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Sunt multe feluri de limbi #n lume, totus niciuna din ele nu este fdrd sunete

intelese. Dar dacd nu cunosc intelesul sunetului, voi fi un strdin pentru cel ce

vorbeste, si cel ce vorbeste, va fi un strdin pentru mine (1 Corinteni, 14 : 10-11).
|

Undoubtedly there are all sorts of languages in the world, yet none of them is
without meaning. If then | do not grasp the meaning of what someone is saying, |
am a foreigner to the speaker, and he is a foreigner to me (1 Corinthians, 14 : 10-11).
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ARIILE TEMATICE
ALE REVISTEI

1. Semne, limbaj, comunicare — consideratii
generale
- consideratii generale asupra semnului;
- consideratii generale asupra limbajului,
- aspecte ale limbajului;
- consideratii generale asupra comunicarii
si actului comunicativ;
- sens si semnificatie in comunicare;
- intentie in comunicare;
- inteligibilitatea limbajului.

2. Tipuri de semne, de limbaj si
mecanisme interactionale in comunicare

de

2.1. Tipuri de semne
- semne-icoana;
- semne-indice;
- semne-simbol.

2.2. Tipuri de limbaj si de mecanisme
interactionale in comunicare

- actul de limbaj in comunicarea cotidiana;

- mimica si gest in comunicare;

- limbaj specializat;
sens si  semnificatie
mediatizata;
- limbaj al identitatilor vizuale/limbaj pictural;
- limbaj al muzicii/Zlimbal al dansului;
- limbaj in spatiul institutional;
- limbaj verbal in context cultural,;
- limbaje si comunicare in cadrul comunitatii
europene.

A

in  comunicarea

2.2.1. Limbaj (literar) si conditionare sociala
- ideologie si identitate glotica;
- influente glotice;
- morala si limbaj literar;
- mentalitate colectiva si imaginar literar;
- scrierile (auto)biografice, intre individual si
social;
- voci, texte, reprezentare.

3. Limbaj, context, traducere
- rolul contextului in traducere;
- tipuri de traducere.

JOURNAL TOPICS

1. Overview of signs, speech and communication
- overview of sign;
- overview of speech;
- speech aspects;
- overview of communication and speech
act;
- sense and signification in communication;
- intention in communication;
- speech intelligibility.

2. Types of sign, speech and interactional
mechanisms in communication

2.1. Types of sign
- icon;
- index;
- symbol.

22. Types of speech and interactional
mechanisms in communication

- speech act in everyday communication;

- mimic and gestures in communication;

- language for specific purposes;
sense and signification
communication;

- audio-visual language/pictorial language;

- language of music/language of dance;

- speech in institutional area;

- verbal language in cultural context;

- languages and communication within the

European community.

in media

2.2.1. (Literary)
conditioning

- ideology and language identity;

- language influences;

- morals and literary speech;

- collective mentality and literary image;
(auto)biographic ~ writings,  between
individual and social;

- voices, texts, reprezentation.

language and  social

3. Language, context, translation
- role of context in translation;
- types of translation.
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PREZENTARE

Luminita Hoarta Carausu isi propune sa prezinte rezultatele unei analize, privind prezenta
enunturilor, apartinand ,,discursului repetat”, in discursul publicistic romanesc actual. Autoarea
se limiteaza la observarea, in decursul a doua luni (martie si aprilie 2008), a titlurilor de articole
din editiile on-line ale trei publicatii romanesti (doua cotidiene — “Jurnalul national” si “Eveni-
mentul zilei” si o publicatie periodica — revista “Dilema veche”). Enunturile-titlu, apartinand
»discursului repetat”, au fost interpretate, mai ales, din prisma destructurarii si restructurarii
acestuia, potrivit celor patru ,figuri de constructie”, analizate de Quintilian: detractio
(=suprimare), adiectio (=adaugare), immutatio (=inlocuire) si transmutatio (=permutare de
termeni).

Ligia Ghilea sustine ca un produs, oricat ar fi el de minunat, expus intr-un mod impropriu si
inadecvat, nu poate fi apreciat la valoarea lui reald. Perfectiunea, pasiunea si emotia sunt starile
care asigura succesul unei campanii publicitare. Fard muzics, publicitatea este incompleta si
neputincioasa. Muzica, acel limbaj universal care ne uneste pe toti, este singurul produs al ad-
vertisingului inzestrat cu capacitatea de a depdsi toate barierele de limba.

lon Gutu face o incercare de promovare motivata a unei stiinte noi — simbologia. Cercetatorul
afirma ca unele aspecte ale acestei stiinte au devenit deja obiecte de cercetare ale hermeneuticii
care, prin cea de a doua directie a sa, mai ingusta, a supus simbolul diferitelor interpretari. lon
Gutu considera cd, prin separarea si autonomizarea stiintei simbologice, ar fi posibil ca
simbolul si devind un obiect de studiu sui generis, prezent in cadrul a doud compartimente
epistemologice: 1) simbolica generala care se ocupa de studierea mecanismului de simbolizare
si 2) simbolismul care ia in vizor studiul valorilor semantico-functionale ale simbolului in
variate tipuri de imaginar uman (mitologic, biblic, literar, poetic, folcloric, individual etc.).

Lilia Raciula abordeaza variabilitatea diafazica a unor grupuri nominale, organizate in jurul
lexemului ,,0ra” (,,la 0 margine-a orei”; ,,de o vesnicie de ora” etc.) din lirica poetului N.
Stanescu. Pentru relevarea mecanismelor interne ale variabilitatii diafazice, investigate la
nivelul semnificatelor, autoarea recurge la o analiza semantica complexa a acestor unitati,
implicand analiza semica a continutului lor semantic si compararea celor doua componente
(intensionala si extensionald) din structura semantismului unitatilor lexicale analizate.

Valentina Smatov si Mihai Rumleanschi analizeaza din punct de vedere al formei si
continutului discursul scriitorului american W. Faulkner, la momentul inmanarii lui a
Premiului Nobel in domeniul literaturii.

Angela Cosciug propune o abordare a particularitatilor lexico-semantice ale unitatilor
individualizatoare, axand cercetarea pe textele biblice in variantele ebraica (aramaica), franceza
si romana.

loana-lulia Olaru prezinta parcursul istoric antic al principalelor exemple de arta toreutica, din
perioada Republicii si pana la inceputul crestinismului, cu transformarile inregistrate, mai ales,
in ceea ce priveste mesajul propagandistic, obligatoriu pentru artistii (artizanii) care deserveau
puterea.

Rahim Ombashi cerceteaza “"Epopeea Kreshnicilor”, care ramane unul dintre monumentele
cele mai de seama ale culturii traditionale albaneze, din perspectiva mentalitatii colective si a
imaginii literare.

Irina Ciornaia analizeaza literar romanul educativ al scriitorilor Wieland si Blanckenburg.
Virginia Popovié abordeaza problema elementelor sarbe in subdialectul si literatura din Banat.

Marina Teterina supune analizei mijloacele limbii engleze contemporane care servesc la
personificarea Naturii. E vorba, in primul radnd, de metafora cognitivd , Nature is
Woman”/’Natura este Femeie” si de alte structuri conceptuale de gender de acest fel. Reiesind
din faptul ca orice personificare se face tinand cont de gen si sex, care, la randul lor, se

15

PDF created with pdfFactory Pro trial version www.pdffactory.com



http://www.pdffactory.com

determina in baza unor principii culturale, autoarea sustine ca conceptul de Natura cuprinde
atribute biologice, social-culturale si psihologice care apartin inceputului feminin, ceea ce
permite de a include conceptul in cauza in categoria genului feminin si a folosi, in engleza,
,»She” (,,ea”) in calitate de pronume de co-referire al acestui concept.

Viorica Condrat sustine ca, prin natura sa, textul trimite intotdeauna la alte texte, sugerand
ceva. Astfel, in interiorul sau, se produce o interactiune cu aceste alte texte. Autoarea afirma ca
conceptul de intertextualitate releva caracteristica unui text de a fi parte componenta a unui
ansamblu de texte deja existente care contribuie la decodarea lui. In articol, autoarea incearcs si
elucideze felul in care intertextualitatea influenteaza procesul de interpretare a textului artistic.

Daniela Vladu abordeaza problematica traducerilor poetice ca produse lingvistice de creatie
artistica. Dansa sustine ca traducerea este un moment esential al oricarui act de comunicare,
inlaturand conceptul de incompatibilitate si inlocuindu-I cu acela de complementaritate. Poezia
ca text literar nu apeleaza la o exprimare directs, ci prin formele lingvistice alese, deschide
pauze de gandire, stimuleaza cugetarea, activeaza experiente anterioare asemanatoare.
Mijloacele artistic-expresive in realizarea de texte literare poetice nu se reduc la aspecte legate
de limba, ci tin, in egalda masura, de compozitie, ritmicitate si de melodia intregului tesut,
precum si de particularitatile genului si speciei literare, toate formand un intreg in concordanta
cu mesajul artistic. Calitatea unei traduceri poetice poate fi evaluata doar sub aspectul calitatii
sale pragmatice.

Georgiana Elisabeta Panait propune o serie de poezii cu tematica diferita.

Veronica Pacuraru supune analizei monografia Liliei Raciula ,,Variabilitatea diafazica in cadrul
unor serii stilistico-istorice” (Chisinau: Editura ,,Bons Offices” SRL, 2010. 190 p.).
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PRESENTATION

The analytical framework of the research of Luminita HOARTA CARAUSU is based on ana-
lyzing the journalistic discourse. The investigation is grounded in a corpus of titles from the
journalistic area. Titles are ways of interacting and claim to be dialogical. Dialogicality is the
degree to which other discourses, voices, positions, representatives of other groups of people
and interests are present in the journalistic discourse in a form of interaction which is undis-
torted. In looking of journalistic texts, one can notice that the titles in the journalistic discourse
disguise an oscillation between informing and persuading (or between telling and selling).

Ligia Ghilea considers that a product, no matter how exquisitely achieved, if improperly dis-
played, cannot be correctly appreciated. Perfection, passion, emotion are conditions that will
ensure the success of an advertising campaign. Without music, advertising is incomplete. Mu-
sic, the universal language which has the power of joining everyone together, can overcome all
language barriers.

lon Gutu presents a motivated attempt to promote a new science — the symbology. The re-
searcher considers that different aspects of the symbology have already been inserted in the
problematic area of the hermeneutic science which, in its second research direction, proposes
various interpretative approaches of the symbol. The separation and the empowerment of the
symbology science allows the symbol to become an object of study sui generis, investigated
within two epistemological compartments: the general symbolic which will study the mechan-
ism of symbolization and the symbolism - the study of semantic and functional values of sym-
bol in various kinds of human imaginary (mythological, biblical, literary, poetic, individual,
etc.).

Lilia Raciula studies the diaphasic variability of various nominal expressions based on
,0ra”(,,hour) in lyric works of N. Stanescu. In order to highlight the internal mechanisms of
the semantic diaphasic variability, we propose a semantic complex analysis of these units based
on semes and intensional and extensional comparisons of the semantic structures of these

lexical items.

Valentina Smatov and Mihai Rumleanschi analyze from the viewpoint of content and form W.
Faulkner’s discourse held at the moment he was being awarded the Nobel Prize in literature.
Angela Cosciug proposes a study of the lexical and semantic peculiarities of proper
names/”’units” in Hebrew (Aramaic), French and Romanian versions of the Bible.

The article of loana-lulia Olaru focuses on the historical ancient stages of the main examples of
toreutic art, between the period of the Republic and early Christianity, underlining the changes
made regarding propaganda message, which was compulsory for artists (craftsmen) serving
power.

Rahim Ombashi studies the Cycle of Kreshniks - one of the famous monuments of the nation-
al traditional Albanian culture - from the perspective of collective mentality and literary image.

Irina Ciornaia analizes the events'development in the Bildungsroman from the perspective of
literature.

Virginia Popovi¢ regards the words of Serb origin in language and literature of Banat (region).

The article of Marina Teterina deals with the personification of Nature in modern English. The
author attempted to carry out analysis of the cognitive metaphor Nature is Woman and the
gender-conceptual structure in Anglo-American culture. Proceeding from the assumption that
any personification is sexification that is cultural assumptions and beliefs underlie all kinds of
personification, the author claims that the concept of Nature comprises biological, social-
cultural and psychological attributes pertaining to the feminine beginning which allows includ-
ing the concept of Nature in the category of feminine gender and using ‘she’ as co-referring
pronoun.
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Viorica Condrat considers the intertextuality is the generally accepted term denoting the inter-
connectedness and interrelatedness of texts. The new text is thus viewed as part of the vast
network of texts influencing one another. The present article aims at revealing how contextual
meanings influence the process of text interpretation.

The article of Daniela Vladu inquires into the difficulties of poetic translations regarded as lin-
guistic products of artistic creation. Translation is an essential point of each communicative act,
removing the concept of incompatibility and replacing it with the complementary one. Poetry
as a literary text does not say things directly, but brings to mind various prior experiences and
stimulates thinking with the help of elevated linguistic forms. The artistic expressive means
used in poetry are not related to language alone but refer tot he same extent tot he structure,
rhythm and melody oft he whole texture as well as to the literary genre, creating thus a whole
in accordance with the artistic message expressed in it. The quality of a poetic translation might
be assessed only due to the pragmatic quality.

Georgiana Elisabeta Panait proposes some poems.

Veronica Pacuraru reviews the monography of Lilia Raciula ,,Variabilitatea diafazicid in cadrul
unor serii stilistico-istorice” (Chisinau: Editura ,,Bons Offices” SRL, 2010. 190 p.).
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TIPURI DE LIMBAJ §1 DE MECANISME
INTERACTIONALE IN COMUNICARE

TYPES OF SPEECH
AND INTERACTIONAL MECHANISMS
IN COMMUNICATION
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RETORICA S| PRAGMATICA PUBLICISTICA. ,FIGURI DE CONSTRUCTIE”
SI STRATEGII PERSUASIVE IN TITLURILE DE ARTICOLE
DIN PRESA ROMANEASCA ACTUALA

Luminita HOARTA CARAUSU,
profesor universitar, doctor in filologie,
Universitatea ,,Alexandru loan Cuza”, lasi, Romania

Rezumat

Studiul nostru isi propune si prezinte rezultatele unei analize, privind prezenta enunturilor, apartinand ,,dis-
cursului repetat”, in discursul publicistic romdnesc actual. Ne-am limitat la observarea, in decursul a doud luni
(martie si aprilie 2008), a titlurilor de articole din editiile on-line ale trei publicatii romadnesti (doud cotidiene —
“Jurnalul national” si “Evenimentul zilei” si o publicatie periodicd — revista “Dilema veche”). Enunturile-titlu,
aparfinind ,,discursului repetat”, au fost interpretate mai ales din prisma destructurdrii si restructurarii acestuia,
potrivit celor patru ,,figuri de constructie”, analizate de Quintilian: detractio (=suprimare), adiectio (=adaugare),
immutatio (=Znlocuire) si transmutatio (=permutare de termeni).

Abstract

The analytical framework of my research is based on analyzing the journalistic discourse. My investigation is
grounded in a corpus of titles from the journalistic area. Titles are ways of interacting and claim to be dialogical.
Dialogicality is the degree to which other discourses, voices, positions, representatives of other groups of people and
interests are present in the journalistic discourse in a form of interaction which is undistorted. In looking of journa-
listic texts, one can notice that the titles in the journalistic discourse disguise an oscillation between informing and
persuading (or between telling and selling).

1. Discursul publicistic

Discursul publicistic (numit si discurs mediatict) poate fi inteles ca ,,un discurs general care
amalgameaza si focalizeaza cunostintele si credintele despre ce a fost, este si ar trebui sa fie,
evident cu accentuarea prezentului (,,news”, ,,now”, ,hic et nunc”), dar fiara excluderea memoriei
si prospectivei”, discursul publicistic functionand ,,ca o naratiune sociala coerenta care induce
problematici si ierarhii tematice”2. In cadrul discursului mediatic, s-a ficut distinctie® intre
limbajul publicitatii si cel al publicisticii. Discursul publicistic ,reflects, direct si imediat,
tendintele generale si trasaturi aparte ale vorbirii intr-o anumita etapa”, in cazul presei, al mass-
media contemporane romanesti, trebuind sa avem in vedere ,,pe de 0 parte, ceea ce reprezinta
competenta idiomatica (dar si performanta expresiva) a jurnalistilor, iar, pe de alta parte, intentia
si capacitatea acestora de a prelua, reproduce si transmite fidel textul discursului public, in
primul rand, al reprezentantilor administratiei, al politicienilor, dar si al interlocutorilor parteneri
ai jurnalistilor la actul de comunicare, respectiv, subiecti ai actului de administrare/guvernare”4.

Produsele mass-media ,,sunt purtatoare (si hu simple suporturi) de reprezentari sociale, de
curente socio-culturale, de moduri de viata”, centralitatea discursului mediatic in societatea
postmoderna implicand ,,variate dimensiuni ale convergentei: convergenta mediilor (televiziune +
computer in televiziunea digitala, televiziune + presa scrisi in diversele ziare preponderent
iconice); intertextualitatea mediilor (presa scrisa gloseaza pe marginea unor cazuri prezentate la
televiziune, emisiunile televizate anunta seara scoop-urile principalelor ziare de a doua zi),
interdisciplinaritatea cercetdrii care conjuga obiective si metode din sociologie, antropologie,
semioticd, lingvistica etc™s.

