezent, as one would
think, but the moment celebrated by Faust after the exhaustion of all experiences:
“Verweille doch, du bist so schon” >> (Ibidem) (Our translation G.C.).

4. Poetic womb. In Alexandru Philippide’s poetry, the lily is not only a symbol but
also a poetic source. If behind other symbols lie an object or an idea, behind the significance
of the lily, lies the entire youth poetry of the poet from Iasi.

The lily is, for Philippide, an art, music and poetry generator. Its beauty gives birth
to sonorous rhythms: “Si-n muzica privirilor eterne, / E-o lira alba fiecare crin.” (I, 65). The
lyre is a musical instrument used in early times as accompaniment in reciting poems. The
metaphor “lira alba” betrays a sort of ars poetica generated by the floral symbol: “the lily is
a fecund matrix of the ream therefore good generator of poetry.” (Balota, op.cit.: 49) (Our
translation G.C.).

In his first volume of poems, “white songs with lily wings” (“muzici albe cu aripi
de crin”) can be heard. The songs are coloured once again; they are white as the lilies. The
wings of the lily are gates towards dreaming and at the same time towards inspiration. The
lily becomes a muse of the poet in the construction of his poetry.

In Philippide’s lyrical works, the lily takes the position of the instrument (“lira”),
that of the musical product, which in fact, is a poetic product (“muzici”), but also the
position of the interpreter (“menestrel”). The minstrel is a poet and a musician at the same
time. He recites verses on musical rhythms or he just recites being accompanied by an
instrument.

Not accidental at all, the minstrel is attributed the colour white: “Alb menestrel a
lunei, sprinten Crin” (I, 18). This time, the word “lily” (“crin”) is initially written with a
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capital letter, being converted from common noun into proper noun. In the verse above,
there is a trade of epithets. The minstrel lis white, although the lily should be attributed this
epithet, and the Lily is agile, an epithet that shows the minstrel’s dynamism. The writing
with capital letters at the beginning of the word, just like a proper noun proves the
significance of the lily both for the poetic substance and its creator. Once again, this floral
symbol is established as character.

The lily, as well as the entire nature, gives birth to verses on paper: “Philippide
takes out of a nature experience a song, a state of poetry.” (Gibescu, op.cit.: 84) (Our
translation G.C.).

The vocable “lily” (“crin”) encapsulates varios meanings, these being easy to spot
in the context of several stylistic figures. The lily is attributed epithets, it is personified, it is
inserted in metaphorical structures and used as a term of similes.

a) The sphere of the lily epithets.

The lily appears in verses adorned by different epithets. There appear epithets with
a personifying role attributed to it as if it were a character, present entity in the poetry.:
“gentle”, “agile” (“bland”, “sprinten”) (I, 17). When these characteristics are poetically
transferred to it, the term “lily” (“crin”) is written with a capital letter at the beginning, this
way outlining the transfer of human characteristics.

The epithet “gentle” (“bland”) sends back to the meaning behind the symbol of the
lily which is purity, innocence. Kindness also derives from these qualities. Seeing in the lily
a vegetal form of perfection, therefore, of divinity, Philippide finds it “gentle” (“bland”),
accessible in his way of restoring his own soul.

The poet also attributes the lily the epithet “agile” (“sprinten”), this one betraying
the dynamism and vivacity of the oneiric flight. The perfume of the lily flower immediately
launches the rupture from the telluric.

The lily is also implanted other attributes in the poetic space, but not directly, but
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by its ethers. Its scent is “strong” and “soft” (“puternica” si “moale”). The epithet “strong”
(“puternica”) is an ornant epithet defing a sort of scent: faded or strong. Its softness betrays
the existence of a mixture of sensations. The smell of the lily can be felt kinesthetically. The
sniffing of the smell provokes a softening of the feelings, a sort of anaesthesia.

b) The insertion of the lily in metaphorical structures.

In Philippide’s lyrical work, the lily is, either represented through various
metaphorical structures, or it shows itself as a component of a metaphor.

The metaphoric structures that symbolise the lily abound, especially in the poem
Crinul, dedicated to it as an ode. The lily is named white cupbearer (“paharnic alb”) (I, 17).
The cupbearer representes, in the Middle Ages, the landowner that poured drinks to the
reigning. The lily, through its inebriating smell, servs the oneiric, as well as the cupbearer
does. At the same time, the colour attributed to the cupbearer concerns makes straight
connections with the lily that the poet from lasi prefers, the white lily.

The metaphor “white mistrel of the moon” (“alb menestrel al lunei”) gives birth to
another interpretation of the lily. The minstrel was a sort of a troubadour, a probationer of
the sung poetry or of the poetry that is simply accompanied by an instrument. The analogy
of the minstrel with the lily inside the metaphorical structure above, suggests the idea that
this flower is a generator of poetry. The lily becomes a muse with inspiring ethers. The
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insistence over the white colour emphasizes the role of the lily in the poetry and, at the same
time, it deconspires it. The lily seems to belong to the moon, being related to it. The moon,
white as well, is a dreaming core: “The moon keeps the magic of the nature, but also the
artistic experience.” (Chevalier, Gheerbrant, op.cit.: 88) (Our translation G.C.).

The lily is also a white lyre (“lira albda”) (I, 65). As in the other metaphors, the
white chromatics is permanent. The lyre is the instrument accompanying the minstrel, both
accompanying, in turn, the poetic creation.

The word “lily” (“crin”) is also a component part of some metaphors: “muzici albe
cu aripi de crin” (I, 32), “alb fior de crin” (I, 30). The lily’s wings (“aripi de crin”) are
fragile and feeble wings, as it is the material making them. Moreover, the metaphor “aripi de
crin” can be semantically substituted by the structure “white wings” (“aripi albe”), as the
lily will always be white in Philippide’s poetic creations.

The moon ray is seen as “white thrill of lily” (“alb fior de crin”). What Philippide
looks for in the youth poetry is precisely the thrill of the lily, the paradisiac quietness. White
is the colour that defines both the cosmic element, the moon, and the telluric element, the
lily: “The lily is associated with the moon ray, with the ethered music and with the secrets
of the colour white. All these attributes send to a particular existence, an ethered one,
eminently poetic and dreaming.” (Balota, op. cit. :48) (Our translation G.C.).

c) Similes of the lily.

Lilies become a component of the simile ,,Urcau spre cer ca niste crini” (I, 32),
where the poet places in analogy the castle towers and the lilies. The height of the lilies is
registered as similar to the height of he towers. Lilies metaphorically rise to the sky through
its narcotic effects that they produce, through the oneiric flight over the telluric.

The ethers of the lily are compared to an anatomic human part: “Miresme moi, ca
miinile” (I, 17), meaning that the sniffing of the lily perfume provokes claustrophobia as the
kidnapping hands. Once ensnared by the enchanted flower, you cannot retreat or long for
freedom.

d) Personifying structures of the lily.