2. Conceptul de ,,discurs repetat”

Titlurile de articole din presa romaneasca actuala au fost supuse observatiei, in special, din
perspectiva destructurarii, dupa cele patru ,,figuri de constructie” ale lui Quintilian: detractio
(,,suprimarea’), adiectio (,,adaugarea”), immutatio (,,substituirea™) si transmutatio (,,permutarea”)s.

Vezi, in acest sens, Roventa-Frumusani, 2004, p. 106 s. u.

2Roventa-Frumusani, 2004, p. 109.

3Vezi Dumistricel, 2006b, p. 61.

4Dumistracel, 2002, p. 135.

SRoventa-Frumusani, 2004, p. 111-112.

6Vezi, in acest sens, Dumistracel, 2006b, p. 127-150; Dumistracel, 2006a, p. 167-314; Frunza, 2007, p.
146-159; Topoliceanu, 2007, p. 457-466.
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Astfel, prin cele patru ,figuri de constructie” invocate, jurnalistii ,,destructureaza si restructureaza
pe cont propriu enunturi reflectand surse de diferite tipuri (titluri, citate din opere, parimii,
idiotisme, sloganuri, formule fixe uzuale etc.)”.

Conceptul de ,,discurs repetat” apare pentru prima data la E. Coseriug, lingvistul in discutie
stabilind distinctia intre tehnica liberd a vorbirii si discursul repetat. El utilizeaza termenul de
»discurs repetat” ca discurso repetido, pentru spaniold, si ca wiederholte Rede, pentru germana?,
fiind meritul acestui savant ,,de a-l fi impus (prin conferintele sau prin traducerile lucrarilor
sale) in lingvistica romaneasca™0. ,Discursul repetat” este o denumire sinonima pentru
»frazeologie”, acest lucru reiesind dintr-o precizare a lui E. Coseriu: ,,am fiacut aceasta
deosebire, pentru tot ce este frazeologie, tot ce este discurs repetat, si s-a creat atunci si o
disciplinda pentru studiul acestui discurso repetido”t. Cu alte cuvinte, ,discursul repetat”
cuprinde frazeologia, in sensul larg al termenului: ,,de la locutiuni, proverbe, expresii
idiomatice pana la fraze celebre, titluri de opere literare, de filme, de piese sau opere muzicale,
sloganuri s.a., altfel spus tot ceea ce face parte din enciclopedia unei anumite comunitati de
limba si culturd, segmente relativ fixe care constituie parti de discurs ce se pot insera in noi
discursuri; emitatorul care recurge la un segment repetat recurge la aceasta enciclopedie si
citeaza un segment din aceasta, atribuindu-i un anumit sens, anumite conotatii (stilistice,
sociale, geografice s.a.m.d.) si 0 anumita valoare pragmatica”:2.

Prin ,discurs repetat”, E. Coseriu intelege ,,tot ceea ce in vorbirea unei comunitati se repeta
intr-o forma mai mult sau mai putin identica sub forma de discurs deja facut sau combinare
mai mult sau mai putin fixa, ca fragment lung sau scurt, a ,,ceea ce s-a spus deja””13.

Plasarea analizei titlului in cadrul teoriei discursului dezviluie practica tot mai frecventa a
»»Sensibilizarii” cititorului prin titlu4, in privinta tipologiei titlurilor, S. Dumistracel enumera
cateva tipuri de titluri care apar in discursul publicistic actual, remarcand ,,absenta, pana acum,
a unei clasificari satisfacatoare a titlurilor din presa”s: 1) ,titlul clasic, traditional”, 2) ,titluri
bazate pe jocuri de cuvinte”, 3) ,.titluri care exploateaza valorile stilistice ale unor semne de
punctuatie”, 4) ,titluri care utilizeaza rimele” 5) ,titlurile-citat”, 6) ,.titluri care parafrazeaza”, 7)
LHtitlurile interogative sau exclamativ-imperative”, 8) ,titluri defective de predicat”, 9) , titluri
evazive, care i deruteaza pe cititori”1s,

In literatura romaneasci de specialitate, exista cercetatori care iau in consideratie titlul
jurnalistic ca paratext. Termenul de paratext este folosit pentru a desemna ,,toate elementele
verbale si nonverbale ce se afla pe ,,orbita” comunicationala a unei opere (editate) si a textului
propriu-zis al acesteia”l’. Astfel, Maria Cvasnii Catidnescul8, ocupandu-se de paratextul
publicistict?, este de parere ca acesta este reprezentat de ,,numeroase tipuri de secvente verbale si
nonverbale care insotesc si inconjoara textul, mediind relatia ,,autor-text-cititor”; prin aceasta
functie de ,releu”, paratextul asigura etapa de dirijare si de influentare a cititorului, faza
premergatoare lecturii propriu-zise”20, Fiecare componenta a paratextului (auctorial si editorial)
determind ,,0 miscare de apropiere a cititorului prezumtiv de text si de momentul lecturii
efective”, dar, in acelasi timp, paratextul ,,poate determina si miscarea de indepartare de text, a

"Dumistracel, 2006b, p. 114.
8Coseriu, 2000, p. 258 s.u.

%Vezi, in acest sens, Munteanu, 2007, p. 275.
Munteanu, 2007, p. 275.
11Coseriu, 1996, p. 36.
12Topoliceanu, 2007, p. 457-458.
13Coseriu, 2000, p. 258.
4Dumistracel, 2006b, p. 116.
15Dumistracel, 2006b, p. 120.
16\Vezi Dumistracel, 2006b, p. 121.
7ibidem, p. 123.

18Cvasnii Catanescu, 2006.
19Cvasnii Catanescu, 2006, p. 7-58.
20Cvasnii Catdnescu, 2006, p. 7.
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aceluiagsi cititor prezumtiv, daca informatiile/garantiile pe care le furnizeaza nu sunt
convingatoare”2. Cercetdtoarea in discutie considera ca paratextul jurnalistic reprezinta:

a) linia de granita/demarcatie dintre: 1) un text si celelalte texte de pe aceeasi pagina sau din
acelasi numar al publicatiei; 2) textul care urmeaza a fi citit si universul din afara lui;

b) unitati discursive asimilate argumentului calitatii, esentei, valorii, unicitatii, autoritatii,
dar si al stupiditatii, ignorantei etc; inclus in categoria argumentelor ,,pozitive”, paratextul este
esential pentru eficienta persuasiva a presei scrise,

c) o componentd a marketingului publicistic, destinata, in mod evident, si valorizeze fiecare
text in parte, determinand, astfel, ,,succesul de public” si ,,de vanzari” al ziarului; altfel spus,
paratextualitatea este o forma particulara de publicitate, in masura in care fiecare element de
semnalare si de prezentare a textului constituie un factor favorizant al lecturiiz2,

Se face, de asemenea, remarca cd ,lantul de elemente paratextuale care tuteleaza textul
jurnalistic apartine cu precadere peritextului editorial si auctorial si, in mai mica masura,
epitextului’23, Peritextul editorial verbal ,,revendica trei mari categorii de titluri”: titlul ziarului, ca
»indice predictiv al tipului de publicatie” (,,Bursa”, Gazeta sporturilor”, ,,Pro Sport”, ,,Ziarul
financiar” etc.), titlul paginii, ,,semn la scindarii, dar si al gruparii informatiei/textelor pe
compartimente tematice” (,,Reportaj”’, ,,Social”, ,,Politic”, ,, Economic”, ,,Turism”, ,.Sport”,
»International” etc. — in ,,Gandul”) si titlurile rubricilor, ,,subordonate paginilor sectoriale”, care
reprezinta ,,cel de-al treilea si cel mai specializat indice de restrangere si precizare tematica”
(,,Credinte populare, traditii, semne”, ,,Omul zilei”, ,,Astazi e ziua ta...”, ,,S-a intamplat azi”,
,,Click istoric” — in pagina ,,Calendar” a ,,Jurnalului National”)?4. Peritextul editorial nonverbal
este asigurat de:

- artificii tipografice de ,,mise en relief”: corp de literd, culoarea literei, punere in pagini a
textului, chenare, banderole, blanc tipografic, rubrici permanente marcate cromatic;

- componenta iconicd (fotografii, caricaturi, vignete)2s.

Peritextul auctorial ,,se limiteaza in publicistici la cateva forme de prezentare discursiva:
numele autorului, supratitlu, titlu, subtitlu, intertitlu si sapou26. Astfel, numele autorului, in
discursul publicistic, numele jurnalistilor de prestigiu ,,echivaleazi cu un semn de marca al
publicatiei”. Supratitlul, subtitlul si sapoul, anuntate de ,,semne tipografie de identificare (corp de
litera, aranjare in pagina)” stabilesc ,,relatii specifice, gramaticale si semantice, cu elementul
central, reprezentat de titlu”27. Subtitlul si titlul ,,sunt coreferentiale, dar autonome sintactic”.
Subtitlul, ,,reprezentat frecvent printr-o propozitie (dezvoltata)/fraza, reia, precizeaza sau
detaliaza informatia din titlu, prefigurand, mai nuantat, continutul textului”. Sapoul reprezinta
Lultimul element de jonctura intre titlu si text, definind arhitectura articolelor de mari
dimensiuni: reportaj, anchetd, interviu”, el, ,,pe de o parte, amplifica si precizeaza informatia din
(suprajtitlu, iar pe de alta parte, rezuma continutul textului prin insumarea ideilor de interes
major”28, Intertitlul, ,,secventa peritextuald de mici dimensiuni, ssgmenteaza textul in subunitati
tematice, favorizand lectura rapida si mai ales selectivd, pe transe de continut, a textului
publicistic™2e.

Epitextul editorial ,,insumeaza, in jurnalism, cateva forme specifice de reprezentare”, pentru
presa scrisd, putand fi retinuta, ,,ca forma aparte, dar facultativa de epitext editorial, caseta
publicitara cu informatii direct-anticipative” (,,Nu ratati maine!” in ,,Jurnalul National’’)3.

2ljdem, ibidem.

22jbidem, p. 7-8.

2Cvasnii Catdnescu, 2006, p. 8.
24ibidem, p. 9.

25Cvasnii Catanescu, 2006, p. 10.
26Cvasnii Catdnescu, 2006, p. 10.
27ibidem, p. 11.

28Cvasnii Catdnescu, 2006, p. 13.
Djpidem, p. 14.

30Cvasnii Catdnescu, 2006, p. 10.
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In analiza intreprinsa asupra tipologiei titlului, ne oprim la puncte de vedere si concluzii la
care ajunge Valeriu P. Stancu in volumul ,Paratextul. Poetica discursului liminar in
comunicarea artistica”3!. PlecaAnd de la specialisti la care recurg si cei ce analizeaza titlul in
cadrul discursului publicistic (un exemplu, in acest sens, este Gérard Genette32, V. Stancu,
apeland la conceptia genettiana potrivit careia textul se afla intr-o stransa legatura cu paratextul
sau, preia ideea ca paratextul include: "titlu, subtitlu, intertitluri, prefete, postfete, avertismente,
precuvantari etc., note marginale, infrapaginale, terminale; epigrafe; ilustratii, prezentare,
banda, jacheta si multe alte tipuri de semnale accesorii, autografe sau alografe, care-i confera
textului un cadru (variabil) si uneori un comentariu, oficial sau oficios, de care cititorul cel mai
purist si cel mai putin influentat de eruditia externa nu poate sa dispuna oricand atat de usor pe
cat ar vrea sau pe cat o pretinde™ss.

In privinta clasificarii titlurilor (dupa Leo H. Hoek si Gérard Genette), V. Stancu sustine faptul
ca titlurile pot avea urmatoarele functii: functie de desemnare sau identificare (singura obligatorie,
dar cu neputinta de separat de celelalte), functie descriptivi (care poate fi tematicd, rematicd, mixta
sau ambigud), functie conativa si functie de seductie (de multe ori lipsita de eficientd, dar putand
merge, pe de alta parte, pana la simularea non-seductiei, printr-o poetica a recuzarii cititorului
care se vrea sedus)34.

Este interesant de semnalat modalitatea in care V. Stancu, in lucrarea citata, realizeaza o
relationare cu titlul din cadrul discursului publicistic, afirmand ca ,,in stilul publicistic, regula
impune ca titlul sa contina informatia esentiala a articolului”, fiind, probabil, in opinia
autorului in discutie, ,situatia in care echivalenta titlu = topic se realizeaza in cel mai inalt
grad”s. Totusi, chiar daca in discursul publicistic titlul ar trebui sa contina informatia esentiala
dintr-un articol, ,,conventia aceasta face posibil jocul (nu lipsit de efecte) al manipularii
jurnalistice, prin care informatia neesentiala sau comentariul (adesea neavizat), derivat din
informatia esentiala ajung in spatiul titlului, reflectand o imagine deformata a factualului’ss.

Prin lucrarea de fatd, ne propunem sa prezentam rezultatele unei analize privind prezenta,
in discursul publicistic romanesc, a enunturilor apartinand discursului repetat, observate, mai
ales, prin prisma destructurdrii si restructurarii acestuia, potrivit celor patru ,figuri de
constructie”, analizate de Quintilian: detractio (=suprimare), adiectio (=adaugare), immutatio
(=inlocuire) si transmutatio (= permutare de termeni). Pentru aceasta lucrare, ne-am rezumat la
observarea titlurilor catorva publicatii din presa scrisa romaneascd, pentru realizarea studiului
de fatda urmarind, timp de doua luni (martie si aprilie 2008) titlurile editiilor on-line a trei
publicatii romanesti (doua cotidiene — ,,Jurnalul national” si ,,Evenimentul zilei” si o publicatie
periodica — revista ,,Dilema veche”).

3. Modificarea discursului  apartinand ,.discursului repetat”. Cele patru ,figuri de
constructie” din perspectiva relatiei emitator/destinatar in discursul publicistic

in discursul publicistic, ,,EDR¥ este atras frecvent cu ,destructurarea” formulei initiale,
canonice, de la ipostaza de aluzie (prin detractio si, uneori, prin adiectio), pana la aceea de
contestatie (in special, prin immutatio si transmutatio)”38. Procedeul are ca principal efect
,»Stabilirea unui contact favorabil (prin mijloace de ,,captatio benevolentiae™), pentru a se ajunge
la actul de manipulare, prin mijloace de seductie si de incitare”. Aceste concepte sunt pe larg
analizate de citre Tatiana Slama-Cazacu, care afirmi cid omenirea se lasi furati de ,,puterea

31Stancu, 2006.

32Genette, 1994.

33Genette, Gérard. Palimpsestes. La littérature au second degré, apud Stancu, 2006, p. 10.

34Stancu, 2006, p. 207.

35ibidem, p. 2009.

36jdem, ibidem.

S7EDR este prescurtarea pe care o foloseste S. Dumistracel pentru a desemna ,,enunturile apartinand
discursului repetat” (vezi Dumistracel, 2006b, p. 7).

38Dumistracel, 2006b, p. 135.

39Dumistracel, 2006b, p. 132.
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cuvintelor”: ,,am in vedere malversatiile din actul de comunicare prin folosirea abuziva a
cuvintelor, la deturnarea comunicarii prin schimbarea semnificatiilor cunoscute ale anumitor
cuvinte, pentru a ascunde sau masca realitatea, prin folosirea seductiei anumitor cuvinte sau a
necunoasterii lor, spre a devia sau chiar a obnubila gandirea ,,adresantilor” (a ,,receptorilor”), a le
forta conduita catre o directie de care ei nu sunt constienti, a-i manipula, pana la a forfa o
persoana sa fie ,,receptor” impotriva vointei sau a intentiei sale”40. Astfel, ,,puterea cuvintelor
poate fi imensd, atat in textele scrise, cat si, mai ales, in perceperea lor auditiva (deci orald)”4l.
»Figurile de constructie” ale lui Quintilian ,,dau ideilor putere sau le imprumuta farmec”,
constand in abaterea ,,de la exprimarea simpla si directd pentru a da frumusete stilului”.
Termenul figurd se referd la ,,0 inlantuire de cuvinte diferita de felul de exprimare obisnuit si de
acela care ne vine primul in minte”, respectiv la ,,0 forma reinnoita a vorbirii prin mestesugul
artistic42,

3.1. Detractio — suprimarea

Suprimarea constituie ,,0 ,.figura de constructie” despre care se poate afirma ca, avand
radacini in vorbire, duce la rezultate ce au tendinta sa devina ori chiar au devenit, prin elipsa
definitiva, formule apartinand inventarului limbii”43. La suprimarea enunturilor apartinand
discursului repetat, ,,spre deosebire de limba presei din secolul al XI1X-lea, se recurge astdzi mai
putin frecvent (in comparatie cu adiugarea, adesea in constructii de virtuozitate, dar, mai ales,
cu substituirea), pe ultimul loc, din acest punct de vedere, aflandu-se permutarea, o figura de
constructie implicand un efort mai mare nu doar din partea emitatorului, in ceea ce priveste
formularea, ci si din partea receptorului, in ceea ce priveste sesizarea intentiei de comunicare a
primului”4,

Exista, in opinia lui S. Dumistracel, mai multe tipuri de suprimari in discursul publicistic:
,»Spre acest tip de destructurare, se simt atrasi ziaristii, folosind contextele abreviate ca titluri
propriu-zise, dar si ca exordiu sau peroratie; poate fi remarcata modificarea enunturilor
bimembre, dar si a altor constructii simetrice”. Astfel, suprimarile pot fi facute in ,,enunturi
anonime”, adica in formule paremiologice, locutiuni expresive, dar si in texte ,,de autor”46.

In titlurile din presa actuald se practici renuntarea la verbul cu functia de predicat:
«Romania, buricul pamantului» (JN, 6.04.2008), fata de ,,se crede~", facandu-se trimitere la
expresia ,,a se crede buricul pamantului” (articolul consemnand faptul ca noi, romanii, ne-am
crezut tot timpul buricul pamantului).

De la suprimarea unui singur cuvant (vezi supra), se poate ajunge la ,,simpla evocare a unei
parimii prin cateva cuvinte-,cheie””4". «Astazi e ziua ta.... Gheorghe Zamfir» (JN, 6.04.2008),
fata de ,,~zi frumoasa ca tine”, titlul unui cantec devenit celebru, articolul trimitand la ideea ca
Gheorghe Zamfir este cel mai mare artist roman si ci un artist de talia sa nu poate fi coborat
decat de la Dumnezeu; «Astazi e ziua ta... — Cristi Puiu» (EZ, 1.04.2008), fata de ,,~zi frumoasa
ca tine”, articolul consemnand faptul ca regizorul devenit celebru, dupa un an de studii la
Scoala superioard de Arte Vizuale din Geneva, a abandonat cursurile de picturd, pentru a se
inscrie la cele de film, in cadrul aceleiasi scoli, iar, la revenirea in Romania, a continuat sa
picteze si si faca filme.

Se poate vorbi si despre suprimarea unei parti constitutive a unei formule fixe (care este
frecventa in basmele romanesti). «Daca povestea asta v-a placut..» (DV, 3.04.2008), fata de
,»~—am incadlecat pe-o sa si v-am spus povestea-asa».

40Slama—-Cazacu, 1999, p. 577-578.

4libidem, p. 579.

42Quintilian, Arta oratoricd, apud Dumistracel, 2006b, p. 127-128.
4“3Dumistracel, 2006a, p. 167.

44Dumistracel, 2006b, p. 135.

4Sibidem, p. 172.

46\/ezi, in acest sens, Dumistracel, 2006a, p. 172-174.

47ibidem, p. 173.
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Prezentam si cateva cazuri in care suprimarea se combina cu substituirea, selectand enunturi
apartinand discursului repetat atat din domeniul paremiologiei, cat si din cel al traditiei lite-
rare:

- ,,Pe ce lume traim” (DV, 20.03.2008), fata de ,,nici nu stie~", facandu-se trimitere la expresia
,.nici nu stie pe ce lume traieste”, substituindu-se forma de persoana a treia singular (trdieste) cu
cea de persoana intai plural (traim);

- ,,Obraz subtire cu zinc” (JN, 18.03.2008), fatd de ,~se tine”, ficandu-se trimitere la
proverbul ,,0brazul subtire cu socoteala se tine”, fiind inlocuit substantivul socoteald cu
substantivul zinc; autorul articolului consemneaza faptul ca acneea, pielea uscatd, unghiile
fragile, parul fara stralucire sunt semnale care indica lipsa zincului din organism;

- ,,A fost sau n-a fost” (DV, 6.04.2008), fata de ,,~ aceasta-i intrebarea”, facandu-se trimitere la
replica celebra a lui Hamlet, din piesa de teatru cu acelasi nume de W. Shakespeare: ,,To be, or
not to be: that is the question”; autorul articolului consemneazi faptul ca, raportandu-ne la data
de 22 decembrie 1989, vreme de aproape 17 ani, s-au facut filme despre o singura zi, nestiindu-
se insa ce s-a intamplat, cu adevarat, in acea zi.

Din punct de vedere pragmatic, din perspectiva manipularii, ,,reducerea unei parti din corpul
unitatii frazeologice (intregul fiind, asadar, numai evocat) reprezinta o tehnica ce-l solicita pe
cititor/ascultator la un oarecare efort de colaborare, lisAndu-i, totodats, posibilitatea unei
(eventuale) optiuni proprii”, existand chiar eventualitatea ca ,,receptorul sa fie, pur si simplu,
scapat de sub control™4s,

Pe langa strategii persuasive de tipul empatiei, seductiei si incitdrii4o, jurnalistii utilizeaza ca
strategie persuasiva ,pastrarea unui context minim de relevanta”® ,pentru a-i oferi
receptorului (eventuala) posibilitate de a reconstitui ansamblul EDR™5,

3.2. Adiectio — adaugarea

in privinta modificarii enunturilor apartinand discursului repetat in discursul publicistic,
adaugarea ,,poate viza, de reguld, un cuvant din cuprinsul arhitextului, situatie in care putem
vorbi de addugari propriu-zise, de constructie, ce tind sa modifice forma canonica, dar si de
plasarea enuntului originar intr-un context de particularizare, ce-i amplifica expresivitatea”s2.

In literatura romaneasci de specialitatess, se considerd ci se pot recunoaste doui tipuri
principale de adaugare: a) completarea de ,particularizare” a enunturilor apartinand
discursului repetat si b) interventia in corpul propriu-zis al acestuia, asadar interpunerea prin
dislocare. Cu alte cuvinte, in textul jurnalistic, ,,addugarea se impune analizata operand mai
intai distinctia intre cazurile de intertextualitate ce reprezinta interferarea EDR cu rezultatul
»tehnicii libere a vorbirii” si cele in care un enunt din prima categorie sufera o modificare cu
intentie stilistica”s.

Vom oferi, in continuare, cateva exemple de adaugare din presa romaneasca, evidentierea
prin utilizarea caracterelor italice apartinandu-ne si indicand segmentul ce apartine discursului
repetat:

- ,,Cum a patat Basescu onoarea presei” (EZ, 18.03.2008), facandu-se trimitere la expresia ,,a pata
onoarea cuiva”, articolul consemnand faptul ca nimic nu poate si enerveze presa romaneasci mai
rau decat atunci cand i se spune in fata ca nu mai este (tocmai) virging,

- ,,Leurda iti merge la inimz” (JN, 19.03.2008), invocandu-se expresia ,,a merge cuiva la
inima”, articolul comunicand faptul ca leurda sau usturoiul silbatic este un tonic natural pentru
inima;

48Dumistracel, 2006b, p. 136.
49V/ezi idem, ibidem.
S0Dumistracel, 2006a, p. 176.
S1Dumistracel, 2006a, p. 137.
52Dumistricel, 2006a, p. 181.
53Vezi Dumistracel, 2006b, p. 137.
54Dumistricel, 2006a, p. 188.
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- ,,ZOOM: Preistoria ,,la patru ace”” (JN, 10.14.2008), facandu-se trimitere la expresia ,,a fi la
patru ace”, articolul informand despre faptul ca descoperirile arheologilor ne spun ca exista
eleganta in preistorie, chiar dacd, in general, se crede ca primitivii traiau in pesteri si se imbracau
cu piei de animale, iar despre coafuri, haine dichisite sau bijuterii... ce sa mai vorbim, asa ceva, se
considerd, nu avea cum si existe acum multe mii de ani;

- ,,Din Viena pentru Bucuresti (de la lume adunate fnapoi la lume date)” (DV, 3.04.2008);

- ,.Incredibil dar adevdrat: un euro pe metru patrat” (JN, 19.03.2008), fiind invocatd expresia
»incredibil dar adevarat”, articolul transmitand ideea ca Baza Sportiva a Tineretului a fost
inchiriata pe 1 euro/mz;

- ,,Soarecele penal si pisica procedurald” (DV, 13.04.2008), invocandu-se expresia ,,a Se avea ca
soarecele si pisica”, articolul trimitand la ideea ca justitia romaneasca merge prost, dar ca
problema reala este ca, pe termen scurt, tinde sa mearga si mai prost;

- ., Summit-ul amanarii la Pagtele Cailor” (JN, 6.04. 2008), ficandu-se trimitere la expresia ,,la
Pastele Cailor”, articolul informandu-ne asupra faptului ci, despre mai toate chestiunile
abordate, textul o scalda in chip stralucitor, iar locul asteptatului vom face si vom drege e luat de
vom vedea, vom studia, vom discuta;

- ,,Oprescu strica ploile in PSD” (JN, 10.04.2008), invocandu-se expresia ,,a strica ploile”,
articolul consemnand faptul cid pesedistii s-au impotmolit din nou in nominalizarea
candidatului la Primaria Capitalei, dupa ce Sorin Oprescu a declarat ca ia in calcul sa candideze
ca independent, iar, vadit dezavantajat, in cazul in care se va intampla acest lucru, Miron
Mitrea bate in retragere.

Prezentam cateva cazuri cand adaugarea se combina cu substituirea, in discursul publicistic
constatandu-se frecvent aparitia contaminarilor cu rezultate ale altor "figuri de constructie” (in
acest caz, ale substituirii):

- ,,Pe aici vor trece greii planetei” (JN, 19.03.2008), autorul articolului invocand titlul filmului
celebru, in regia lui Sergiu Nicolaescu, ,,Pe aici nu se trece”, consemnandu-se faptul ca
»Jurnalul National” a publicat traseul pe unde vor trece ,,greii” invitati la Bucuresti cu ocazia
Summit-ului NATO;

- ,,Of, biblioteca mea (nationala)” (DV, 3.04.2008), articol in care Stela Giurgeanu invoca titlul
unui cantec de petrecere ,,la moda”, ,,Of, viata mea” (notele ironice care apar in titlul articolului
sunt de necontestat), jurnalista ficand trimitere la faptul c4, din pacate, neavand incd un sediu
construit special pentru destinatia de bibliotecd, colectia de documente a bibliotecii nu este
unitara, nu sta la un loc, ci este imprastiata in diferite colturi ale Bucurestiului,

- ,,Baza de date a firmelor: ori la stat, ori la privat” (EZ, 1.04.2008), autorul articolului invocand
expresia ,,ori la bal ori la spital” si consemnand faptul ca Oficiul National al Registrului
Comertului, care detine toata baza de date referitoare la firmele infiintate in Romania, a devenit
marul discordiei intre Ministerul Justitiei si Camera de Comert si Industrie.

Din perspectiva pragmatica, prin ,figura de constructie” numita adiectio, utilizarea careia
vizeaza si strategii persuasive de tipul empatiei, seductiei si incitarii®s, ,,se limiteaza sensibil
»colaborarea” cu receptorul, avansandu-se in directia manipularii, caci particularizarea si
celelalte rezultate ale adaugarii nu inseamna doar o ,,aplicatie” la obiect sau o detaliere oarecare
a enuntului canonic, ci reprezinta si sugerarea sau chiar impunerea unei atitudini fata de
referent’ss,

3.3. Immutatio - substituirea

Substituirea este ,,figura de constructie cu cea mai mare frecventa in textul jurnalistic actual”s’,
ea dominand ,,autoritar, cantitativ si ca varietate de formule si implicatii’s¢. Al. Graur numeste
procedeul substituirii ,,deraiere lexicald™: ,Incepand si rosteasci o frazi-cliseu, pe care toati
lumea o cunoaste, al carei sfarsit deci il poate ghici oricine, vorbitorul, la un anumit loc,

55Vezi, in acest sens, Dumistracel, 2006b, p. 137-138.
S6Dumistracel, 2006b, p. 139-140.

S7ibidem, p. 140.

S8Dumistracel, 2006a, p. 205.
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»deraiaza”, inlocuieste sfarsitul unui cuvant cu sfarsitul altui cuvant care are acelasi inceput,
pacileste pe auditor si produce un efect comic™s9.

in discursul publicistic, ,,se produc, deosebit de frecvent, substituiri in enuntul apartinand
DR pe care il reprezinta nu numai locutiunile expresive si expresiile paremiologice, ci si
constructiile ,,inchegate” evocative sau tehnice”s0.

Vom prezenta, la inceput, substituiri in titlurile apartinand discursului publicistic, care
reprezinta constructii fixe, formule din vorbirea uzuala, expresii. Pentru ilustrarea acestui
procedeu am evidentiat segmentul inlocuit:

- ,,Regimul artelor si munitiilor” (DV, 20.03.2008), dupa ,,regimul armelor si ~”;

- ,,Sofia Vicoveanca — trandafir de Bucovina” (JN, 21.03.2008), dupa titlul unei cunoscute
melodii populare ,,~ de la Moldova”, articolul informand asupra faptului ca, in aproape 49 de
ani de cariera, Sofia Vicoveanca a colindat meridianele lumii, daruind publicului cantece cu
parfum de Bucovina;

- ,,Gaudi reloaded” (DV, 3.04.2008), dupa titlul filmului regizat de citre Andy si Larry
Wachowski, care il are ca protagonist pe actorul Keanu Reeves, numit ,,Matrix ~” (2003), in
articolul sau, Augustin loan consemnand faptul cd Gaudi nu a edificat toata catedrala, dar a
inchipuit-o in desavarsirea ei, arhitectii lucreaza la intelegerea desenelor lui Gaudi si abia acum
pot sa le inteleaga si sa le traduca in piatra;

- ,,PIB-ul nostru cel de toate zilele” (JN, 6.04.2008), dupa versul ,,Painea noastra cea de toate
zilele” al rugaciunii ,, Tatal nostru™, articolul informand asupra faptului ca an de an, incepand
cu 1990, productia a scazut, normal, a scazut si consumul, semn ca economia pasise cu stangul
in noua erd a Romaniei;

- .Summit-ul s-a dus, traiasca haosul!” (JN. 8.04.2008), dupa formula ,,Le roi est mort! Vive le
roi!”, formula prin care se anunta, in Franta, decesul suveranului si urcarea pe tron a urmasului
sau; se utilizeaza ironic atunci cand o schimbare de persoane nu antreneaza si schimbarea unor
stari de lucruri; articolul consemneaza faptul ca termenul care poate descrie modul in care s-a
circulat a doua zi dupa ce summit-ul a luat sfarsit, in anumite zone ale capitalei, este cuvantul
haos.

Prezentam si substituiri in enunturi paremiologice:

- ,Economia de piatd cu subventii se tine” (JN, 18.03.2008), dupa proverbul ,,Obrazul subtiere
cu cheltuiala se tine”, articolul informand asupra faptului ca, desi Romania este de peste un an
membra a UE, unele sectoare ale economiei romanesti sunt inca subventionate cu bani de la
bugetul de stat sau de la cele locale;

- ,,Cu un summit nu se face primavarsa” (DV, 6.04.2008), dupa proverbul ,,Cu o floare nu se
face primavara”, articolul trimitand la ideea cd, peste noapte, apar flori frumoase pe marginea
drumului si cosuri de gunoi in capitald; totul pentru NATO!,

- ,,Cand bogatii se cearta, saracii fac foamea” (EZ, 4.04.2008), dupa proverbul romanesc ,,Cand
doi se ceartsd, al treilea castiga”, articolul informand asupra faptului ca seful Bancii Mondiale
crede ca tarile lumii trebuie sa coopereze pentru a stopa cresterea preturilor la alimente;,

- ,,Summit-ul trece, urechile raman” (JN, 10.04.2008), dupa proverbul ,,Apa trece, pietrele
raman”, articolul transmitand ideea ca Summit-ul NATO la Bucuresti a fost pretextul pentru a
da liber la interceptarea tuturor convorbirilor telefonice, pe termen nelimitat, fird mandat
judecatoresc, iar artizanul acestei masuri de stat politienesc este CSAT, care a dat acces pentru
interceptari la serverele operatorilor de telefonie.

Strategii persuasive de tipul empatiei, seductiei si incitarii®! ce functioneaza in cadrul substituirii,
reflecta faptul ca ,,receptarea este dirijatd, adesea agresiv, spre acceptarea punctului de vedere al
emitatorului (astfel se explica, de exemplu, practicarea predilecta a substituirii in textul publicitar,
un limbaj paralel fata de comunicarea propriu-zisa)”62. Substituirea ,,reflecta mai pregnant decat
alte ,.figuri de constructie” intentia de manipulare”ss.

59Al. Graur, Deraieri lexicale, p. 160, apud Dumistracel, 2006a, p. 211.
s0Dumistracel, 2006a, p. 218.

61\/ezi, in acest sens, Dumistracel, 2006b, p. 140-142.

62Dumistracel, 2006b, p. 140.

83jdem, ibidem.
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3.4. Transmutatio — permutarea

Dintre cele patru ,,figuri de constructie”, permutarea unor termeni din enunturi apartinand
discursului repetat este procedeul cel mai putin intalnit in incercarile de a spori expresivitatea
unor titluri apartinand discursului publicistic. Despre aceasta ,,figura de constructie” se poate
afirma ca se afld ,,la polul opus in raport cu substituirea, mai ales in ceea ce priveste frecventa
(redusa) a aparitiei’s4,

Oferim, spre exemplificare, doua enunturi-titlu excerptate din presa romaneasca, obtinute
prin permutarea termenilor:

- ,,De la criza rachetelor la criza scutului anti-racheti” (JN, 15.04.2008), articol in care Adrian
Severin, autorul articolului, sugereazi cad, in anul 2008, scutul anti-rachetd, pe cale de a fi
instalat de S.U.A. in Europa centrald, la portile Rusiei, pune in discutie iarasi echilibrul de
putere ruso-american;

- ,,Radu Beligan - ,,Sunt recunoscator UNITER-ului pentru premiul cu care dulce m-au
impovarat” (JN, 15.04.2008), pentru ,,premiul cu care m-au impovarat dulce”.