The lily is personified on the poetic land of Philippide, being even possessed by a
soul: “Répesc secretul alb pe care crinii/in sufletul lor fraged il ascund” (I, 33). Animated,
the lily becomes a sort of etheric magician wrapping its admirers in mystery. The soul of the
lilies is frail, this attribute reinforcing the significance of the philippidian flower, that of
purity, frailty, new beginning. Having a soul, the lily becomes a poetic companion of
Philippide during the beginning of his creation.

With a “burnt” heart (“arsa”), the lyrical ego asks the lily to unleash its scents:
“domol imi varsa parfumul tau” (I, 17). This personification embodies a lily with human
attributes which serves the poet perfume in the cup of a new life. The scent of the lily gets a
liquid shape (“Imi varsa”), functioning as a potion altering senses, placing you above
everything else.

The lily becomes a guide and, at the same time, a healer: “Indeamna gindul meu
spre visuri bune, / De visul rdu mi vindeci deplin. / In suflet dezmierdiri de gheati-mi
pune.”(I, 18). Turned into a protector of good dreams, the poet begs the lily to <<protect the
soul with “ice caresses” (“dezmierddri de gheatd”) >> (Gibescu, op. cit. : 45) (Our
translation G.C.).
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In Philippide’s poetic space, the symbol of the lily encapsulates a multitude of
meanings, being built on antithetic pillars. It expresses both the beginning and the end, both
life and death, both purity and darkness through its hidden potencies. Mirror of dreaming,
the lily blossoms as an avatar of the poetic youth of Alexandru Philippide.
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ADVERBIAL PHRASEOLOGICAL UNITS IN ROMANIAN

Gisela Florentina CUMPENASU"

Abstract: This paper aims to present a complex analysis of adverbial phraseological units
and expressions in Romanian. This research concerning this type of phraseological units — adverbial
phrases and expressions — represents, in fact, an attempt to emphasize the complexity of these
structures in our language from different points of view. From the formally point of view, they are
classified and grouped into various classes, and, from the semantically point of view, they are
analyzed and described according to the meanings they express. In fact, this work tries to contribute to
a better understanding of the role of these special units in our language, and constitutes an interesting
approach in the field of phraseology.

Keywords: phraseological unit, adverbial construction, adverbial expression

Introduction

Many linguists have been studied this field of phraseology in our language.
However, even if there are some important studies about it that contribute substantially to
our understanding of the role of these complex phraseological units, there are many other
things that can be mentioned, since, by their nature, phraseological units have a dynamic
character, and, almost all the time, new aspects related to them constitute the object of
research for many linguists.Thus, phraseology represents an open science which gives us the
possibility of stdying it from different perspectives.

Over the years, phraseology has gained an important place in any language.
Phraseological units, also known as set phrases, fixed (frozen) phrases, word combinations,
idiomatic expressions, etc. are recognized due to the essential part they play in written and
spoken language.

The aim of this study is to analyze, classify and describe the adverbial
phraseological units and the adverbial expressions in Romanian as well as to identify several
meanings of these word-combinations.

I. Classification of Adverbial Phraseological Units and Adverbial Expressions

In Romanian, phraseology has been developed as a branch of linguistics due to the
linguists who made a great contribution to the study of this field. This description of the
adverbial phraseological units which are presented here has been firstly made from the
formally point of view. In order to achieve this goal, they have been introduced into various
classes. The adverbial phraseological units can be grouped, as the adjectives, according to
their degree of complexity into “simple constructions, as a rule, prepositional ones, and
complex constructions, made up of more lexemes” (Ciompec, 1985: 82,90) Such
constructions are characterized by a single lexeme and one or two prepositions (ca, cu, de,
din, in, la, pe). There are also adverbial expressions which differ from the constructions
mentioned above because they are more complex and they have a high degree of
expressiveness within the language.

* University of Pitesti, necu_gisela@yahoo.com
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Simple Constructions

Formally, the adverbial phraseological units which represent simple constructions
are grouped into four categories: 1. Preposition + noun; 2. Preposition + pronoun; 3.
Preposition + Adjective; 4. Preposition + Adverb.

These simple constructions consist of different prepositions, such as: ca, cu, de, din, in,
la, pe, followed by different parts of speech, such as: nouns, pronouns, adjectives or
adverbs, the entire construction being equivalent to a simple adverb.

1. Preposition + Noun

This class of phraseological units is very productive in our language and, most of
the times, they can easily
be transformed into simple adverbs. The prepositions may be accompanied by a noun with
or without a definite article. A few examples of this type are the following:

a) Preposition “ca” + noun or preposition “ca” + another preposition + noun: ca la
carte, ca prin vis

b) Preposition “cu” + noun: cu binele, cu consecventa, cu duiumul, cu desavarsire, cu
cale, or preposition “cu” + another preposition + noun: cu de-a sila, etc.

“Si in loc sa intre in gradina, se intoarse incet, cu greutate, de parc-ar fi fost
cuprinsa de o suferinta.” (Hardy: 63)

c) Preposition “pe” + noun: pe fata, pe merit, pe rand, pe sleau, pe timpuri etc.

Va rog, nu neglijati sa notati pe moment orice alternare
remarcabila.....”(Hardy:44)

2. Preposition + Pronoun (demonstrative or interrogative). In this category, there are
three subclasses of adverbial phraseological units, those which are made up of:

a) Preposition “de” + demonstrative pronoun: de aceea, de aceasta, or preposition
“de” + interrogative pronoun: de ce, etc.

“— De ce, descoperirea acestor taine e atat de infricosatoare?” (Hardy:14)
“ ...drumurile pe ape si pe uscat erau putin cunoscute si foarte incurcate, si de
aceea nu se putea calatori asa de usor...” (Creanga:140)

b) Preposition “de” + another preposition + pronoun: de la sine, etc.

c) Preposition “pe” + pronoun: pe nimic, etc.

One can notice that these simple constructions formed by a preposition and the
pronoun “ aceasta” are less frequent than those formed with the help of the pronoun
“aceea” (Ciompec,1985: 86). All these types of phraseological units in this
category have a causal meaning, depending on the context, except those formed by
means of the preposition “dupa” which bear a temporal meaning.

3. Preposition + Adjective:

There are a few subclasses, such as:

a) Preposition “cu” + adjective: cu adevarat, cu greu, etc.. This construction “cu greu
or din greu” is introduced by some linguists in this category, but others introduce it
in the category of preposition + adverb.

“ Apoi se indoaie de sele cam cu greu si se pune pe chersin”. ( Creanga:86)

b) Preposition “din” + adjective: din greu, din nou, etc.

“...isi potrivi hainele pe trup, rasufla odata din greu, apoi grai raspicat si
deslusit....” ( Slavici:29)
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c) Preposition “in” + adjective: in comun, in general, in mare, in trecut, etc.
d) Preposition “1a” + adjective: la sigur, etc.

e) Preposition “ pe” + adjective: pe bune, pe soptite, pe tacute, etc.

4. Preposition + Adverb.

This category of adverbial phraseological units is made up of an adverb of manner,

as a head, accompanied by different prepositions.

a) Preposition “cu” + adverb: cu adevarat, cu anevoie, cu asupra, cu deodata, cu
destul, cu greu, cu insor, cu lesne, cu neschit,, etc.