Din perspectiva pragmatica, producerea enunturilor-titlu dupa schema acestei ,figuri de
constructie” ,,comporta un efort sporit din partea emitatorului”, procedeul fiind, de fapt, unul
care ,poate sa deturneze atentia cititorului ,,pasiv” de la mesaj, diminuand influentarea, pe
fondul efectelor de fatic si expresivitate™ss,

Izvoare
www.jurnalul.ro
www.evenimentulzilei.ro
www.dilemaveche.ro

Sigle
JN = ,,Jurnalul National”
EZ = ,,Evenimentul Zilei”
DV = Revista ,,Dilema Veche”
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IMAGINE, MUZICA SI SENS iN LIMBAJUL PUBLICITAR

Ligia GHILEA,
lector universitar, doctor in arte,
Academia de Muzica “Gheorghe Dima”, Cluj-Napoca, Romania

Rezumat

Un produs, oricat ar fi el de minunat, expus intr-un mod impropriu si inadecvat, nu poate fi apreciat la valoarea
lui reald. Perfectiunea, pasiunea si emotia sunt starile care asigura succesul unei campanii publicitare.

Fard muzicd, publicitatea este incompletd si neputincioasid. Muzica, acel limbaj universal care ne uneste pe tofi,
este singurul produs al advertisingului inzestrat cu capacitatea de a depdsi toate barierele de limbd.

In promovarea cu succes a unei campanii publicitare, producdtorii vor avea in vedere si rolul pe care il pot juca
anumite sentimente profund umane, respectiv emotiile, spre a convinge consumatorii si cumpere diferite produse.
Ca confirmare a acestei idei, va servi publicitatea in sectorul dulciurilor si produselor alimentare. Dulciurile pot fi
oferite cu ocazia diferitelor evenimente, de la aniversdri si zile onomastice, pana la Sfantul Valentin.

Lumea publicitara este intr-o perpetud schimbare, in care muzica are un rol hotarator, consumatorii ciutind
melodii tot mai antrenante si atractive. Totodatd, publicului i se poate propune un repertoriu care sad satisfaca
anumite conditii: simplitate, cantabilitate si recognoscibilitate, toate acestea pentru ca melodia sa fie recunoscuti
mai ugor, sa fie fredonatd cu plicere si, mai ales, ca publicul si doreasci si revadd spotul bazat pe acea melodie,
oferitd 1n mod repetat. Muzica binedispune, contribuind la febra cumpdraturilor.

Abstract

A product, no matter how exquisitely achieved, if improperly displayed, cannot be correctly appreciated.

Perfection, passion, emotion are conditions that will ensure the success of an advertising campaign.

Without music, advertising is incomplete.

Music, the universal language which has the power of joining everyone together, can overcome all language bar-
riers.

Human feelings have an overwhelming role and producers use them | order to persuade consumers to buy their
products.

A very good example is the area of food products.

In advertising music has a tremendous importance. If the music is well chosen, then its qualities can persuade
people to buy and use a certain product. Creativeness has no limits.

Another element which may contribute to the success of a commercial spot is the music repertoire, because the
music must be simple, easy to remember and also easy to recognize.

Un produs, oricat ar fi el de minunat, expus intr-un mod impropriu si inadecvat, nu poate fi
apreciat la valoarea lui reals.

Perfectiunea e cuvantul la ordinea zilei. Teribilul, pasiunea, credinta si emotia sunt starile
care asigura succesul unei campanii publicitare.

Fard muzica, publicitatea este incomplets si neputincioass. In publicitate, muzica poate con-
duce, implicit, la convingerea publicului, avand rolul de seducator, dar si de a spori increderea
in produs.

Muzica, acel limbaj universal care ne uneste pe toti, este singurul produs al advertisingului
inzestrat cu capacitatea de a depasi toate barierele de limba.

Din punct de vedere istoric, sectorul comunicatiilor este unul dintre domeniile cele mai noi
ale creativitatii realizate in decursul boom-ului economic al anilor 1960. De atunci,
comunicatiile se afla intr-o permanenta si continua crestere.

Indiferent de dimensiunea societatilor de resort - mari concerne sau doar agentii mai mici -
ele confera sectorului publicitar o dinamica creativa, capabilda si depaseasca barierele
publicitatii clasice.

In acelasi timp, chiar si firmele alcituite doar dintr-o singuri persoans se pot evidentia gratie
atat flexibilitatii domeniului lor de activitate, cat si potentialului lor creativ. Aceste calitati
indispensabile, respectiv flexibilitatea si creativitatea, sunt cele care le asigura, asadar, o pozitie
remarcabila in nenumaratele nise ale pietei.

Prin insasi existenta ei, publicitatea pura are ca tintd marirea distributiei, iar atunci cand este
vorba de sectorul P.R.%6, se au in vedere, in primul rand, gradul de intelegere, construirea
perceptiei, dar si increderea.

8P.R. - Public relation = relatii cu publicul.
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Publicitatea este cea care ofera motivele esentiale pentru a achizitiona un produs, pe cand
imaginea este aceea care il vinde.

In cazul reclamelor sau a spoturilor publicitare, se iau in considerare absolut toate aspectele
care trebuie evidentiate, precum si modul de expunere a produsului. Acestea sunt esentiale in
obtinerea unui impact cat mai puternic in randul telespectatorilor.

Reclama audio este, intr-o oarecare masura, mai putin spectaculoasa decat reclama video,
fiind privata de incidenta vizuala. Pentru a contracara aceasta stare de fapt, vor fi exploatate
calitatile sonore ale reclamei audio. Astfel, aceasta va fi prezentata de un profesionist inzestrat
cu calitati timbrale deosebite, capabile sa capteze atentia auditoriului. Totodata, actorul mai are
posibilitatea de a utiliza diverse interjectii, precum si o paleta intreaga de efecte sonore.
Backgroundul sau fondul muzical va fi gandit si construit in functie de specificul mesajului din
spot sau al campaniei publicitare. Realizatorii spotului vor prezenta un film avand la baza un
scenariu original si o coloana sonora inedita. Avand in vedere durata unui film si situatiile ce se
pot ivi pe parcurs, in construirea muzicii unui spot publicitar realizatorii pot utiliza minimum 4
melodii. Ca atare, fondul muzical va fi tratat cu o deosebita seriozitate, deoarece mesajul dorit
este transmis si prin intermediul muzicii.

In concluzie, se poate afirma f4ra nici o ezitare ca muzica se afli la baza montajului video.

1. Folosirea emotiilor in publicitate

In promovarea cu succes a unei campanii publicitare, producitorii vor avea in vedere si rolul
pe care il pot juca anumite sentimente profund umane, respectiv emotiile, spre a convinge con-
sumatorii si cumpere diferite produse. Ca confirmare a acestei idei, va servi publicitatea in
sectorul dulciurilor si produselor alimentare. In acest caz, reactiile consumatorilor corespund cu
dispozitia lor sufleteasca si vor fi exploatate de strategia publicitara. Dulciurile pot fi oferite cu
ocazia diferitelor evenimente, de la aniversari si zile onomastice, la sarbatoarea Sfantul
Valentin. Exemple edificatoare, in acest sens, sunt melodiile “I love Milka” (care serveste la
promovarea ciocolatei elvetiene «Milka») si “Merci e felul meu de a-ti multumi, merci fiindca
existi” (care promoveaza ciocolata “Merci™).

Emotia este folosita, de cele mai dese ori, pentru a induce o atitudine pozitiva fata de marca
sau intreaga clasa de produse, suscitarea diferitelor reactii emotionale avand menirea de a-l face
pe consumator si se simta foarte bine caAnd priveste sau se gandeste la un anumit produs.

Conform concluziilor unor cercetatori care se ocupa cu sondajele de piatd, o contributie
majora in achizitionarea diferitelor produse este starea emotionala a consumatorului. Asadar,
emotia poate juca un rol decisiv intr-o campanie publicitara, sporind impactul mesajului.

In pofida faptului ci este o forma de media ca oricare alta, publicitatea se bazeazi pe geniali-
tatea ideilor, elanurile creatoare finalizandu-se in marketing. Piblicitatea, aceasti joaca
inconstienta si placuta cu mintile si buzunarele oamenilor si ale clientilor, incepe, functioneaza
si se incheie doar in societate. Publicitatea, poate face lucruri extraordinare, poate transforma
un produs in simbolul unei generatii (de exemplu, Coca-Cola: Always Coca-Cola) sau intr-o
legenda (de exemplu, hamburger-ul). Totusi, schimbarile efectuate de publicitate nu vor putea
fi niciodata asemuite cu remarcabilele realizari ale marilor personalitati ale istoriei si culturii,
cum ar fi cele ale lui Aristotel, A. Einstein, W. A. Mozart sau Martin Luther King.

In pofida existentei creatiilor extraordinare, conditia primordiald a ddinuirii acestora consta
in vandabilitatea lor.

Rolul muzicii in publicitate se va schimba continuu, va fi, poate, chiar decisiv. Nuantele sau
umorul se traduc mai greu, muzica este universala. Daca pana acum cativa ani erau la moda
jingle-urile, acum sunt utilizate melodiile.

Cantecele de succes sau melodiile cu impact care s-au identificat adesea cu un brand
promovat, au devenit un adeviarat fenomen in public, scopul fiind acelasi: completarea
continutului vizual al reclamelor (pentru Mr. Proper “Mai usor si mai cu spor cu asa un ajutor”
sau pentru Calgon - “Masina de spalat traieste mai mult cu Calgon”).
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2. Comunicarea prin muzica

Muzica din reclame nu mai reprezinta, in momentul de fata, acelasi concept ca si in trecut, ea
transformandu-se atat in personaj principal, cat si in mesaj de brand. Una dintre marile cotituri
in cresterea importantei muzicii in publicitate a constat in realizarea de catre Josh Rabinovitz,
director muzical si vicepresedinte al «Grey Worldwide», a campaniei pentru «Sony». Ulterior
au fost utilizate si alte melodii (de exemplu, «McDonald’s I’'m loving it»), a cdror versiune
instrumentald se identifici cu doua nume: «Intel» si «McDonald’s». Ele sunt, cu adevarat,
branduri audio, care se bucura de un succes enorm.

Lumea publicitard este intr-o perpetua schimbare, in care muzica are un rol hotarator,
consumatorii cautand melodii tot mai antrenante si atractive. Aceasta presupune trecerea la un
alt nivel, constand in folosirea unui cantec al unui artist. Un alt mod de abordare ar fi utilizarea
unui hit. Ca atare, firmele de publicitate vor trebui sa investeasca intr-un continut propriu, care
sa sustina ideea brandului.

Avand in vedere ca muzicienii isi desfasoara activitatea intr-o economie de piata, ei pot sa
lucreze simultan pe mai multe proiecte, folosind insa diferite nume de scena. In acest context,
proiectele vizand continutul muzical branduit, pot lua si alte denumiri decat cele date initial de
producatori. Pe de alta parte, in conditiile unei concurente acerbe, firmele nu-si pot asuma
riscul de a angaja un artist renumit decat dupa o cumpanire profunda.

La promovarea napolitanei «Kinder bueno», producitorii au ales melodia interpretata cu o
voce languroasa, chiar senzuald, de Amanda Lear. E vorba de “Da-mi si mie o mica bucatica”.
Muzica acestei reclame este emotionanta si sensibila in acelasi timp. Sonoritatile predominante
sunt discrete, chiar atenuate. Paleta armonica la care recurge solista vocald, mai este
infrumusetats de notele melodice, folosite de aceasta cu multa subtilitate si finete. In
completarea muzicii, tocmai pentru a spori efectul, se aude si vocea profunda a unui actor care
reitereaza mesajul transmis prin muzica si imagine. E vorba de ”Savureaza gustul Bueno”.

La promovarea automobilului “Fiat Bravo” e folositd drept coloanid melodia de succes
“Melavigliosa creatura”, interpretata de Gianna Mannini. Caracterul explosiv si expansiv al
melodiei utilizate de catre realizatori, este marcat de accentele melodice, pe care interpreta le
subliniaza cu mult patos. Acompaniamentul orchestral, temperamental si vulcanic, se
desfasoara intr-un ritm relativ antrenant, cu o gradare melodica intensiva.

Brandul poate deveni un hit, conditia primordiala fiind aceea ca firmele sa investeasca in
mijloacele necesare producerii unei astfel de melodii.

2.1. Muzica in publicitate

Coloana sonori din spoturile publicitare are un efect direct asupra psihicului uman. Fari a
minimaliza insa efectul vizual, un factor extrem de important in productia spotului este efectul
sonor. Potentialul consumator incearca sa inteleaga ceea ce se vede, dar ceea ce aude poate sa-|
influenteze mult mai profund. De exemplu, reclama pentru cafeaua “Jakobs”. Aici, pe langa
muzica bine valorificatd, sunt asociate vizual cele doua arome: mirosul buchetului de trandafiri
alaturi de aburul inmiresmat, care iese din cesti. Convingatoare sunt si expresivitatea, mimica si
gestualitatea interpretilor.

Daca alegerea melodiilor este inspirata, calitatile lor pot convinge publicul sa achizitioneze si
sa utilizeze serviciul promovat. Astfel, succesul echipei de publicitate va fi garantat.

In promovarea produselor firmei clujene “Napolact”, au fost utilizate melodii traditionale
din zona Ardealului, tocmai cu scopul de a revela triinicia si durata acestora. E vorba, in pri-
mul rand, de “Napolact, ca odinioara”. Muzica meditativa, romantica reda cu fidelitate trairile
interpretului care prezinta produsul. Acesta isi gaseste odihna pe prispa unei case batranesti, de
unde se deschide o priveliste idilica. Emotia si atmosfera sunt doar sugerate prin simplitatea
melodiei.

Melodiile transilvanene lente, cu o melodica suava, gingasa, abia perceptibila, in deplina
concordanta cu firea molcoma a transilvanenilor, au ca motto expresia “prilej de ragaz”.
Sonoritatile acestor melodii sunt estompate si discrete.

Pe de altd parte, muzica de promovare a produsului “Delikat”, respectiv hora olteneasca a
“ardeilor iuti”, poate fi asociata cu firea celor din zona respectivd, iute, apriga. Discursul muzi-
cal, exuberant si expansiv, se deruleaza intr-un ritm inflacarat. Cantecul este vesel si deosebit de
alert.

Samba, melodia care se aude ca fond sonor la reclama cafelei “Nova Brazilia - cafeaua ta la
ibric”, in afara faptului cd uimeste si binedispune, transmite o stare de vioiciune si antren. Si in
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cazul acestei reclame, este evident faptul cd muzica sugereaza caracterul antrenant al dansului
care galopeaza in acompaniamentul orchestral.

Echipa care s-a ocupat de lansarea brandului “Don Café” a folosit drept coloana sonora o
alta melodie de succes “Dio come ti amo”. Cantecul nu numai ca e superb, dar are si capacitatea
de a-1 convinge pe potentialul comparator sa-si doreasca si mai ales sa savureze cafeaua.

Daca pentru un spot este ales un hit, se poate aplica sintagma “punct tintit, punct lovit”.
Spoturile cu melodii celebre, utilizate, in general, pentru diferite marci de bere, au contribuit la
obtinerea succesului pe plan mondial.

In sectorul dulciurilor pentru copii, o reclami incantitoare este cea a prijiturii “Barney”, din
gama “Lu”. Melodia “Hai sa ne jucam, hai in lumea Barney” are un caracter ludic, poznas in
perfecta armonie cu universul copilariei. Paleta armonica este infrumusetata de notele
melodice, folosite cu multa finete intr-un tempou miscat.

Caracteristici asemanatoare transpar si din melodia spotului pentru ciocolata “Kinder”,
“ciocolata creata special pentru copii”.

Pe langa segmentul dulciurilor si al produselor alimentare, muzica are un rol decisiv si in
zona cosmeticelor si parfumurilor. Aici, realizatorii au exploatat la maximum calitatile
convingatoare ale muzicii. Astfel, spotul de promovare al sapunului “Camey” (“Camey -
puterea atractiei”) se bazeaza pe o muzicd, suava, in timp ce muzica utilizata pentru noul
parfum “Lenor” este invaluitoare. Muzica acestor reclame este lirica si sentimentala, caracterul
interiorizat fiind subliniat si prin atmosfera delicata, creata de sonoritatile ce oscileaza in nuante
deosebit de discrete. Melodia pentru “Regina Spektor”, intitulati “Come into my world”, a fost
fredonata sincron de mii de oameni la spotul Vodafone “Steps”. Este o melodie care place,
deoarece e vesela si antrenanta.

In publicitate, creativitatea nu mai are limite, cei din domeniu exploatand la maximum
momentul trecerii de la comunicarea scrisa la interactiunea audio.

in concluzie, “daci intr-un spot sunt combinate vizualul cu auditivul, daca tonul face
mugzica, putem afirma atunci cad muzica face spotul, asta si pentru cd muzica are marea calitate
de a comunica mai bine decat publicitatea propriu-zisa™e’.

Un alt sector al publicitatii prin muzica il reprezinta cel rezervat iubitorilor de animale.
Astfel, o reclama splendid realizata si avand un fond sonor pe masurd, in armonie perfecta cu
decorul hibernal in care se petrece, este cel in care se promoveaza produsul “Wiskas”. E vorba
de “Let it snow”.

Un alt element care contribuie la reusita unei reclame, este cel referitor la gusturi, inclusiv
cele legate de muzica. Acestea nu se discuta, muzica avand o contributie esentiald la ridicarea
valorii spotului. Publicul trebuie sa fie subiectul, tinta reclamei, deoarece pe el televizorul il
afecteaza cel mai mult. Totodata, publicului i se poate propune un repertoriu care sa satisfaca
anumite conditii: simplitate, cantabilitate si recognoscibilitate, toate acestea pentru ca melodia
sa fie recunoscutd mai usor, si fie fredonata cu placere si, mai ales, ca publicul sa doreasci sa
revada spotul bazat pe acea melodie, oferita in mod repetat.

Existd, din pacate, si cazuri mai putin fericite, cand, din lipsa finantarii adecvate, se produc
backgrounduri muzicale ieftine, cu un impact slab asupra cumparatorului. Reiese ca muzica
salveaza spotul, indiferent ca e muzica clasica sau traditionald, principalul e ca ea sa fie de
calitate.

in loc de concluzii

Muzica este, totodata, o artd care lucrezi la nivel de subconstient, afectele fiind cele mai
vulnerabile si persuasibile componente ale psihicului uman.

Contributia sinestezica din domeniul publicitatii conduce personal fiecare individ spre o
relationare si 0 apreciere mai produnda a produselor prezentate.

Muzica din publicitate este comunicativa, deci muzica vinde.
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LA SYMBOLOGIE - ENJEUX EPISTEMOLOGIQUES ET METHODOLOGIQUES

lon GUTU,
maitre de conférences, docteur en linguistique frangaise,
Université d’Etat de Moldova

Rezumat

In prezentul articol, se face o 7ncercare de promovare motivatd a unei stiinte noi — simbologia. Unele aspecte ale
acestei stiinte au devenit deja obiecte de cercetare ale hermeneuticii care, prin cea de a doua directie a sa, mai
Ingustd, a supus simbolul diferitelor interpretari. Prin separarea si autonomizarea stiintei simbologice, ar fi posibil
ca simbolul si deving un obiect de studiu sui generis, prezent in cadrul a douad compartimente epistemologice: 1)
simbolica generald care se ocupd de studierea mecanismului de simbolizare si 2) simbolismul care ia 7n vizor studiul
valorilor semantico-functionale ale simbolului in variate tipuri de imaginar uman (mitologic, biblic, literar, poetic,
folcloric, individual etc.).

Abstract

This article represents a motivated attempt to promote a new science — the symbology. Different aspects of the
symbology have already been inserted in the problematic area of the hermeneutic science which, in its second re-
search direction, proposes various interpretative approaches of the symbol. The separation and the empowerment of
the symbology science allows the symbol to become an object of study sui generis, investigated within two epistemo-
logical compartments: the general symbolic which will study the mechanism of symbolization and the symbolism -
the study of semantic and functional values of symbol in various kinds of human imaginary (mythological, biblical,
literary, poetic, individual, etc.).

Le symbole continue a susciter des problemes tant par son statut sémiotique - mécanisme de
constitution, catégories référentielles, caractere pluridimensionnel -, que fonctionnel - domaines
d’usage, vecteurs de la lecture multiple, niveaux d’interprétation -, ce qui rend les études
symbologiques non seulement actuelles, mais aussi fécondes. Toujours est-il qu’une science
concernant I'étude du symbole, a coté des «Cahiers internationaux de symbolisme», de la
Société de Symbolisme, du Congreés de symbolisme etc., mériterait pleinement son existence
autonome, fait souligné encore a la fin du siecle passé par certains savants comme R. Alleau
dans son ouvrage «La science des symboles»®. Séparée, d’'une part, de I’herméneutique qui
veut maintenir, au sens étroit, I'interprétation du symbole comme un sous domaine
épistémologique, et, d’autre part, de la sémiotique, qui étudie tout type de signes (indices,
icones, symboles) et de systemes de communication, il est temps, semble-t-il, que la symbologie
(par haplologie de symbolologie) naisse et définisse ses orientations épistémologiques et
méthodologiques, tentative essayée par nous au Département de Philologie Francaise.

Envisagée comme discipline étudiant le mécanisme de la formation du symbole et les
domaines de son fonctionnement, la symbologie se centrerait sur le symbole en tant qu’objet
d’étude et lui permettrait de bénéficier d’une recherche sui generis. Par analogie avec d’autres
disciplines comme la sémiotique, I’herméneutique, la linguistique, la poétique etc., la
symbologie aurait ses compartiments de recherche bien définis et fonctionnels. Ainsi, pourrait-
on parler d’'un compartiment théorique - la symbolique générale, qui s’ancrerait sur la formation
du symbole comme signe esthétique (supersigne, métasigne) par rapport aux autres types de
signes, ses caractéristiques pertinentes (motivation, esthéticité, associativité, analogie), sa
sémantique dialectique et dynamique (polysémie, énantiosémie, polyénantiosémie). Le
probleme qui surgit est celui du statut indépendant ou dépendant de son objet d’étude, car le
symbole apparait surtout a la base des signes déja existants, signes de nature verbale ou non
verbale, méme si le cas de leur invention est aussi concevable (par ex. «Olympio» de V. Hugo).
A I'intérieur de la sémiotique, ot il figure parmi les autres deux types de signes (iconiques et
indiciels), le symbole apparait dans toute sa diversité verbale et non verbale, mais il est limité
par sa dimension codique et n’aboutit pas au niveau de sa lecture et de son interprétation
multiple. En revanche, I’hnerméneutique permet au symbole toute interprétation possible a la
base de divers horizons d’attentes de la réception esthétique (non avisé, avisé, super avisé), tout
en se limitant cependant aux formes du texte, surtout écrit ou oral. Si I’on inclut la symbologie
a I'intérieur de la linguistique pour I'envisager, pareillement a la stylistique, comme domaine

68Alleau, 1996.
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qui étudie la couleur (symbolique) des mots de la langue, les symboles non verbaux
disparaitront de son champ épistémologique. Donc, pour convenir aux besoins
épistémologiques, le symbole nécessiterait une science indépendante, capable de mettre en
exergue son mécanisme complexe de formation et de fonctionnement.

Pour I’étude de son usage, deux autres compartiments sont envisageables, comportant la
dénomination de symbolisme (a ne pas confondre avec le courant littéraire ayant la méme
dénomination ot le symbole a connu un traitement tres spécifique, a valeur ésotérique). Ainsi,
le symbolisme particulier étudierait-il les divers domaines ou types d’imaginaire qui exploitent le
symbole (mythologique, religieux, folklorique, artistique, littéraire etc.), en aspect diachronique
et synchronique, géoculturel et socioculturel, interculturel et intertextuel. Par exemple, I'étude
des spécificités du symbolisme littéraire par rapport au symbolisme pictural ou religieux, et ou
le courant symboliste n’est qu’un sous-domaine du symbolisme littéraire. Par conséquent, le
symbolisme appliqué s’attaquerait a I’étude de cas du fonctionnement du symbole dans un texte,
image picturale, clip musical, comme par exemple, I’étude des fonctions du symbole dans le
texte poétique «Albatros» de Ch. Baudelaire ou dans I'image picturale «Guernica» de P. Picasso.

Toutes ces positions devraient porter lumiere sur ce sujet délicat et esquisser des
méthodologies d’investigation viables et durables. Or, des le XXe siecle, I’étude du symbole
nécessite des approches complexes et interdomaniales; nous avons donc élaboré a partir des
années 90 la méthode des niveaux potentiels d’interprétation du symbolesd, respectivement du
texte, par la mise en valeur de ses particularités sémantico-fonctionnelles dans I'imaginaire
poétique, empruntables pour d’autres types d’imaginaires aussi, par la classification des
symboles selon ses niveaux d’interprétation, par I’acces a la dimension comparée des intertextes
extrinseque et intrinseque, afin de dépister et d’évaluer le coloris idiolectal, national et universel
du symbole comme expression éloquente de la conceptualisation de la vision du monde de
I'auteuro,

Les recherches d’envergure sur la symbologie appartiennent totalement au XXe siecle,
surtout a sa deuxieme moitié, ou le symbole a été au centre des études a caractere philosophico-
esthétiqgue, donnant lieu a des investigations particulierement originales comme réalité
psychanalytique, gnoséologique, culturologique, artistique, littéraire etc. Nos études ont examiné le
symbole sous son aspect complexe en tant qu’unité de la communication poétique ou
esthétique. Les investigations de ce genre trouvent leur résonance dans la possibilité d’élargir
I’aire problématique du symbole par d’autres considérations aussi bien d’ordre systémique que
d’ordre fonctionnel. L’ancrage sur son statut sémiotique comme signe motivé, sur son sens
dialectique et dynamique, sur son fonctionnement pluridimensionnel, sur ses aspects comparés,
moins évalués actuellement, favoriserait la symbologie par la mise en évidence de la
contribution du symbole a I'inter-influence des systemes littéraires, a la sensibilisation des
spécificités de la communication interculturelle, mais surtout de [I’intériorisation de la
variabilité et de ’lhomogénéité de la pensée symbolique, du réle de I'imaginaire par rapport au
comportement perceptif, de I'importance de I'oeuvre d’art comme forme d’imagination et de
connaissance. Ces facteurs permettent a I'imagination symbolique de reprendre la fonction de
médiation entre matiere et esprit, anthropocosmos et macrocosmos, nature et culture, conscient
et inconscient etc. L’élucidation de ces aspects va impliquer par la suite des études beaucoup
plus profondes, grace a la nature complexe du phénomene symbolique qui entraine une
exégese multidimensionnelle et qui représente le point d’intersection de plusieurs disciplines
limitrophes a la symbologie comme la linguistique, la sémiotique, la théorie littéraire, la poétique,
I’esthétique, la psychanalyse, I’herméneutique, la philosophie.

Les aspects sémiotico-sémantiques et psycholinguistiques du symbole motivent le besoin de
sa recherche extra- et intracatégorielle. Les références extracatégorielles visent les corrélations du
symbole avec d’autres moyens de communication qui ont préparé sa formation en tant qu’unité
de communication esthétique ou secondaire: signal, signe, mot, mot poétique, d’ou la nécessité de

Gutu, 1991.
"°Banaru, 1986, p. 5.
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la réactualisation des dichotomies toujours disputées telles que: concret — abstrait, arbitrarité —
motivation; monosémie — polysémie; dénotation — connotation; paradigmatique — syntagmatique;
signification — sens, sans lesquelles la considération du statut sémiotique du symbole est
inimaginable, voire impossible. En ce qui concerne les aspects intracatégoriels, il est important
d’élucider ses caractéristiques inhérentes comme signe esthétique et comme expression de la
pensée axiologique de I’homme créateur/bénéficiaire de signes (homo significans/homo
symbolicus). Aussi est-il nécessaire de reprendre a ce sujet les discussions des savants sur I’'une
des premieres classifications des signes, proposée par le sémioticien américain Ch. Peirce™. Le
moment problématique dans cette délimitation vise le traitement des signes-symboles en tant
que signes purement formels ou conventionnels ce qui a eu comme conséquence I’'inclusion
dans cette catégorie des ainsi dits symboles algébriques, mathématiques, scientifiques que nous
placons, en soussignant a I'idée de R. Alleau, dans la catégorie des synthemes, ceux-ci ne
représentant pas I'objet d’étude de la symbologie. Les synthemes sont des signes a charge
arbitraire, conventionnelle et a un libre choix, alors que le symbole est plein de multiples
réalités concretes et motivées, fait qui statue la relation dichotomique concret (objectif/fictiv) ®
abstrait comme fondamentale dans la constitution du signe-symbole. Ce sont ces divergences,
amplifiées ensuite par des savants sous différentes formes, qui ont provoqué un autre « conflit
d’interprétations » du symbole dans la littérature scientifique, aboutissant jusqu’a
I’homonymisation du concept et que la symbologie devrait élucider.

Compte tenu de tout ce que nous venons de dire, nous définissons le symbole comme une
association du symbolisant et du symbolisé par I'interprétation motivée des catégories dominantes de la
réalité objective/fictive afin de construire un sens esthétique secondaire. Une telle définition identifie le
symbole a la base d’une série de traits distinctifs propres: statut sémiotique; unité de I’objectif et du
subjectif, du concret et de I’abstrait, de I'individuel et du général; liaison motivée entre symbolisant et
reférent; associativité; représentativité; sens dynamique; interprétation des semes dominants; esthéticité.
De toutes ces caractéristiques, on voudrait souligner en particulier le caractere motivé du
symbole pour répondre a un des postulats proposés plus haut sur I'éventualité de la
délimitation des catégories référentielles symbolisatrices, moins observées aujourd’hui par les
symbologues. L’étude méticuleuse du «Dictionnaire des symboles»”® a permis de réaffirmer
avant tout le caractere sui-incidenciel du symbole substantif par rapport aux autres entités
linguistiques (verbe, adjectif, adverbe) et de constater, ensuite, que le processus de
symbolisation entraine une série des catégories référentielles telles que la quantité, la qualité, la
forme, le contenu, la modalité, la dimension, la spatialité, la temporalité, la sexualité, la substantialité, la
couleur, I'odeur, le goiit, ou la couleur détient la primauté vu le fait que I’'homme recoit 80% de
I'information par la vue. Par exemple, la catégorie de la forme permet de distinguer par le
prisme de I'opposition sphéricité vs forme angulaire la signification du signe symbole soleil
(perfection) de celle du signe-symbole carré (stagnation).

L’insertion dans les particularités intracatégorielles du symbole s’axe surtout sur sa
dimension polysémique, moins bénéficiaire aujourd’hui d’une étude de synthese et sans une
appréciation adéquate. L’élaboration des dictionnaires des symboles a constitué une raison
opportune pour soumettre ce phénomene a une analyse exhaustive, ce qui a donné la possibilité
de considérer la polysémie comme un trait pertinent primordial du symbole. La plurivalence
illimitée représente une tendance générale du symbole de signifier d’une facon maximale,
générée par sa dynamique sémantique et a cause de multiples facteurs de nature linguistique et
extralinguistique. La coopération de ceux-ci contribue a la création d’une auréole sémantique
infinie a la base de la réactualisation des semes symbolisateurs de divers types sans qu’elle soit
épuisée définitivement méme par le contexte. A la base de la corrélation monosémie — polysémie
nous avons pu démontrer que seulement 3,5% du total de 1200 unités du «Dictionnaire de
Symboles» attestent une signification monovalente, fait causé par leur fréquence réduite dans le

"Peirce apud Roventa Frumusani, 1999, p. 20.
72Alleau, 1996, p. 49.
3Chevalier et alii, 1982.
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circuit linguo-littéraire et socio-culturel (ex.: cervelle, orteil, bananier, cométe etc.). En revanche, la
polysémie a prouvé sa prospérité, atteignant a I'intérieur d’un seul symbole environ 40
variantes sémantico-symboliques, ce qui nous a autorisé a qualifier ces unités comme signes
esthétiques superpolysémiques (ex.: cheval, chien, couleur, croix, eau, sept, soleil, serpent, etc.), ayant
comme équivalents les multi/mégasémants’4 dans le cas des signes linguistiques.

La surcharge sémantique quantitative du symbole a conduit a son analyse qualitative pour
permettre la description de la variante extréme de la polysémie — I’énantiosémie, acceptée en tant
que propriété réelle d’un méme symbole de faire cohabiter deux significations antonymiques
ou incompatibles. Rare dans le cas du signe linguistique, I’énantiosémie représente pour le
symbole le résultat du processus de sélection des traits dominants variés de la méme réalité par
différents auteurs, idiolectes poétiques ou aires ethnolinguistiques en concordance avec le
spécifique de la variabilité humaine de la conceptualisation du monde. Acceptée de jure comme
une tendance générale du symbole, elle devient de facto un trait pertinent tres dynamique, or,
selon nos statistiques, un symbole sur quatre sont énantiosémiques. Cette ambivalence,
dépistée si bien au niveau intraculturel gu’interculturel, peut entrainer, par conséquent, dans le
circuit de la communication symbolique interculturelle le phénomene des “faux amis“ de la
symbologie, par analogie avec le phénomene déja connu dans la traduction. C’est-a-dire, dans le
cadre d’une telle communication les composants du code de I'’émetteur peuvent constituer un
“faux” message pour le code respectif du destinataire et vice-versa. Par exemple, le perroquet
symbolise dans I’espace culturel européen le bavardage, tandis qu’en Perse c’était la figure du
vrai amateur de la beauté, “les malentendus™ étant provoqués dans ce cas-ci par le caractere
opposé des catégories référentielles: fonctionnalité vs qualité. L’exemple le plus éloquent et le
plus fréquent de pareilles divergences dans la communication est représenté par
I'interprétation de la symbolique chromatique.