“...zise Petru rasufland cu greu, ca omul care ar vrea si n-ar vrea sa faca ce

face.” (Slavici: 21)

b) Preposition “de” + adverb: de-abia, de asemenea, de-atocma, de demult, de-a
pururea, de tot, etc.

“ ...Giles Martin, un prapadit care de-abia se tinea pe picioare, daca ati auzit de

el.” (Hardy: 15)

c) Preposition “in” + adverb: intr-aiure, intru-ascuns, in curand, intru mult, in zadar,
etc.
d) Preposition “ pe” or “pre” + adverb: pe larg, pre putin, pe nedrept, etc.

“ Uite cum te trage pe furis apa la adanc, si din veselia cea mai mare cazi deodata

in uracioasa intristare...” (Creanga,2009, Amintiri, p. 26)

Turning to look at each subclass presented above, we find that the grouping
preposition + noun is by far the commonest type and the most productive combination of all
the others. This type of combination clearly presents the highest frequency within the
language.

Complex Constructions

As far as the complex constructions are concerned, they are made up of at least two
elements, linked or not by a connector. This category of adverbial phraseological units is
divided by some linguists into four subclasses and by others into three subclasses.

Starting from these two points of view, the present paper presents the following
classification of these complex constructions: 1.Phraseological units based on the repetition
of the head element or on the use of its antonym; 2. Phraseological units based on the
combination of different words; 3. Phraseological units encountered in propositional
constructions.

1. Phraseological units based on the repetition of the head element or on the use
of its antonym

The first class of this type of complex phraseological units is represented by those
where the head element is repeated. In this case, it is compulsory to have connectors, which
are, frequently, prepositions or conjunctions:
One preposition/ conjunction in the middle of the construction:
Noun + “de” + noun: an de an, clipa de clipa, zi de zi, veci de veci, noapte de noapte, etc.
Adverb + “de” + adverb: cand de cand, etc.
Noun + “si” + noun: zi si noapte, etc.
Adverb + “si” + adverb: cand si cand, unde si unde, ici si colea, incoace si incolea, etc.
“ Apoi incepe a purta caii incolo si incoace, si numai iaca slabatura cea de cal iar se rapede
si apuca o gura de jaratic.” (Creanga:145)
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Noun + “pe” + noun: rand pe rand, etc.
Two prepositions, one preceding the first element, and the other between the elements of the
construction:
“de” + noun + “si” + noun: de ani si ani, etc.
“din” + noun + “in” + noun: din an in an, din gura in gura, din neam in neam, din om in
om, din loc in loc, din ceas in ceas, din vreme in vreme, din veac in veac, din zi in zi, etc.
“din” + adverb + “in” + noun: din cand in cand, etc.
“ E, in sfarsit, bine sa le stii si aceste, zicea el din cand in cand, fiindca se vorbeste

cateodata despre ele...” (Slavici, 2009, Budulea Taichii, p. 31)
According to this classification of the first class of complex phraseological units, one can
notice that at least two of them are very well represented: noun + “de” + noun and “din” +
noun + “in” + noun. The former is typically used in order to convey the idea of
“progression”, whereas the latter is used to express the idea of “rarity”.

2. Phraseological units based on the combination of different words

These combinations of words can be classified according to the introductory
element, the one which stands before all the other elements. The introductory elements are:
“cu”: cu toate acestea, cu chiu cu vai, cu tot dinadinsul, cu orice pret, cu sange rece, cu trup
si suflet, etc.
“de”: de-acum inainte, de bine de rau, de buna seama, de cate ori, de multe ori, de florile
marului, de la caz la
caz, de la o zi la alta, de ochii lumii, de sus pana jos, de unul singur, etc.
“din”: din adancul inimii, din cale-afara, din scoarta-n scoarta, din tata-n fiu, etc.
“in”/ “intre”: in niciun chip, in fel si chip, in vecii vecilor, in lung si-n lat, intre patru ochi,
etc.
“pe”: pe cont propriu, pe ici pe colo, etc.

“ Mai iscodeste ea harca pe ici pe colea, sa vada n-a putea afla ceva despre copil...”

(Creanga: 137)

3. Phraseological units encountered in propositional constructions
The introductory element also contributes to the classification of these phraseological units:
“de”: de cand e lumea si pamantul, de-i merge colbul, de-i merg fulgii, de-i sar maselele, de
stinge pamantul,
etc.
“...si asa cred ca au fost toti copiii, de cand e lumea asta si pamantul, macar sa zica cine
ce-ar zice...” (Creanga:26)
“cum”: cum se nimereste, etc.
“pe”: pe zi ce trece, etc.
The class of phraseological units which is best represented here is that with the introductory
element “de”.

Adverbial expressions

In Romanian, one can observe a large number of adverbial expressions which have
a high degree of frequency, especially in spoken language. This happens because they hold a
very pronounced expressive content. When the speaker uses them, he/she transmits with a
high degree of intensity the emotional state he/she has at the respective moment.
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The same criterion of classification presented above will be chosen here, too, that is,
according to the introductory element of the construction:
“ca”: cavantul si ca gandul, ca sageata, ca melcul, ca ochiul mortului,etc
“ Atunci, bucuria lui Ipate! Incepe a se tinea de fata ca scaiul de oaie.” (Creanga:
134)
“cu”: cu-un ochi la faina si cu altul la slanina, c-o falca-n cer si cu una-n pamant, cu varf
si indesat, etc.
“ Atunci dracul porneste c-o falca-n cer si cu una in pamant, si intr-o clipa si ajunge
la pusnicul Danila”. (Creanga:105)
“cand”: cand va face plopul pere, cand va zbura porcul, cand mi-oi vedea ceafa, etc.
“cat”: cat ai zice peste, cat ai bate din palme, etc.
“ ...si cate alte lucruri facute de mana lui Chirica, cat ai bate din palme!...” ( Creanga:p.
127)
“de”: de la mana pan-la gura, de cand era bunica fata mare, de joi pana mai apoi, de
zvanta pamantul, de mama focului, etc.
“din”: din pamant din iarba verde, etc
“in”: in ceasul al doisprezecelea, in doi timpi si trei miscari, in dorul lelii, in ruptul
capului, etc.
“la”: la dracu-n praznic, la pastele cailor, la sfantu-asteapta, la calendele grecesti, la
spartul targului, etc.
“...frate-meu se poate culca pe-o ureche din partea voastra; la Sfantul Asteapta s-a
implini dorinta lui.” (Creanga:142)
“unde”: unde si-a dus mutul iapa, unde si-a intarcat dracul copiii, etc.
Classification from the semantically point of view
From the semantically point of view, one can notice that there are a lot of phraseological
units and adverbial expressions which are equivalent with different adverbs, such as:
adverbs of manner, pronominal, negative or relative adverbs. The present paper presents the
following classification in terms of the adverbial equivalents of these complex structures:
Adverbial Phraseological units and adverbial expressions having the meaning
of simple adverbs of manner, such as:
- “repede”/”quickly” . This adverb conveys an action that takes place very rapidly or by
great speed;
— adverbial phraseological units: la iuteala/la repezeala/in graba; la trap; din
fuga, de zor, intr-o clipa, pe nesimtite, etc.;
“Si cunoscand iapa ca acesta este semnul pierderii fiului sau, a si pornit in graba
sa-/ caute”. (Creanga: 209)