Les symboles super(poly)sémiques nous ont offert la chance de découvrir une nouvelle
forme de manifestation de la polysémie symbolique — la polyénantiosémie, motivée par la
présence de plusieurs couples antonymiques a I'intérieur du contenu sémantique polyvalent du
méme symbole. L’exemple du symbole pierre choisi selon le «Dictionnaire de Symboles» parait
étre le plus évident: montée - descente, avilissement - ennoblissement etc.

Le symbolisme appliqué nous a conduit a analyser I'usage du symbole comme unité de
communication esthétique spéciale dans le cadre de I'idiolecte poétique hugolien et eminescien
a la base de la méthode des niveaux potentiels d’interprétation (supra/inter/pré/intra/métatextuel).
En méme temps, le processus d’interprétation du phénomene recherché et de ses fonctions
textuelles a été construit en dépendance directe de I'arsenal des compétences encyclopédiques
du récepteur sans quoi la compréhension en profondeur du symbolisme et de la culture des
romantiques s’affirme impossible. Ainsi pourrait-on discriminer, selon notre avis et en
soutenant les idées de W. Iser et de H.R. Jauss’5, au moins trois degrés de réception esthétique:
a) minimal ou inférieur, quand I’horizon d’attente du récepteur (par abréviation, HAR) est
inférieur a I’horizon d’attente du texte (HAT): HAR<HAT - cas du récepteur non avisé; b) moyen
ou équilibré, quand I’horizon d’attente du récepteur (HAR) est équivalent a I’horizon d’attente
du texte (HAT): HAR=HAT - cas du récepteur avisé ou coauteur; ¢) maximal ou supérieur, quand
I'horizon d’attente du récepteur (HAR) est supérieur a I’horizon d’attente du texte (HAT):
HAR>HAT - cas du récepteur super avisé ou critique. Cette typologie graduelle de réception est
valable aussi bien pour le cas du signe que pour celui du texte esthétique et peut permettre
I’élaboration du systeme méthodologique de niveaux potentiels d’analyse du symbole ou du
texte et de leurs fonctions.

Un autre probleme majeur de la symbologie, en parallele avec I'interculturalité, doit devenir
I'intertextualité. Ayant des promoteurs de grande renommée dans I’espace européen tels que M.
Bakhtine, J. Kristeva, T. Todorov, O. Ducrot, R. Barthes, M. Riffaterre et selon lesquels “tout
texte se trouve a la jonction de plusieurs textes” (Ph. Sollers), la notion d’intertextualité nous a

74Oreanckmi, 1997, c. 50.
75Jauss, 1978.
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conduit a I’élaboration d’un niveau a part de recherche méthodologique du symbole et du texte.
La présence du méme symbole dans I’espace de plusieurs textes nous a permis de I'analyser en
qualité d’actualisateur du “dialogisme” des textes d’un seul auteur, phénomeéne que nous
nommons intertextualité intrinseque, ou bien de plusieurs auteurs - intertextualité extrinseque. En
conséquence, a I'intérieur de chaque idiolecte poétique, nous avons établi les symboles favoris
ou les dominantes intertextuelles, c’est-a-dire ceux qui connaissent la plus haute fréquence et
qui, en méme temps, forment le fond actif de la liaison intertextuelle. Leur confrontation
permettrait de mettre en relief, avant tout, la dimension intrinseque de I'intertextualité par la
discrimination des symboles a caractere individuel et national: codrul, buciumul, cornul, izvorul,
icoana, teiul, zdpada, cantecul, calul, marmura, Luceafirul (Eminescu) et I'océan, la France, Paris, le
chéne, le rayon, I'ombre, le sombre, le crépuscule, I'azur, le gouffre/I’abime, Olympio (Hugo). Les
vecteurs de la lecture plurielle ou intertextuelle peuvent permettre I'actualisation de divers
types de symboles réels et virtuels, dominants et secondaires etc.

En conclusion, la nécessité d’une science symbologique est évidente, afin de permettre au
symbole de bénéficier d’'un champ épistémologique et méthodologique autonome. Nos
recherches sur le symbole, tant au niveau systemique que fonctionnel, en sont une preuve.

Références bibliographiques
ALLEAU, R. La science des symboles. Paris: Editions Payot & Rivages, 1996 [=Alleau, 1996].

BANARU, V. Libem u yBemocumboruka mordabexon noasuu //Marepuaisr |V-ovr BeecorosHor xoHe-
PeHLVI IO POMaHCKOMY si3bIKo3HaHM0. Kasmany, 1986 [=Banaru, 1986].

CHEVALIER, J.,, GHEERBRANT, A. Dictionnaire de symboles. Paris: Robert Laffont/Jupiter, 1982
[=Chevalier et alii, 1982].

GUTU, I. Le symbole et ses fonctions textuelles. Chisindu: USM, 1991 [=Gutu, 1991].

GUTU, I. Semnul estetic si dimensiunea nivelurilor sale de interpretare. Chisinau, CEP USM, 2002 [=Gutu,
2002].

JAUSS, H.R. Pour une esthétique de la réception. Paris: Gallimard, 1978 [=Jauss, 1978].

PEIRCE, Ch. S., apud Roventa Frumusani D. Semioticd, societate, culturd. lasi: Institutul European, 1999
[=Peirce, apud Roventa Frumusani, 1999].

OJTBLIAHCKWW, W. Toaucemusn u npobaema “yenmp-nepuchepus” 8 sexcuxe (Ha mamepuaie HeMeyKo20
a3vuka)//Omagiu lui Grigore Cincilei. Chisindu: CEP U.S.M., 1997 [=Osnprrarcknii, 1997].

39

PDF created with pdfFactory Pro trial version www.pdffactory.com



http://www.pdffactory.com

VARIABILITATEA UNOR GRUPURI NOMINALE
DIN LIRICA STANESCIANA
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(Universitatea de Stat ,,Alecu Russo” din Balti)

Rezumat

Prezentul studiu abordeazd variabilitatea diafazici a unor grupuri nominale, organizate in jurul lexemului
»ord” (,,la o margine-a orei”; ,,de o vegnicie de ora” etc.) din lirica poetului N. Stinescu. Pentru relevarea
mecanismelor interne ale variabilitdtii diafazice, investigate la nivelul semnificatelor, se recurge la o analizd
semanticad complexd a acestor unitdti, implicand analiza semicd a continutului lor semantic si compararea celor
doud componente (intensionald si extensionald) din structura semantismului unitatilor lexicale analizate.

Abstract

In this article we study the diaphasic variability of various nominal expressions based on ,,ora”(,,hour”) in lyric
works of N. Stanescu. In order to highlight the internal mechanisms of the semantic diaphasic variability, we
propose a semantic complex analysis of these units based on semes and intensional and extensional comparisons of
the semantic structures of these lexical items.

Din perspectiva lingvisticii coseriene, limba este un ,,diasistem, un ansamblu mai mult sau
mai putin complex de ,,dialecte”, ,niveluri” si ,stiluri de limba””76. E. Coseriu distinge, in
structura limbajului, trei planuri cu valoare autonomd, carora le corespund cunoasteri si
continuturi lingvistice distincte. Lingvistul prezinta tripartitia limbajului in urmatoarea

schemar:
Planuri ale limbajului Cunoasteri Continuturi Criterii
de concordanta
Vorbire in general cunoagtere elocutionald desemnare congruenta
Limbi cunoagtere idiomatica semnificatie corectitudine
Discurs cunoastere expresiva sens adecvare

Prin urmare, limbajul poate fi investigat ,,ca fapt de creatie”, ,,ca fapt de tehnica” si ,,ca
produs” la fiecare din cele trei niveluri (universal, istoric, individual)7s.

In ipostazele sale fundamentale limbd/vorbire, limbajul se impune prin variabilitate.
Variabilitatea interna a limbii, potrivit savantului, se concretizeaza in trei tipuri fundamentale
de diferente, carora le corespund, implicit, trei tipuri de unitati (unitati sintopice sau dialecte;
unitati sinstratice sau niveluri de limba; unitati sinfazice sau stiluri de limba): ,, a) diferente
diatopice, adica diferente in spatiul geografic (din gr. 64 ,,prin” si Tomog, ,,10c”); b) diferente
diastratice, adica diferente intre straturile socio-culturale ale comunitatii lingvistice (din gr. ou si
lat. stratum); si c) diferente diafazice, adica diferente intre tipuri de modalitati expresive (din gr.
Gud si pdo, ,expresie””™. In consecinta, ,,studiul varietatii diatopice (in diversele niveluri si
stiluri) a limbii istorice, la fel ca si cel al unitatilor sintopice si al relatiilor dintre ele, formeaza
obiectul dialectologiei”, iar ,,studiul varietatii diastratice (in diversele dialecte si stiluri), ca si
acela al unitatilor sinstratice (,,niveluri”) si al relatiilor lor reciproce, constituie obiectul propriu
al sociolingvisticii limbii”. In ceea ce priveste varietatea diafazica, trebuie retinut ca ,,studiul
varietatii diafazice (in variatele dialecte si niveluri), ca si acela al unitatilor sinfazice si al
relatiilor dintre ele, ar trebui sa fie obiectul unei stilistici a limbii, care, de altfel, nu exista (sau
aproape ca nu exista) in aceasta forma’o.

In literatura de specialitate, se discuti posibilitatea aparitiei unei noi discipline autonome in
cadrul lingvisticii ce s-ar numi variologie si care s-ar ocupa de studiul variabilitatii lingvale. Ins3,
precum mentioneaza lu. Slojenikin, pentru a satisface cerintele unei discipline autonome
(delimitarea obiectului de studiu, elaborarea unei teorii, precum si a metodelor de cercetare, a

76Coseriu, 2000, p. 266.
7idem, 1994, p. 136.
8idem, 2000, p. 236.
jdem, p. 263.

80jdem, 1994, p. 143.
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terminologiei, a aparatului conceptual etc.), se impune, pentru a evita eventuale confuzii si
incongruente logice, in primul rand, clarificarea inventarului terminologic. Specialistul insista
asupra chestiunii ce tine de metalimbajul teoriei variabilitatii, intrucat se constata existenta unei
serii de termeni care ,,intersecteaza sinonimic in semnificatii si in uzitaresl. Astfel, metasemnele
variere, varietate si variabilitate sunt puse in relatie cu procesul de constituire a unei noi discipline
— variologia. In acest sens, autorul sustine ca ,,din punct de vedere extralingvistic, coexistenta
simultana a acestor denumiri-dublete este legata de etapa aparitiei si formarii unei noi orientari
lingvistice, precum si de nivelul inca insuficient al dezvoltarii teoretice a aparatului conceptual
al noii stiintes2. Lingvistul rus analizeaza termenii in discutie, precizand ca ceea ce favorizeaza,
intr-un fel, acceptarea si includerea unui termen intr-un dictionar de specialitate este, in primul
rand, factorul formativ. Pornindu-se de la aceasta premisd, se accentueaza ca metasemnele
variere, varietate si variabilitate constituie ,,produsul unei speciale elaborari terminologice™s3 si ca
natura lor motivata transpare din radacina verbului a varia. In felul acesta, in situatia cand se
purcede la elaborarea terminologiei, trebuie sa se tina cont de corelatia dintre semnificatia
lexicala si cea formativa a cuvintelor motivate, intrucat ,,modelele derivationale de acelasi tip
determing, in mare masurd, atat orientarea in formarea noilor cuvinte, cat si dezvoltarea
acceptiilor noi ale termenilor, adica termenii neologici trebuie elaborati in mod analogic cu cei
care deja se afla in circulatie in dictionarul special”s4. In felul acesta, toate cele trei metasemne,
sustine autorul, sunt asemanatoare atat sub aspect formativ, cat si sub aspect semantic, iar acest
lucru permite abordarea lor in calitate de dublete. Daca lingvistul rus considerda metasemnele
variere, varietate si variabilitate drept echivalente sub aspect terminologic, atunci pentru I.
Desmet, termenii variatie si variabilitate exprima notiuni diferite. Astfel, variatia apare ca
»produs” al variabilitatii (proces). ,,variatia sub toate formele si la toate nivelele este consecinta
directa a variabilitatii’ss. Alti lingvisti, desi inteleg prin termenii in discutie realitati distincte, in
sensul ca variabilitatea este conceputa drept calitate universala a limbii, iar variatia — calitate a
unitatilor glotice, totusi, intr-o acceptie mai larga, considera metasemnele respective drept
sinonime. Precum observam, in aceastd chestiune de metalimbaj, nu existd unitate de vederi,
notiunea de variabilitate relevand acceptii gnoseologice diferite. In pofida controverselor
existente cu privire la metalimbajul variabilitatii, din seria de echivalente terminologice (variere,
varietate, variabilitate) optam pentru metasemnul variabilitate; in primul rand, el desemneaza mai
distinct fenomenul care ne intereseaza, iar, in al doilea rand, e un termen care deja isi face tot
mai frecvent aparitia in literatura romaneasca de specialitate.

Variabilitatea este considerata ,indicele cel mai revelator al dialecticii existentei si
functionarii limbii’ss. Unii autori au tinut sa accentueze caracterul complex al variabilitatii,
conchizand ca, intrucat sunt supuse variabilitatii nu doar unitatile glotice, ci insasi interpretarea
acestora variaza, variabilitatea apare nu doar drept calitate a limbii, ci si drept calitate a
descrierii acesteia, drept componenta a teoriei lingvistice??.

Fiind definita drept ,,0 categorie universald, corelatd cu manifestarile proprietatilor
izofunctionale si izostructurale ale limbii ce nu afecteaza, totusi, identitatea unitatii gloticess,
variabilitatea se bazeaza pe asimetria celor doua laturi (continut si expresie) ale semnului glotic.
Fenomenul variabilitatii se manifesta atat in plan semantic, cat si in cel formal, fiind prezent la
toate nivelurile lingvale si in toate circumstantele de functionare a limbii. Trebuie sa mentionam
ca studiul variabilitatii este important si necesar, intrucat ofera date pretioase cu privire la
dinamica sincronica si diacronica a limbii, iar o abordare multilaterala a variabilitatii ar
conduce, indiscutabil, la 0 mai buna intelegere a principiilor si legilor de dezvoltare diacronica

81CnoxenvkmH, 2005, p. 51.
82jdem, p. 52.

83jdem, p. 53.

84jbidem.

85Desmet, p. 1.

86BprrikmH, 1982, c. 67.
87idem, p. 68.
88CrroxxenvikmH, 2005, p. 50.
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si de functionare sincronica a limbii. Cercetarea fenomenului in discutie vizeaza variabilitatea in
limitele identitatii cuvantului (in acceptia restransa a conceptului) si variabilitatea in afara
limitelor acestuia (intr-o acceptie mai larga a conceptului).

Pornind de la intelegerea variabilitatii ca legatura reciproca intre prezenta variantelor in
limba si variatiile mijloacelor de exprimare in vorbire, unii lingvisti pledeaza pentru o dubla
perspectiva de abordare a acesteia: pe de o parte, se are 1in vedere ,studiul comparat al
variantelor consacrate de sistemul limbii pentru a reprezenta acelasi fapt al realitatii in medii si
circumstante diferite (perspectiva inaugurata de Bally)”, iar pe de alta parte — analiza
mecanismului variatiei in actul de comunicare literara din punct de vedere al functiei stilisticess,
la nivelul stilurilor individuale, operelor literare. Variabilitatea, ca fenomen de limba, rezultat
din asimetria celor doua planuri ale semnului lingval (planul continutului si cel al expresiei), la
nivelul stilurilor individuale, vizeaza, in special, latura de continut a semnului lingval. in
aceastd ordine de idei, e de remarcat ca ,,limba, limbajul si opera formeaza trei serii, avand in
comun proprietatea diacroniei, dar relevand, totodata, ritmuri de evolutie diferite, in sensul ca
acestea cresc dinspre limba spre opera”™?, ceea ce ,,inseamna ca variabilitatea diacronica si
individuala a limbajului poetic este mai mica decat aceea a operelor, dar mai mare decat aceea a
limbii™ot,

Pornind de la premisa cd limba este, in fond, mai mult un ,,mod de a face”, iar crearea
limbajului isi gaseste expresia plenara in actele de vorbire individuald, in special, in textele
literare, am ales ca obiect principal al descrierii variabilitatea diafazica (individuald) ce reclama,
in primul rand, un demers din perspectiva stilistica. Termenul ,,diafazic”, pus in circulatie de
cdtre E. Coseriu, a capatat o larga raspandire in lingvistica straina (e adevarat, mai putin, insa la
noi). Acesta, folosindu-se pentru desemnarea diferentelor stilistice, are in calitate de sinonim
termenul variabilitatea stilistics. In articol, se abordeazi, in principal, variabilitatea diafazici
(individuald) a unor grupuri nominale din poezia lui N. Stanescu.

Variabilitatea diafazici (la nivelul stilurilor individuale) este determinata de caracteristicile
psihoindividuale ale Eului creator al emitdtorului, de factorii motivationali si atitudinali ai
acestuia (perceptia, sensibilitatea esteticd, imaginatia si intuitia artistica, structura cognitiva si
afectiv-sociald, libertatea totald a optiunii stilistice, posibilitatea inovatiei etc.). In procesul
convertirii materialului de limba in opera artistica, rolul predominant revine, in consecinta,
»interventiei harului poetic, chemat sa savarseasca miracolul prefacerii apei in vin, ca in
minunea de la Nunta din Cana Galileii”92.