- adverbial expressions: ca sageata, ca prin farmec; ca vantul si ca gandul;
intr-un suflet; ca fulgerul; cat ai da in amnar/ cremene, cat ai bate din palme, cat te-ai
freca la ochi, cat ai zice peste, cat ai scapara din amnar; cat il tin picioarele; cat ai fuma o
lulea, cat te-ai sterge la ochi, in doi timpi si trei miscari, de la mana pan-la gura, de zvanta
pamantul, de stinge pamantul, etc.;

“...caci Fat-Frumos ca fulgerul a fost langa ele si le-a si prins. ” (Creanga: 209)
“Sosind la curte, lleana intra in ruptul sufletului in cuhnea imparateasca si grai
catre bucatarul cel mare.”(Slavici:43)
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Some explanations concerning the meaning of the adverbial expression cat ai zice
peste and of its synonyms, such as: cat ai bate din palme, cat te-ai freca la ochi, cat ai zice
peste, cat ai clipi, cat ai scapara, cat te-ai sterge la ochi, cum ai bea o lingura de apa, were
given by Stelian Dumitracel. He mentioned that, besides the idea of rapidity, they also
denote a temporay action”(Dumitracel, 1997:188).

“Cate alte lucruri de gospodarie, facute de mana lui Chirica cat ai bate din palme”.
(Creanga)

“incet”: -adverbial expressions: ca melcul, ca ochiul mortului, pe soptite, pe tacute, etc.;
“tare”: - adverbial expressions: cat il tine gura, ca-n gura de sarpe, din (cu) toate puterile/
toata puterea, etc.;

“sincer”: - adverbial phraseological units: pe drept, pe sfanta dreptate, pe legea mea, pe
ochii mei, pe cuvant, la drept vorbind/graind, etc.;

“departe”: - adverbial phraseological units: la mare departare/distanta, cat colea/colo,etc.;
-adverbial expressions: la capatul pamantului, la mama dracului, la celalalt
capat al lumii, la mare, la naiba-n praznic, la dracu-n praznic, unde si-a dus mutul iapa,
unde si-a intarcat dracul copiii, etc.;
“aproape -adverbial expressions: la o azvarlitura de bat, la 0 aruncatura de bat/ piatra de,
la doi pasi, la indemana, etc.;
“greu”: - adverbial phraseological units: abia daca, din greu, cu anevoie, cu chiu cu vai,
etc.;
-adverbial expressions: ca vai de lume, ca prin urechle acului, etc.;
“deloc”: -adverbial phraseological units: nici ca se pomeneste, nici atatica, nici cat un varf
de ac, nici intr-un caz, in niciun caz, de leac, nici cat sa orbesti un soarece (choir), nici cat
tina sub o unghie, nici cat ai chiori un purice, cat de cat, etc.
“de demult”: -adverbial phraseological units: din mosi-stramosi, din batrani, etc.
“...cutia asta e data din batrani, ca sa nu o poarte decat acela care a trecut prin Imparatia
Sfrigului.” (Slavici:18)
“dintotdeauna”  -adverbial expressions: cand se bateau muntii cap in cap/ursii in coada,
cat e haul, cat e lumea si pamantul, cat lumea, etc.
“uneori”: -adverbial phraseological units: din vreme in vreme, din cand in cand, la anumite
intervale, la interval, etc.
“ E, in sfarsit, bine, sa le stii si aceste, zicea el din cand in cand, fiindca se vorbeste
cateodata despre ele...” (Slavici: 31)
“rareori” -adverbial expressions: din Paste in Craciun, din joi in pasti, din an in paste,
etc.
These adverbial expressions related to one of the most important Christian holiday
Pastele (Easter) express actions which occur rarely: din Pasti in Pasti, din Pasti in Craciun.
If, in these cases, the duration is, thus, definite, there are also other formulae that can make
any measure of time disappear: din an (joi) in Pasti-rarely.
“mereu”: adverbial phraseological units: la bine si la rau, la fiecare pas, etc.

Adverbial phraseological units and adverbial expressions having the meaning
of pronominal adverbs, such as:
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“niciodata”/’never” which simply denotes a situation that is impossible, unreal or even
absurd:
-adverbial expressions: nici in ruptul capului, de cand m-a facut mama, la anul cand o/va
fata bostanul, cand o-nflori bostanul, cand va trece camila prin urechile acului, la
calendele grecesti, la Pastele cailor, la mos asteapta, la spartul targului, etc.;
As it can be noticed, this category includes adverbial expressions that follow the pattern of
subordinate temporal clauses, such as: cand o zbura porcul (cu ata), cand or zbura bivolii,
cand o prinde mata peste, cand va creste coada ursului, etc. Yet, there are also other
adverbial expressions that do not formally fall into this category, for example: la mos
asteapta, la spartul targului, la Pastele cailor, etc.

For Stelian Dumitracel, the expression la Pastele cailor with its possible meaning
cand se vor indestula caii; never, can indicate an imaginary holiday. He affirms: “o
sustragere totala o reprezinta insa indicarea unei sarbatori imaginare, la Pastile cailor”
(formula al carei tipar, strict morphologic, il poate costitui Pastile blajinilor), care a
rezulatat, probabil, din jocul de cuvinte permis de omofonia Paste (forma mai veche, uzuala
inca) si verbul (a) paste, dintr-o expresie figurate a asteptarii (uneori) zadarnice, ,, paste
murgule, iarba verde!l..Dupa cum au sustinut diversi semanticieni (printre care si Tiktin),
eventualitatea ca Pastile cailor sa se refere, totusi, la Ispas, ce se sarbatoreste la 40 de zile
dupa Inviere, nu este cu totul exclusa. Atunci pasunea s-a intemeiat si statul cailor nu se mai
afla sub semnul intrebarii”. (Dumitracel, 1997:181)
“nicaieri”/”’nowhere” meaning not in or to any place; not anywhere;
- adverbial phraseological units: nici aici, nici colea, nici in car, nici in caruta, etc.
“nicidecum” — cu (in) niciun chip, nici intr-un chip, nici in ruptul capului, pentru nimic in
lume, cu niciun pret, etc.
“nimic”: adverbial expressions: nici cat (e) negru sub unghie, etc.
“ Da si din maini si din picioare, cum se zice, si folos, nici cat negru sub unghie”.
(Ispirescu)
“oriunde”: -adverbial phraseological units: la tot pasul, unde va vor duce ochii, etc.
“Inima-mi e moarta si bratele fara putere, mergeti unde va vor duce ochii, caci oriunde, tot
mai bine veti fi decat cu mine” (Gane)
“oricum”: -adverbial phraseological units: de bine de rau, etc.
“Pana prin postul mare uneori de bine de rau se mai tragea targa pe uscat”. (Pas)

Conclusions

In conclusion, the present paper outlines some important aspects regarding the
form and the meanings that phraseological units may have in different contexts, in this
regard, offering a wide range of examples taken from different literary works. Formally, it
proposes a detailed classification of these adverbial phraseological units and expressions,
and, semantically, it suggests another classification according to the type of the adverb they
denote.
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ASPECTS OF THE POETICAL EGO AS A CHARACTER IN
MINULESCU’S POETRY

Andreea DAMIAN *

Abstract: Considering Minulescu’s poetry, the study intends to present some of the multiple
characters that the poetic voice embodies. It is known the fact that modern influences are found in
Minulescu’s lyricism, which have given him the possibility to approach in a different manner so that
the poetical ego should express feelings as many distinct characters.

Key words: Minulescu, poetry, lyrical-self, character.

Minulescu's poetry is full of life and dynamic experience of the exposed feeling.
The humour is a quality that accompanies he is poetry since his debut. Even when facing
serious situations he is lyrics keeps its joviality. The symbolist approach is not a traditional
one, but rather a personal one, that goes beyond the imposed patterns.

The lyrical-ego is a definite entity in his poetry so the changes in the framework,
scenery or the transitions from a state of mind to another lead to a self transformation of the
poetical-ego, making it a perfectly adapted character according to any given context.

The constant association of the lyrical-ego with the crazy mime is not a random
one, because madness is the only state of mind that can access to spiritual inspiration. At the
same time, madness can justify the repeated transpositions in different characters: “*Sa
hoindresc cu tine, prin bilciuri,/ Travestit/ In masciriciul Pepi,/ Nebun dupa Pepita,/ Si-n
gand cu-aceeasi teama ridiculd si veche/ Ca orice om ce trece drept <<om intr-0 ureche>>""
(Solilocul mascariciului).

In fact, the originality of his works is generated by these changes: denying its
ordinary human nature and embracing the madness; then the mime's self portrait is
presented with the notes dark and gloomy of death: ““Povestea mea e-asa de scurtd/ Si-asa
de tristd ca ades/ Desi am trait-0 pe de-a-ntregul/ Tmi pare-un ce fir de inteles.../ Un fluturat
usor de mand/ Si-a atata tot... Cand am plecat™". (Povestea mea).

The breakaways and the returns are specific to a theatrical play whose heroes
belong to a changing decor.

The most important feature of the poetical ego is the amazing capacity of
transformation and adaptation. So, the beginnings of minulescianism prove some
chameleonic characteristics through the pre-Parisian poetry that fit perfectly in the
symbolistic poetry of the era.

Lidia Bote appreciates this versatility as the first quality of Minulescu's style
anticipating the easiness with which he can transform all the masks of his lyrical character.
The minulescian humour is a side of the minulescian mime which represent the osmotic
capacity between ludic and boem.

The themes preferred in the age are easily assimilated by him, except for its debut
period, Minulescu prefers to give an original vision from a larger perspective.

* University of Pitesti, damiandreea@yahoo.com
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The minulescian adaptability is a live dialogue between the poetical ego and the
reader to whom it is addressed, because the semanthical charge is tense in two ways:
reproduction- originality or acceptance-adaptation.

The minulescian ego is a chameleonic character which transposes perfectly to the
context, being a combination between born instinct and lyrical theatricality.

So, the poet simply becomes an intermediary of the creation theme to the narrator-
ego, leaving it the possibility to choose its own interpretation.

In this way, the lyrical-character is a state of mind generated by the poet which
imposes  two  phases:  reception and interpretation, the  minulescian
mimesis needs a dose of spontaneous creation.

The poet being "an interpret or an intermediary between canvassing and
invention"(S. Danciulescu, 1986:74).

It can be mentioned the debut period in which the minulescianism is not
distinguished as a distinct feature, mark of the originality. So the transfiguration of the
lyrical-ego does not manifest in this period, but more the ego is an impersonal narrator of
some romantic or historic facts. Similar to the eminescian style, which he imitates, I.
Minulescu keeps intact some dialogues objectively introduced by the narrator-ego: O clipa
pedestrasul privi la ea tacut/ Si-apoi:/ - L-astepti zadarnic, caci chiar de la-nceput/ I-a ridicat
viata o lance-nveninatd”. (Din vremea Romei).

The lyrical subjectivity is refused even in a love poem, symbolic adaptation of
Luceafarul, as it has been considered by the critics, Z&na lacului does not show the
minulescian originality, keeping an imitative form, showing a lyrical disposal impersonal
and direct: "'El plangea/ Si c-o naframa isi stergea/ Un sir de lacrimi argintii/ - Céci miine-n
zori va trebui/ Sa plec departe in razboi/ Sa-nfrunt primejdii si nevoi/ Si poate-acolo vei
muri-.../ De-odata bratele ei goale/ Cazura-n jos — Plangea nebuna...” (Zana lacului).

These epigonic writings are characterized by a looseness of the natural that shows
transpositions resembling to his contemporaries. But, in a close analysis, “Zana Lacului”
shows fairytale elements disposed in a rhythm similar to the later romances. So his affinity
for these creations is manifestly expressed since the debut period.

As in the eminescian writings, nature comes to life twitching with the narrator-ego:
“Azi dragostea ni-i moartd, si banca-i parasitd,/ De véantu rece-al toamnei padurea-i
desfrunzitd/ Copacii-si clatin varful si crengile 1si frAng/ Si eu si ea-mbraca-vom de-acum
haina cernitd/ Padurea-si plange frunza si eu dragostea mi-o plang”. (Plans).

The state of the lover-ego cannot be compared to that of the eminescian lover,
because Minulescu has a more earthly feeling, a direct and practical spirit, giving up
exaggerated romantism and looking at a more accessible and sensual form of love: *'Si
amandoi atunci vrdjiti/ De-acea poveste minunatd/ Ascunsi sub merii infloriti,/ Ne-am
sarutat intdia datd/.../ Din nou sa ne vrajeasca iar/ Aceleasi vorbe din trecut.../ Ce trist mi-e
traiul si amar!/ Ce mult ag da sd mai sarut!...” (Sub meri).

In this period of the minulescian creation, it is done an easy detachment from the
eminescian inspiration lyric: as concerning the lover-ego the hesitation and melancholy,
specific to Eminescu, are surperseded. So, the minulescian lover hypostasis is a pragmatic
one, and the tangibility of the couple is real: “"De-ai sti tu ce farmec dulce/ E sub teiul
singuratic!/ Vino, crangu-o si ne culce/ Pe-al lui pat de flori, silbatic./ Si-ochii tai ca doi
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luceferi/ Sa-i lumine ca-n trecut/ Sa te vad cum o sa-i aperi,/ Daca-oi vrea sa ti-i sdrut.” (Ce
faci tu?).

The detachment from the eminescian style can also be seen in the placement of the
natural decor: the linden, the blue flower only as part of the nature, but not as signs of the
poetical feeling of the character-ego. The aspirations of this state of the lover-ego indicate a
fulfilled love, this type of eros becoming a specific feature of the minulescian lyric.

Another substratum of the lyrical creation of Minulescu is the character of a
chanter lyrical-ego. The embracement of the romance as a lyrical cogitation represents the
first original characteristic of the minulescianism.