Variabilitatea in cadrul stilurilor individuale transgreseaza cadrul stilisticii si necesita o
abordare din punct de vedere semiotic, intrucat se urmareste natura semiotici a semnului. La
nivelul stilurilor individuale, variabilitatea tine, precum am mentionat deja, de sens, intrucat,
dupa cum observa cercetatorii, ceea ce difera in mod categoric la autori nu este limba operelor,
ci operele (pentru cd, in urma unor comparatii, se poate constata ca autorii folosesc ,,aproape
aceeasi limba”). Stabilind o dependenta a varietdtii semnificatiilor poetice de domeniile
semiotice, C. Dascadlu, de exemplu, sustine ca ,,semnificatiile poetice sunt, la randul lor (virtual
cel putin), semantice, sintactice si pragmatice”. In acelasi timp, specialistul observi ci
»limbajului poetic, ca procesualitate, nu-i sunt proprii decat semnificatiile sintactice, adica tocmai
acelea care se constituie in timpul lecturii (in vreme ce semnificatiile semantice si pragmatice
preexista acestui moment)”%, La nivelul stilurilor individuale, avem a face cu variabilitatea
semnificatiei sintagmatice de ordin estetic. In subsidiar, mentionam c4 atunci cand e vorba de
interpretarea sensului contextual, trebuie sa luam in calcul si faptul ca ,,nu exista o tehnica de
descoperire a sensului care sa functioneze in mod similar unui algoritm (discovery procedure),

89Khovanskaia et alii, 1991, p. 28.
9%Dascalu, 1986, p. 19.

9ljdem, p. 20.

92Munteanu, 1995, p. 5.
93Dascalu, 1986, p. 58.

94jdem, p. 59.
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de asemenea, trebuie sa se tina cont de faptul ca putem sa nu intelegem totul sau sa intelegem
mai putin decat un altul, cu toate acestea, tot ceea ce este inteles poate fi justificat prin existenta
obiectivd a relatiilor ce constituie sensul™9.

E. Coseriu sustine de pe pozitiile lingvisticii integrale ca ,planul sensului si cel al
semnificatului sunt diferite in fiecare caz, dar asa cum semnificatul poate sd coincida cu
desemnarea, sensul poate sa coincida cu semnificatul”. Savantul califica planul sensului drept
unul ,,dublu semiotic”, argumentand ca ,,in acest plan, un semnificant si un semnificat de limba
constituie o prima serie de relatii, urmata de alta serie, in care semnificatul de limba (prin care
desemneazad) devine, la randul siu, ,,semnificant” pentru continutul textului sau ,,.sens””.
Semnificatele lingvistice (si ceea ce ele desemneaza) constituie partea materiala a textului literar,
fiind tocmai partea materiala — ,,semnificantul” — altui semn, al cirui ,,semnificat” este sensul
textului. Prin urmare, tot ceea ce se intelege in mod imediat intr-o operd, prin semnele
lingvistice, nu este, din punctul de vedere al textului, decat perceperea unui <<semnificant>>.
Cervantes nu vorbeste despre Don Quijote, despre Sancho, despre Dulcinea, ci, prin intermediul lui
Don Quijote, Sancho, Dulcinea, ca simboluri, vorbeste de altceva, ceea ce constituie sensul
romanului sau”?’. Sensul este ,,continutul propriu al unui text, adica ceea ce textul exprima
dincolo de (sau prin) desemnare si semnificat”®, deci este perceput ca semnificat textual
(global). E de remarcat observatia specialistilor in legatura cu relationarea tipurilor de articulare
a sensului in texte cu insesi tipurile de texte. Astfel, se afirma ca ,,sensul textual se construieste
diferit in diferite tipuri de texte, iar organizarea internd a zonei sensului textual <...>, nu este
omogena, ci polarizata: la polul artistic sau literar, sensul este, la limita superioard, creatie de
lumi. In textele poetice, unde sensul nu mai este doar interpretare a lumii, ci creatie a unei lumi
poetice, el se realizeaza exponential, dupa modelul metaforei <<revelatorii>> (in terminologia
blagiana) sau poetice™.

D. Irimia abordeaza variabilitatea semnificatiei in termenii de ,,subiectiv” si ,,obiectiv”, astfel
»variabilitatea semnificatiei este determinata, in mod obiectiv, de variabilitatea relatiei dintre
semnificant si semnificat, derivand din pozitia semnului in interiorul limbii istorice, fata de
norma generala, mai ales, precum si in dezvoltarea textului infinit al limbii in interiorul stilului
beletristic”1%. Subiectiv, variabilitatea semnificatiei ar fi conditionatda de ,,ambiguitatea si
nedeterminarea semnului”, de ,,participarea activa a protagonistilor la procesul de semnificare”,
de ,,reconstituirea permanenta a semnificatiei, care nu ramane niciodata egala cu ea insasi; nu
este egala in trecerea de la scriitor la cititor si nu este egald de la un cititor la altul, cAnd este
variabila in functie de timpul si spatiul (cultural) in care este receptata”ot. Filologul iesean
include printre faptele ce conditioneaza variabilitatea semnificatiei ,,mutatiile care intervin in
«tabloul>> general al literaturii (si culturii) nationale si universale” si ,diversitatea spatiilor
culturale si a timpului receptarii”©2, Mecanismul variabilitatii individuale consta in asocierea
unor elemente nepertinente din punctul de vedere al relatiilor semantice comune. Datorita unei
asocieri, 0 unitate lexicala poate dobandi, in planul textului, o identitate sintagmatica ce difera
de identitatea sa paradigmatica in planul limbii. Astfel, in cadrul stilurilor individuale, semnele
limbii ,,sunt supuse unor mutatii diverse in plan sintagmatic”1%, identitatea sintagmatica
obtinuta fiind net distincta de cea paradigmatica la nivelul limbii. Stilurile individuale se
impun, in general, prin variabilitate la nivelul semnificatului, deoarece ,,in structura sa interna,
se instituie o stare tensionald intre semantica sa <<paradigmatica>>, de plan lingvistic, si cea

95Zagaevschi, 2005, p. 30.
9%Coseriu, 2000, p. 247.
97ibidem.

9%8jdem, p. 246.
9%9Zagaevschi, 2005, p. 53.
100]rimia, 1999, p. 179.
101jbidem.

102jhidem.

103jdem, p. 181.
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sintagmatic, de plan artistic”104. In acest sens, D. Caracostea sustinea cd, ,,dupa cum geometrul
lucreaza cu raporturi spatiale ideale, iar chimistul cu raporturi posibile dintre elemente, tot
astfel limba poate si trebuie privita si ca o totalitate de semne ideale, fata de care feluritele rostiri
individuale sunt aproximatii. Daca lingvistica si expresivitatea ar fi discipline in felul stiintelor
naturii, ne-am limita la stabilirea obiectivd a acestui sistem de semne. Dar ea este si cea mai
insemnata dintre disciplinele spiritului. Ca si in literaturd, semnele (limbii — L. R.) raman linii
moarte, daca nu sunt traite. Astfel se pune problema semnificatiilor si a valorilor, nevoia unei
lingvistici traite, si aceasta ne duce la a recunoaste dreptul subiectivitatii ca mijloc necesar si in
lingvistica”105, Prin urmare, a studia fenomenul variabilitatii in cazul semnelor limbii inseamna
a urmari sensul acestora din urmatoarele perspective: planul paradigmatic al limbii, planul
paradigmatic al autorului si planul sintagmatic al textului.

Precum am mentionat mai sus, semnele glotice, desi suporta in cadrul stilurilor individuale
»~mutatii in plan sintagmatic”, ce se datoreaza fortei creatoare a artistului si a libertatii
asociative de care dispune acesta, totusi aceastd libertate se subordoneaza unui principiu
guvernator care este insasi limba. Aceasta idee a fost reliefata si de D. Caracostea, intrucat limba
e consideratd drept un ,stil supraindividual si, in sensul acesta, ca modelator al oricarei
creatiuni literare”16, In lumina celor afirmate, putem concluziona ca variabilitatea la nivelul
idiolectelor estetice este conditionatd, ,,modelata” de trasaturile specifice ale limbii nationale,
adica faptele de stil care apar ca fapte de vorbire ,;sunt conditionate de existenta limbii ca
sistem; vorbirea nu poate fi conceputa altfel decat ca emanatie, ca proiectie a sistemului, ca
varianta actualizata pe langa o constanta™17. Despre prezenta unui anume principiu modelator
in creatiile individuale, Caracostea judeca in urma cercetarilor efectuate asupra operelor literare
ale unor autori precum Eminescu, Alecsandri etc.. ,,Cand urmaresti felul cum plasmuia
Eminescu si vezi distanta dintre primele intrezariri si inseilari ale unei conceptii pana la
expresia care std desavarsita, adesea te intrebi unde se gasea aceasta din urma si ce putere
plasmuitoare a carmuit sinteza tot mai desavarsita a diferitelor elemente. Nemultumirea
poetului fata de diferitele forme incercate, parasite si modificate, aratd ca a existat, in sufletul
lui, o putere modelatoare, forma interna a unui anumit stil si a unei anumite viziuni. Dupa cum
creativitatea poetului face una cu imperativul lui stilistic, nu e tot astfel si cu creativitatea
limbii?’108,

In stilurile individuale, variabilitatea apare drept consecinta a metasemiei (continuturile
semnelor lingvale sunt create de mecanismele imaginative) si nu poate fi inteleasa si corect
evaluats, decat prin raportare la aceasta. In aceasts ordine de idei, trebuie retinut ca metasemia
este un ,,fenomen onoma-semasiologic”, caracterizandu-se prin ,,mutatie sau deplasarea relatiei
dintre semnificant si semnificat din punct de vedere onomasiologic si prin modificarea structurii
semice a sememului derivant din punct de vedere semasiologic”ie. in diverse lucriri de
specialitate, se constata o deconcertanta varietate de definitii ce pretind a desemna fenomenul
modificarilor de sens. De asemenea, obiect de polemica a devenit insisi terminologia utilizata
pentru a acoperi realitatea data (termenii vehiculati in mod traditional fiind ,,modificare a
sensului”, ,variere a sensului”, etc). Se considera mai adecvat termenul de ,mutatie
semantica”, deoarece acesta ,,exprima esenta ontologica a procesului denumit, adica deplasarea,
mutatia in structura semica a sememului derivant”1, In consecintd, ,.principiul” variabilitatii,
conceput in acest mod, apare drept corolar al metasemiei.

Modificarile de sens in teoriile semanticii actuale sunt tratate ca fiind rezultate din
restructurarea semica a sememului. Astfel, E. Parpala mentioneaza ca ,,metasememele sunt

104idem, p. 177.
105Caracostea, 2000, p. 11.
106jdem, p. 9.
107Munteanu, 1995, p. 23.
108Caracostea, 2000, p. 35.
109Bahnaru, 1988, p. 41-42.
110ibidem.
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figuri semantice, care, in relatia sem-semem, opereaza intersectii, transferuri, substitutii sau
aditii semice”!11, Evident, variabilitatea la nivelul stilurilor individuale vizeaza dimensiunea
metaforica a sensului, mecanismul metaforic, fiind ,,mijloc de realizare a functiilor textuale sau
categoriilor de sens”112,

E de mentionat ca autorii care abordeaza din perspectiva integralista fenomenul metaforic,
fac o precizare terminologica care nu este intamplatoare, ci traduce o anumita acceptiune. E
vorba de termenii metaford si metaforicul/metaforica. Primul reprezinta ,,0 ocurenta metaforica”,
iar ultimul este ,,0 contragere a sintagmei proces metaforic si, accentuand aspectul dinamic,
Vvizeaza activitatea de vorbire in modul metaforic”13, Metafora este privita ca ,,manifestare
exponentializata a dimensiunii constitutive a creativitatii culturale (in si prin limbaj), si nu dintr-
0 perspectiva retorica <...>”114. Se cuvine sa amintim de tipologia structural-functionala a
metaforelor. Astfel, in ceea ce priveste metafora textuala (sau ,,metafora din planul sensului”), in
dependenta de ,finalitatea procesului de articulare a sensului”its, se disting: metafora
semnificationala sau lingvistica si metafora trans-semnificationald sau trans-lingvistica. La
nivelul stilurilor individuale, metafora trans-semnificationala are pondere estetica si confera
textului individualitate la cel mai inalt grad, or aceasta poate apirea ca ,,0 unitate de sens
textual de nivel superior «...», organizand in jurul siu, ca un fel de epicentru, alte metafore din
constitutia textului in retele de unitati de sens”116, La analiza variabilitatii individuale, in cazul
»demontarii” mecanismului metaforic trans-semnificational, e necesar sa se tina cont, asadar, de
faptul ca metafora ca procedeu textual ,devine categorie de sens ce functioneaza la un nivel
superior al articularii sensului textual si este, atunci, numita <...> functie textuala articulatorie”117.

Variabilitatea la nivelul stilurilor individuale poate fi investigata atat in planul paradigmelor
poetice (ale unui autor), cat si in planul contextelor sintagmatice minimale (al grupurile
nominale si verbale). Variabilitatea diafazica (individuald) reclama o abordare, care ar recurge,
in mod necesar, si la analiza semica, metoda care se dovedeste a fi de o eficientda maxima in
decodarea figurilor poetice.

in intentia de a ne pronunta pe marginea mecanismului intern al variabilitstii din lirica
stanesciana, am gasit rezonabil sa analizam grupul nominal. Aceasta predilectie e determinata
de faptul ci paradigma moderna, reprezentati in cel mai inalt grad de N. Stinescu, se
caracterizeaza, in general, prin stil preponderent nominal. Paradigma moderna raspunde
oarecum intentiei sesizate de catre G. Benn: ,,Mai intai, de scos toate verbele. De comasat totul
in jurul unui substantiv, de indltat turnuri de substantive’118,

In aceasts ordine de idei, am selectat doui grupuri nominale care includ in componenta lor
lexemul ord: la 0 margine-a orei si de o0 vegnicie de ord din urmatoarele contexte: ,,Pe urma ne
vedeam din ce in ce mai des./Eu stiateam la o margine-a orei,/tu — la cealalta,/ca doua toarte de
amfora.” (,,Poveste sentimentala™) si ,,Nu asa cad nu mai stii cum imi arata chipul?/Val verde
lingand nisipul.../Adu zarurile sa-1 tragem la sorti! /Ma tem ca de o vegnicie de ord/noi suntem
morti.” (,,Stare”)

In poemul ,Poveste sentimentals”, grupul nominal la o margine a orei intruneste doui
elemente de baza (margine si ord) a caror identitate paradigmatica in planul limbii este data de
asa-zisele ,,seme nucleare”: pentru lexemul margine [+ spatialitate], [+,,extremitate, capat al unei
suprafete”], pentru ord [+ temporalitate], [+,,durata egala cu a patra parte dintr-o zi, cuprinzand
60 de minute sau 3600 de secunde”]. In cel de-al doilea poem, lexemul ori apare, de aceasti
data, asociat cu vegnicia, care are urmatoarele seme nucleare: [+ temporalitate], [+,,durata care
nu are nici inceput, nici sfarsit™].

111Parpala, 2005, p. 158.
127agaevschi, 2005, p. 125.
113jhidem.

114jdem, 105.

115idem, p. 116.

116jdem, p. 126.

117idem, p. 279.

1183pud Parpald, 2005, p. 129.
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Se stie cd asupra sensului unui cuvant isi lasd amprenta contextele in care apare aceastd
entitate. Cu alte cuvinte, distributia este importanta si pentru cuvintele pe care le analizam.
Astfel, in ceea ce priveste lexemul ord, acesta are distributia sa caracteristica: (un sfert de ord, o
jumdtate de ord, o intreagd ord, la inceputul orei, la sfirsitul orei, s.a.), iar in cazul combinarii cu
lexemul margine, vorbim despre o distributie insolita (margine-a orei), intrucat ultimul apare, de
reguld, in combinare cu substantive concrete ce exprima spatialitatea (margine de drum, margine
de cale) etc. Verbul ,,stiteam™ care precede grupul nominal, prin semantica sa, accepta, solicita
chiar lexemul margine (...stateam la 0 margine de!?9...), insd poetul, ca un veritabil ,,inovator in
substanta poeziei”12, atinge inovatia prin asocierea unui substantiv concret ce contine ideea de
spatialitate, suprafata, materialitate, cu un alt substantiv abstract ce exprima o dimensiune
temporala fixd, limitatda in duratd — ora. Margine este o entitate determinata spatial, adica
exprima relatii de intindere, de ordine, si se opune, prin particularitatile specifice spatiului
(tridimensionalitate, simetrie, reversibilitate etc.), celuilalt element al grupului nominal — ord
care prin natura categoriei exprimate, comporti alte caracteristici (unidimensionalitate,
ireversibilitate, asimetrie etc.). In plus, substantivul margine in combinatie cu ord intretine
sugestia de timp concret. Astfel, printr-o asemenea punere in relatie, metafora genitivala data
confirma principiul ca ,,metafora moderna conexeaza prin limbaj ceea ce, sub aspect material,
este inconexabil”12t. Echivalarea pe axa sintagmatica a lexemelor in cauza este mediata de
semele comune [+ capat], [+ extremitate]. si ora are un inceput si un sfarsit (asadar, extremitati
sui generis), si marginea este, in sine, o extremitate. Protagonistii sentimentului de iubire isi
deruleaza deosebita ,,poveste sentimentala” intr-o nedespartire totala in timp, precum rezulta
din versurile: ,,Eu stiteam la o margine-a orei,/tu — la cealaltd”. Lexemul margine in poemul
stanescian, fiind supus variabilitatii, devine ipostaza temporala.