Going beyond the limits imposed by Eminescu in his romantic poetry, the mime-
ego mocks the eminescian sobriety. Minulescu's debut poetry are only apparently
eminescian, their essence keeps the jovial spirit, sometimes superficial of a romance sang in
an urban bazaar: "Din goluri reci de haos/ O pace-adanca se desprinde/ Si peste toate se
intinde/ Treptat al noptilor repaos/ Din departari rasare bland/ Luceafarul strajer batran/
Nemarginirilor stipan... "(Zana lacului)

The poet is focusing over a semnificative detail, which he points out in a
modernist-expressionist way. The theatrical features of the minulescian poetry are constant
since the beginnings, mostly they are based on an interpretation of the lyrical-ego, who
transposes multiple characters in a folkloric decor, giving the impression of a mask
repository.

The appearances of the lyrical-ego are very dynamic, the changes that come along
with a different state of mind represent the accession to a vaguely spiritualized image. The
minulescian ego shows its feelings by a direct exposure to the sensorial experiences, being a
watchful witness to the whole show of nature, naming exactly the interior atmosphere: "Si o
astept... dar nu stiu... O sa-mi vind?/ Mi-e dor de ea... Mi-e dor de luna plind/ A noptilor din
vremile de alt'data" (Sonet)

So, it is revealed the inclination of the poet for the theatrical arts, the most
important element of this range of symbols is the construction of the decor. The feelings of
the lyrical-ego come to perfection only through exterior expression: "Dar intr-o noapte
eroina mea/ Ma parasea de daruri incarcatd/ Si, luindu-mi martori stelele si luna/ Jura ca
pleacd pentru totdeauna/ Si n-are sd mai vinad niciodatd/ Marturisire, vai... adevarata!"
(Poveste scurtad)

The moon and the stars represent an association of the actor-ego with the natural
elements, giving them a perceptible reality, making them active characters of the poems.
The pictorial dynamic of the eminescian scene is gradually changed: from light and bright
colours when fulfilling love, to the starry night-sky, which denies seeing the lyrical-ego
when love disappears.

This vision of the changing character is an individualized reaction of the
minulescianism, to which the change represents vital energy: "A fost destul ca sa rasara/
Dupa furtuna blandul soare/ Si pustiile ogoare/ Cu mult mai mindre re-nviara/ Odatd m-ai
oprit in cale/ Si-o clipa de ajuns mi-a fost/ Ca-n tremurul privirii tale/ Sa pot pricepe-al vietii
rost..." (In fericire)

One of the main attributes of the portrayed character is the presence or absence of
love, so the minulescian ego likes the position of a lover to whom the relish for pleasure
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prevails. This donjuanesque state of mind is favored by the lyrical-ego who is in love:
"Cand vei vedea 'ntre geamuri la fereastra/ O cupa de cristal/ Si-n cupa de cristal o floare-
albastra/ Simbolul unui <<rendez-vous>> banal,/ Ori cine ai fi s intri fara teama,/ Caci gura
mea te-asteaptd/ Si trupul meu te cheamd!../ /Necunoscut, sau prieten vechi/ Nu-mi
pasi!...(Romanta ei)

Ignoring the poetical traditions of his century, Minulescu adopts an individualist
position keeping his originality beyond the symbolist influences promoted by Macedonski
and the Eminescian romanticism previous to his period. Thus, it can be observed that the
lyrical instance of his predecessors is fixed, immobile having very definite characteristics:
romantic, absent, meditative...

Concerning the minulescian lyric, the critics do not classify categorically, but
mostly they point out an amalgam of features and feelings: "Poetry of instinct and culture,
conceived on huge stave, from a temperamental romance to a absurd game, Minulescu's
poetry is not a strictly classified work, but it is still awaiting its critical commentary from
now on. It must be seen exactly what it is symbolist and what it is not symbolist in the
minulescian lyrical work.” (E. Manu, 1981: 185).

Leaving aside the theme of love, the minulescian poetry has an undiscovered
influence. The lyrical-ego is able to address a spontaneous affectivity as the troubadour-
character, in which the feeling is blurred by the instinctual: "iti multumesc!/ Dar cum?... ce
s-a Tntamplat?.../ Ce suflet caritabil te-a pastrat?/ In lipsa mea,/ In lipsa ei,/ In lipsa
noastra?.../ Ce demon alb,/ Ce pasare albastrd/ Ti-a stat de veghe atata timp/ Ce faci si te-a-
ngrijit/ De nu te-ai spart/ Si nu te-ai prafuit?... (Romantd fard ecou).

The embodiment of the lyrical-ego is personified in a skillful character that can
easily dissimulate, so the sobriety and the gravity of the feeling that his predecessors were
imbueing to some themes, are now changed into irony in Minulescu's poetry. This slight
irony temporary postpones the strain of the substance and emphasizes an original and
rational style.

In the same way, it is subdued the chronological sense of the lyrical-character,
mostly he feels a stranger in a depressing past; this lack of onesty for historicization makes
the poet very adaptable to the new stated current, the symbolism: "Si-ale zorilor aripe/
Fluturatu-mi-au grabite/ Ca si clipele traite/ Pe-albul treptelor sonore/.../Si pe cea din urma
treaptd/ Am ingenuncheat/ Si-am plans/ Caci pe cea din urma treaptd,/ Ca-ntr-o carte
inteleapta,/ Am cetit in fundul cupei/ Naufragiul ce m-asteaptd" (Romanta cheii)

The present time is a compulsion of the narrator-ego, that most of the time adopts
an appreciative position regarding the historical truth of the past, but also an unconfident
position regarding an illusory future.

If when facing the past the lyrical-ego becomes narrator-character, when facing the
future he becomes the mad-mime, being the only one able to accept and adopt the changes
of life: "Dar se opri odata-n cale/ si-o visatoare indragit/ Uratului vietii sale/ S puna-odata
un sfarsit/.../ In urma cea mai fost-anume/ Sfarsitul nu pot si vin spun/ Decat ca tot stingher
in lume/ O catd si-astdzi: Un nebun" (Poveste)

As being a comedian lyrical-ego, the poet is telling the poem in a theatrical way,
with a rhetorical tone transmitting the sentimental state of an urban troubadour, who does
not take life seriously and puts a jovial tone in every aspect of life: "A murit dresorul de
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sticleti!.../ Bine c-a murit la timp si el-/ Caci era batran,/ Betiv/ Si chel.../ Dar la drept-
vorbind era <<dresor>>/ Fiindca, dupa moartea lui, sticletii/ Cand au incercat din nou sa
cante/ Numai dupa capul lor.../ Au dat <<kix>> cu totii" (Moartea dresorului de sticleti)

But the urban-hero does not seek the futile amusement, more it seeks a semi-
dramatized atmosphere in which it can be pointed out a pretentious attitude and a self-irony.
The role of the lyrical-ego in the phase of a comedian is a sensitive state of mind that the
poet never associated with the lyrical humour, so: "Some literary historics discover even
gratuitousness and intellectual game in the romances" (M. Tomus, 1966: 7).

Surpassing this sphere, it is apprehended the emergence of an expositor-lyrical ego
favored by the epigrammatic minulescian writings, that have some confused influences,
both gloomy and amusing: "Canta-mi, lautare, doina/ Celor ce pornesc departe/.../ Si sub
brat vioara-si strange: -imi ceri doina care in viata/ Nu se canta, ci se plange!/ Plange-mi dar
atuncea cantul/ Celor care nu mai vin/.../ Dar batranul ma priveste/ Cu ochii mari si plin de
pace: -Tmi ceri cantul care-n viatd/ Nu se plange, ci se tace" (Cdnta-mi lautare).

This duplicated lyrical dialogue is specific for the minulescian style and it allows the poet to
have multiple visions, in different manners on the same theme.

The state of a character-ego is mainly restrained by a conscious digression from the
subject, through self-mockery and self-irony: "Trec vagabonzii,/ Trec stiapanii gradinilor
fara stapani/ Trec antipozii fericirii patriarhilor batrani/ Trec anonimii omenirii/ Trec corifeii
poeziei si preistoriciii gandirii/ Trec regii primului dezastru si-invinsii primului regret/ Trec
vagabonzii-/ Parodia nedumeririi lui Hamlet. (Trec vagabonzii).

Most of the time the lyrical-ego as a mime swings between two extreme
conditions: the aspiration to perfection and the flatness line in which the poet displays his
lyrical embodiments: "Inima- ciutura goald-/ Cine te spoi cu smoald/ Si te-ascunse in
ogradd/.../ Ca sa-ti mai cerseascd apa/ Cand de sete gura-i crapd/ Inima- ciutura mea/ Da-mi
sa beau, dar altceva,/ C-apa ti-au golit-o/ Toti cei care ti-au sorbit-o/ Da-mi ce mi-ai pastrat
doar mie/ Da-mi un strop de apa vie" (Romanta inimii)

The embodiments of the lyrical-ego as a character in fact reveals deeply an interior
self-degradation, the poet cannot have a stable and permanent form, so he wants the reader
to believe that the main purpose of the poetry is in fact this oscillation: "Zadarnic va mintiti
ca fericirea/ N-asteaptd decat sd va batd-n geam,/ Cand stiti ca toti sunteti copiii lui Adam/
Si niméanui nu-i va surdde nemurirea!" (Romanta zdaddrniciei).

In this way, the minulescian mime is unable to detach from the mask that he is
wearing, giving the poetry a sad and tragic aspect of a misfit destiny: "The exuberance and
versatility of the mime is unrecognisable: the mask has swallowed his face, making it one
with what is to be bantered, with the empty, carnivalesque forms" (S. Danciulescu, 1986:92)

The multiple aspects taken by the minulescian lyrical-ego suggest the poet's
complex personality, which abounds in feeling and consciousness that can creatively
fructify distinct states of mind on the same self.
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ODOBESCU’S ARTISTIC METHODS USED IN
PSEUDO-KINEGETICOS

Elena Lavinia DIACONESCU*

Abstract: This study is focused on the research of the artistic methods that can be identified
in Alexandru Odobescu’s masterpiece Pseudo-kynegeticos. The author develops a specific style in
describing different works of art, portraits and landscapes, by using humour, digressions and vocality.

Key words: digressions, vocality, descriptions.

Pseudo-kynegeticos is Alexandru Odobescu’s masterpiece. There were many
critics who wrote about it, because this work was considered to be at the same time a literary
model, “a mixture of all kinds of words, a joke almost uninterrupted” (Zoe Dumitrescu
Busulenga) or ,,a shop of literary bric — & — brac” (George Calinescu).

In Pseudo-kynegeticos Odobescu told stories, described works of art, presented
ideas and results of his research as a historian and archeologist, he used digression, humour
and addressed presentment. All these artistic methods offered an esthetic value to his work.
At the same time, the author combined a complex lexical list with the sentence construction
which is so specific to odobescian style.

1. Descriptions of works of art

Odobescu takes the method of describing works of art form the area of art history
and archeology and he adapts this method to his own literary needs. So, he creates in
Pseudo-kynegeticos many descriptions of paintings, sculptures and musical works. ”For
example, in order to describe plastic works, the author combines not only physical and
moral features, but also some objective and subjective judgments, namely facts and
impressions.” (Tudor Vianu, 1956, p. 131).

Diana’s statue form Louvru is firstly described as a:
mandra si sprintend fecioara de marmura, care s-avanta, agera §i usoara, sub creturile dese ale tunicei
ei spartane, scrutd in poale si larg despicata la umeri. O miscare vie si gratioasa a grumazului a inéltat
capu-i, cu perii sumesi la ceafd in corimb, si pe fruntea-i, coronata cu o ingusta diadema, se strecoara
ca un presus de manie. Peplul ii infasoard, ca un brau, talia zvelta si cutele vegsmantului ascund sanu-i
fecioresc; dar bratele-i goale, unul se inconvoaie in sus ca sa scoatd o sdgeatd din cucura de pe umeri;
cellalt se reazima pe crestetul cornut al ciutei. (Al. Odobescu, 1955, p. 152).

This descriptions is followed by some personal impressions or subjective
judgments, which turn into questions that express hesitation:
Ce neastampar va fi facAnd pe zeitd sa calce asa iute pamantul sub crepidele-i impletite pe picior ca
opincele plaiesilor nostri? Pe cine ameninta ea cu darda impenata ce ea atinge cu degetele-i delicate?
Tramite ea oare in campii etolici ai Calidonului pe mistretul uriag care va muri injunghiat de méana
regescului vanator Meleagru? Urzeste ea o cruda razbunare in contra nenorocitilor fii ai nesocotitei
Niobe? ...Cugetul ei e o divina taina.” (A. O., p. 152)
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The same method of objective description is identified in a paragraph in which

Odobescu wants to emphasize the differences of creation between Diana from Louvru and
Gujon’s Diana who is:
o zeitate lenoasa; ea se odihneste, pe jumatate culcatd. Trupu-i, fara vesmant, nu ascunde niciuna din
dezmierdarile sale; gura-i zdmbeste cu o trufagd nepdsare; paru-i, in vite unduloase, e ridicat cu o
maiestrita eleganta sub podoaba artistica de pe crestet; bratul stdng, ornat cu bratari la umar si la mana,
tine un arc destins; iar mana dreaptd, cu un manunchi de flori, inconjoara si mangaie grumazul unui
cerb maret. Adapostita sub coarnele trufage ale nobilului animal, zeita isi reazima trupul pe salele lui”
(A.O., p. 153).

The author’s subjectivism interfers in when he asserts that: ,,Un aer de nobila
moleciune domneste in acesta grupa”.

The above descriptions have many nouns followed by adjectives; most of the
adjectives (for example.: vie, gratioasa, zvelta, lenoasa, trufasa, maret etc.) create a special
echo over the text, by giving it distinction, beauty and style. Odobescu cannot conceive a
description without refering to the lexical field of the parts of the human body and the
clothes. For example, he insists on the way the character is dressed up or has her hair done;
he does not forget to mention different accessories so that the defined image should describe
exactly the original work.

The writer can also describe landscapes and different works of art, not only
portraits. This time the reader gets familar with the scene of hunting a deer:
la stdnga, taramul se-naltd acoperit cu cativa rari copaci, mai mult franti si uscati. Printre aceastd
stearpd padure se zareste cerbul, purtdnd cu smerenie crucea rastignirii pe al sau crestet, infipta in faga
latelor sale coarne. Pe intaiul plan se afla vanatorul cu calul si cu cénii sai; el a descalicat si a dat in
genunchi, privind cu o curioasd mirare vedenia ce-i tramite cerul. Costumu-i este imbracamintea
vulgard a vanatorilor contimporani cu artistul.” (A.O., p. 154).

The objective description is combined with the subjective one in a harmonious

way. Odobescu continues to create personal judgements about what each character involved
in might feel:
Stanci, copaci si animale, toate sunt in nesimtire, toate stau in nepasare; singuri cerbul miraculos si
vanatorul pocdit produc contrast, prin pozele lor, in care se stravad simtiminte adanci: cerbul, in
repaosul sau cumpanit, pare a sim{i de ce pret nestemat este sfanta podoaba ce el poartd; vanatorul
vede uimit, chiar Tn obiectul persecutiunilor sale, chiar pe fruntea vanatului, semnul ce-l va mantui de
pacate; el se-nchina la dansul, rostind poate in cugetul sdu maxima...«Prin vanatoare scapd omul de
pacatul trandaviei»” (A.O., p. 154).

Odobescu alternates the stagnancy with the movement when he analyses the
landscape. That is the reason why he uses the verbs ,,a descalicat”, ,,se-nchind” and the
nouns ,,repaosul”, ,,nesimtire”, ,,nepasare”.

”The descriptions of the paintings are reanimated through artistic methods. The art,
as a literary theme, becomes an aspect of the modern criticism. (Tudor Vianu, op. cit., p.
132).

2. Addressed presentment
Not only did Alexandru Odobescu write fairytales and short historical stories, but
he also developed his skills as a writer through his vast correspondence, his speeeches and
the articles presented during some conferences. We should mention here the speeches held
in front of the public at the Romanian Academy: Viitorul Artelor in Romdnia, Motii,
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Curcanii, Biserica de la Curtea de Arges and legenda Mesterului Manole; |storia
Arheologiei is an academic course. So, many of his writings were created to be read in front
of an audience. All these writings have something in common - the addressed presentment
which is a feature specific to Odobescu’s style. This explains the author’s tendency to use
the addressed presentment in Pseudo-kynegeticos, that becomes a long letter addressed to
his friend, Cornescu. Odobescu interpellates his correspondent directly in this work, by
naming him: ,,amice” (p. 128); ,, tu, dascéle de vanatorie sistematica si rationala” (p. 142);
,amice vanatorule” (A.O., p. 144).

In order to maintain the idea of the addressed presentment, the author asks
questions that have different purposes:

- maybe Odobescu wants to excuse himself for his amateurishness in the art of
hunting:

Oare nu stiai sau ca ai uitat cum ca la vanatorie, ca si la multe altele, eu ma pricep cam tot atata precat
se pricepea vestitul ageamiu carele, vazandu-se luat in raspar de babele satului pentru izbanzile ce
facuse cu pusca dimineata, 1n batatura, se apara in dulcea limba a poeziei [...] (p. 125);

- maybe he takes advantage from the circumstances in order to express his own
ideas:

Mai Tntdi, te rog spune-mi daca stii sau nu stii ce soi de zburatoare este grangurul? [...] Trec la a doua
intrebare. Pentru ce, rogu-te, n-ai spus nici macar un cuvant despre o altd pasare de padure care, desi e
cam rard la noi, 1nsa este privita pretutindeni ca unul dintre cele mai delicate vanaturi?! (A.O., p. 139);

- maybe he wishes to create a subtile transition between his ideas:

...pentru ce [...] n-ai suplinit lipsele legei si nepasarea carmuitoreasca, dand oarecare povete
in privinta timpului cand se cuvine ca vanatorul sa-si puna pusca si pofta in cui si sa dea
nevinovatilor sdi adversari un ragaz ce, in curand, 1i va asigura tot lui o mai spornica si mai
dainuitoare izbanda? Spune adevarat! Cateva cuvinte asupra acestui punt n-ar fi fost ele oare
foarte la locul lor in Manualul tau de véanatorie? (A.O., p.142)

The links between ideas are created through addressed forms. For example, the

author uses the moment of shooting the stralings from the cows back in order to talk about
these birds:
Nu stiu insa cum si ce fel ne aduse vorba a pomeni despre grauri si aci, iartd-ma, amice autorule, sa te
tiu de rau fiindca in cartea ta n-ai spus nimic despre acest vanat si mai cu seama despre o alta pasare
pe care multi la noi o confunda cu graurele, din cauza ca ea poarta pe frantuzeste un nume ce s-ar
crede ca corespunde cu al acestuia” (A.O., p. 133)

This pretext becomes the base of a whole gastronomic, historic and literary
discourse about how these birds are cooked or named in different languages.

Looking for a reason to talk about another subject related to hunting, the author
imagines that his friend was not pleased by what he has told him so far and that is why he
needs to change the idea: ,,Dar de vreme ce nu ne intelegem amandoi asupra felului preferit
de vandtoare [...] aidem, amice, sa cautam impreund, prin largul domeniu al vanatoriei, un
camp pe care ne vom potrivi poate n gusturi” (A.O., p. 149).

Another method of transition between ideas is the use of a line of dots which
interrupts the author’s pathetic speech about hunting and this determines him to talk about
the birth of some puppies: ,,Pe cdnd eram ajuns aci cu scrisul, fusei intrerupt de fetita mea
care venea in fuga mare sa-mi aduca o veste ce o inveselise foarte” (A.O., p. 145). The
occasion is perfect for Odobescu to start a debate about how the best hunting dogs should be
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selected and if these dogs should have a long or a short tail. These transitions between ideas
are ingenious and a reader probably would wonder what the author has next in mind to talk
about.

When Odobescu wants to express his point of view he says: ,,cat despre iepure, sa
ma ierte domnia lui; eu tiu cu tata Traian si nu aprob vorbele poetului [...] vorba roméanului:
Departe griva (adica la grive) de iepure.” (A.O., p. 134)

Sometimes the author imagines that his friend is right in front of him and he
apologizes himself for the divagations and the comments addressed to his friend’s so called
book, but this is only a technique of leaving one theme and approaching another one:

Vezi sa nu pati si tu ca simigiul si de unde, cu drept cuvant, te asteptai sa fii rasplatit, chiar de la
inceput, prin laude meritate pentru toate cercetarile serioase, pentru toate observatiunile adanci, pentru
toate ostenelile ce ai depus in opera ta, sd nu capeti de la mine decat un encomion fluturatic si fara
temei, psalmodiat si acela pe drang sau cantat din frunza. (A.O., p. 126) Or

Bag seama ca deviu din ce in ce mai exigent si