Grupul nominal de-o vesnicie de ord reprezinta o alta asociere ineditd, care pune in evidenta
un raport semantic opozitiv: poetul situeazd pe prim-plan substantivul vegnicie ce exprima o
dimensiune temporala sau o durata temporali fara limite prin semele [+ ilimitat], [+ infinit] etc.,
pentru ca, de fapt, sa-l asocieze cu substantivul ori care, dimpotriva, se defineste prin semele [+
limitat], [+ finit], [+ fix] etc. Vegnicia ca dimensiune temporala universala este resimtita de Eul
liric ca timp interior, iar intervalul de timp, ritmul evenimentelor traite sunt percepute diferit.
Timpul este individualizat, iar datorita perceptiei, acesta manifesta disponibilitati de a se
comprima sau de a se dilata subiectiv, in conformitate cu tensiunea afectiva a vietii interioare.
Intr-un cuvant, timpul este un ,,mecanism” alcatuit din trairi, sentimente. Astfel, pentru Eul
liric nichitian??2, viteza de derulare, in constiinta, a intervalului de o ora echivaleaza cu o durata
ilimitatd (vesnicia). Asadar, avem a face cu o determinare subiectiva a intervalului de timp,
conditionata de factorii de personalitate (sensibilitatea, perceptia etc.) ai poetului. In aceasti
ordine de idei, mentionam poemul stanescian ,,Visul unei nopti de iarnad”, unde timpul, de
asemenea, este perceput si incadrat in parametri individuali ce sunt racordati la cei siderali:
»otelele, capete fara trupuri,/ma iubeau, lunecand simultan pe-o secundd cat ora, pe-o0 ord de-un an”.

Grupul nominal de-o vegnicie de orad (,,Stare”) deviaza, evident, de la formele imbinarilor
consacrate prin normele fixate in varianta literara a limbii (de-o vegnicie, pe vegnicie etc.). Prin
semantica lor, termenii prezenti in relatie (vesnicie si ord) se anuleaza unul pe celalalt, pe de o
parte, iar, pe de alti parte, ord se integreaza vegniciei ca parte organica a acesteia, fiind expresie a
fractiunii de timp, a duratei limitate, dintr-un timp ilimitat: doar vesnicia si ora sunt simultane
(o succesiune simultana cu alta succesiune). Termenii (vegnicie si ord) intersecteaza semic in
contextul poetic stanescian, de unde rezulta c&, la N. Stidnescu, ,,sensul se naste din senzafie si

119n poemul ,Indoirea luminii”, spre exemplu, intalnim constructia ,,stam la marginea unui lac
negru”.

120Mincu, 1991, p. 15.

121parpald, 2005, p. 130-131.

122Tinem s4 evidentiem ca Eul liric stanescian este ,,un eu care se face, devine, se construieste si se
transforma pe sine vizionandu-se, nefiind o entitate data de la inceput si proiectat fiind intr-un viitor al
devenirii” [Mincu, 1991, p. 30-31].
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perceptie, din <stare>"123 in sensul ca ,,semantica insasi e in migcare, sensurile nu sunt date, ci
trebuie traite si descoperite pe cont propriu”i24, Putem deduce cd determinantul prepozitional
al acestui grup nominal instituie o stare de ambiguitate: ora e resimtita sub presiunea
combustiei eului ca o vesnicie, adica extrem de lunga, iar vegnicia — ca 0 ord ce proiecteazi,
dimpotrivd, viziunea unei durate comasate, derulata intr-un ritm precipitat. E de remarcat si
faptul ca N. Stanescu, desi in creatia sa utilizeaza intreg spectrul diviziunilor temporale (clipitd,
secundd, minut, anotimp, an etc.)125, opteaza pentru ordi — durati care n-are nici scurtimea
secundei, nici lungimea zilei; deci e o durati de mijloc ce se compune si din prima si se
continua in ultima. Ora, asociatd cu vesnicia, devine un simbol poetic de evocare a ultimei.
Atmosfera generala si ,sStarea” degajata a poemuluil?¢ cadreaza cu atributele vesniciei,
utilizarea lexemului vesnicie, in contextul dat, ilustrand elocvent ca exista o atractie intre
anumite cuvinte. Astfel, vesnicie inseamna ,,integrare a fiintei in principiul ei; este intensitatea
absoluta si permanenta a vietii, care scapa tuturor vicisitudinilor legate de schimbare si, in mod
special, celor temporale127,
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Rezumat
In articol, se analizeazi din punct de vedere al formei si confinutului discursul scriitorului american W.
Faulkner la momentul inmandrii lui a Premiului Nobel in domeniul literaturii.

Abstract
The present article analyzes from the viewpoint of content and form W. Faulkner’s discourse held at the moment
he was being awarded the Nobel Prize in literature.

«Use what language you will, you can never say anything but what you are”

(Emerson).

“The proof of a poet is that his country absorbs him as affectionately as he has absorbed it”
(Walt Whitman12s),

Culture dictates its written and unwritten laws and rules to public speaking. It is culture that
forms the basis of practices and conventions in public speaking. University and school educa-
tion which prepares for public life should place public speaking in the foreground in their curri-
culum.

The number of books devoted to public speaking in American culture is quite striking. They
try to embrace the main problems speakers face in preparing speeches: search for materials,
speech preparation, and delivery. Some books provide sample students speeches as well as
world-famous speeches!29,

According to Byrnst30, public speaking may be defined as a type of communication in which
a single speaker transfers a message to an audience in a public setting. The main components of
a public speaking situation include a speaker, an audience (familiar on unfamiliar), a message
(usually prepared in advance), a public setting (definite time and definite place). All those com-
ponents as well as pragmatic purposes are able to produce a number of factors determining a
style and a genre of a public speech.

The world of American public speaking is very wide: from the speeches to inform to the
speeches to persuade, there are speeches of introduction, presentation speeches, acceptance
speeches, after-dinner speeches, commemorative speeches, inauguration speeches. Different
social occasions call for special rhetorical means and structures, so it is but natural that public
speeches should form different genrests,

The speech genres are products of culture which elaborate special forms und delimit form
and content of interaction. They become accepted, approved and model human behaviour and
turn it into a custom. The speech genres take their origin from pragmatic functions or speech
acts which are developed into speeches?32,

The article focuses on the study of acceptance speeches with the purpose of determining the
specific features of Nobel Prize acceptance speeches in Literature as their subdivision. The
choice for analysis of this kind of speeches may be accounted for by the fact that this kind of ac-
ceptance speeches provides excellent chance for comparison as the main coordinates of the
speech situation are quite similar.

The study of Nobel Prize acceptance speeches in Literature presents great interest from the
point of view of form and content. They are written by men of letters and therefore they carry
the best of the language and the best of culture, the best of acceptance speeches.

128\Whitman, 1981, p. 139.

129Buyse et alii, 1987, p. 223; Byrns, 1985, p. 350; Devito, 1966, p. 250; Lucas, 1988, p. 444.
130Byrns, 1985, p. 350.

131Byrns, 1985, p. 350.

132Todorov, 1995, p. 136.
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According to Stephen Lucas!33 the purpose of the acceptance speech is to “give thanks to the
people who give the award and the people who helped to gain it. The three major traits of a
good acceptance speech are brevity, humility and graciousness.”

The Nobel Prize acceptance speech by William Faulkner!34 has been chosen for stylistic anal-
ysis as it states the aims and tasks and criteria of good writing and gives the young writers cul-
tural orientation as to what is valued in literary writing.

In fact, in his speech W. Faulkner does not say thank you directly, moreover he denies that
the award was given to him as a man (“but to my work™). So he wants to talk only about his
work and his duties as a writer to those who undertake such work.

People who helped him to get the award are not mentioned but his address to young men
and women “who may one day stand where he is standing” may serve as an indirect gratitude
for people. The optimistic tone of address, his desire to help to uplift people may be considered
as possible indirect saying thank you.

The speech pronounced in 1950 found its way into many anthologies of American literature
due to the fact that it presents a classic Nobel Prize acceptance speech in Literature. The speech
carries the views of W. Faulkner on life, literature, young writers and due to its content it is a
sort of a literary manifesto. Nobel Prize winners in Literature will read it and make direct and
indirect references to it in their speeches. The key cultural concepts outlined by W. Faulkner
will travel from speech to speech acquiring social and cultural significance.

The speech states directly and openly the views of W. Faulkner on literature, without the ne-
cessity of any inference or decoding on the part of the listener. The speech does not leave room
for guesswork or misunderstanding as it states what W. Faulkner thinks about his work, unlike
his complicated writing, involving time shifts, memory flashbacks, and changes of points of
view.

The address made to young writers strikes by its being direct and outspoken and brief. It is
one of rare discourses that clearly states the aims and tasks of a writer. It has been a sort of dis-
covery that there is no accepted definition of Literature and what different cultures include into
the concept of Literature may differ from culture to culture. American literature, for example,
includes Indian folklore and political speeches of American presidents?3s,

The Nobel Prize acceptance speech by W. Faulkner may give the answer to the question:
what is the difference between literary discourse and other types of discourse? According to the
speech of W. Faulkner, literary discourse should be devoted to cultural values which serve as
themes and ideas of writing and its purpose may influence cultural values and change schema-
ta or renew schemata, expressed in terms of Guy Cook?36, The author’s message in literary dis-
course might concern certain cultural values precious to people, raising human interest and up-
lifting people by optimism. Due to the clear-cut cultural values that a young writer should fol-
low, the speech by Faulkner appears to be both an intellectual and emotional appeal to young
writers world-wide.

Among the key cultural concepts mentioned by W. Faulkner in his speech there are about
fourteen items that the writer’s work centers around: problems of the spirit, glory of the past,
work, love, honor, pity, pride, compassion, sacrifice, man’s immortality, hope, courage, endur-
ance. Though Faulkner speaks as a representative of American culture, the set of values com-
piled in the speech may be considered to be of more universal character.

From a semantic point of view it is possible to draw connection between: love — pity — sacri-
fice; honor — pride — glory of the past; pity — compassion; hope — endurance; courage — endurance.
There are, in fact, two groups: first, values most associated with sacrifice (love, pity, compassion),
second, values most associated with endurance (hope, pride, work, honor, courage, glory, learning).

133 ucas, 1988, p. 444.
134Cowley, 1981, p. 273-287.
135Mc Dougal, 1984, p. 975.
136Cook, 2000, p. 215.
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William Faulkner arranges the outlined values in three polysyndeton chains, the longest of
them is a seven-concept chain and he orders concepts in a sort of climax so that the last concept
in every chain is really the strongest: sacrifice, endurance, sacrifice:

“Love and honor and pity and pride and compassion and sacrifice,/
Compassion and sacrifice and endurance/
Courage and honor and hope and pride and compassion and pity and sacrifice”.

The first chain is introduced by “the old universal truths” and the longest chain given in the
concluding passage is completed by one more very important value: “the glory of the past”
which in a way summarizes all of them.

It is of interest to note that the second position in the above-mentioned chains is occupied by
honor, the fourth one - by pride, the fifth one - by compassion. This special stylistic device -
climatic chain arrangement of cultural values and their repetition gives Faulkner a possibility to
repeat his key ideas for several times and bring home to the listener their significance.

It is worth mentioning that direct lexical repetition presented in the speech under analysis
involves pairs of words: the human spirit, the agony and sweat, the glory of the past, the end of man,
teach himself, the inexhaustible voice, man is immortal, endure and prevail. The concluding words of
the speech “endure and prevail” sound as a motto not only for literary men but for every hu-
man being.

Within such a comparatively short speech (22 sentences) W. Faulkner reiterates the ideas not
only with the help of direct repetition but also with the help of synonymic paraphrase:

problems of the spirit — problems of the human heart in conflict with itself;
the old verities and truths of the heart — the old universal truths;

learn again — relearn — teach oneself;

I decline to accept — | refuse to accept;

a soul —a spirit;

the poet’s — the writer’s;

props — pillars — pinnacle;

he must learn — he must teach himself;

by lifting his heart — by reminding him of...;

agony and sweat — anguish and travail.

Another frequent kind of repetition favored by W. Faulkner is anadiplosis:

my work — a life’s work;
stand here where | am standing;
worth writing about worth the agony and the sweat.

Repeating the key ideas “man is immortal” and “he will endure and prevail” W. Faulkner
strikes an optimistic note which is one of the main tasks of literature, in his opinion. There are
numerous cases of repetition of grammatical structure (“not because ... but because”). They
help to draw opposition on which the second passage of the speech is built and make the pres-
entation of the ideas even more vivid.

In the speech of W. Faulkner one might distinguish several voices talking: one of the writers,
a professional talking voice, stating his purpose in writing — “to create out of the materials of
the human spirit something which did not exist before; one of the writers talking to the young
men and women about what makes good writing — “the problems of the human heart in con-
flict with itself”. This is his professional voice talking about the writer’s duty — “help him en-
dure and prevail”.

There is also a voice carrying a dialogue and debating with others. (“I decline to accept the
end of man”, “I refuse to accept this”). And there are several argumentative moves starting
with “but” and “because” and the words of opposition (love — lust, defeats — victories). The speech
resembles a dialogue but not a monologue as if W. Faulkner were having an argument with
young writers.

There is also a poetic voice, full of ambiguity, “... that when the last ding — dong of doom
clanged and faded from the last worthless rock hanging tideless in the last red and dying even-
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ing”, rich in metaphors, metonymy, alliteration, onomatopoetic repetitions. One can also hear
the voice of a young writer: “When will | be blown up?” In this way the speech acquires poly-
phony of voices which make it very impressive.

The above analyzed Nobel Prize acceptance speech by W. Faulkner represents not only a ge-
nre of public speaking but also a literary work and a product of human culture.

The ideas expressed in the speech have been reiterated in the acceptance speeches which fol-
lowed and will follow in the future. The impact of the speech upon the young minds who W.
Faulkner addressed has been great and further intertextual analysis may reveal the scope and
the resonance of the impact.

Another research direction may be pursued if we try to answer the question how literary
works produced by W. Faulkner reflect his literary views on the tasks and duties of a writer
proclaimed in his Nobel Prize acceptance speech.

Thus, analysis of public speeches may be able to throw some light on the techniques ac-
cepted in public speaking and at the same time on cultural values expressed in them explicitly
and implicitly.
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Rezumat
O problemd de importantd majord ce se impune astazi cu referire la textele biblice, este cea a unitdtilor
individualizatoare. In articol, propunem o abordare proprie a particularitztilor lexico-semantice ale acestor unitditi,
axand cercetarea pe textele biblice 7n variantele ebraica (aramaica), franceza si romand.

Abstract

The problem of the Bible proper names/proper “units” is a very important problem. In this article we propose an
original study of the lexical and semantic peculiarities of these units in Hebrew (Aramaic), French and Rumanian
versions of the Bible.

1. Consideratii generale asupra unitatilor individualizatoare din limbile in uz actual

Intr-un studiu semantic contemporan, unitatile unei limbi se impart traditional de cercetitori
in autosemantice si sinsemantice. Astfel, ,unitatile autosemantice”, sustine lingvista rusa |.
Ufimteva, ,,pot fi caracterizatoare sau individualizatoare. Cele caracterizatoare formeaza, in
orice limbd, clasa cea mai numeroasa”". In viziunea cercetatoarei, unitatile caracterizatoare au,
concomitent, doua functiuni: una semnificativa, deoarece semnifica ceva, adica sunt corelate cu
notiuni, si una nominativa, deoarece diferentiaza clasele de obiecte, fenomene si procese.
Pentru |. Ufimteva, sunt caracterizatoare substantivele, adjectivele si adverbele. Unitatile
individualizatoare sunt calificate de lingvista drept unitati periferice ale sistemului limbii,
deoarece sunt mai putin numeroase.

Dupa S. Ullman si J. Lyons, unitatile individualizatoare ocupa locul periferic in sistemul
lexical al unei limbi, deoarece ele nu denumesc, de reguld, o clasa de obiecte, ci sunt doar
~semne de recunoastere”13, adica ,,au doar referinta”1%. In mod indirect, acesti savanti ader la
postulatul-cheie al semanticii clasice cu referire la aceste unitati, formulat inca de F. de Saussure
care concepea aceste unitati drept unele ce nu au sens in limba.

In opinia lui L. Bulahovschi, ,.identificarea unei unitati a limbii drept caracterizatoare sau
individualizatoare e posibila doar din perspectiva sincronica, deoarece unitatile limbii au
proprietatea de a-si schimba statutul. Astfel, majoritatea unitatilor individualizatoare au
provenit de la unitdti caracterizatoare”4. Totodatd, ,,0 parte considerabila de unitati
caracterizatoare de tipul galifé, hercule, adonis etc.” s-au format prin ,lexicalizare” (sau
ontonomasie), adica prin transpunerea unitatilor individualizatoare in caracterizatoare”41:

«Au bout d’un long silence, Ripert produisit une toux gréle, puis se pencha prudemment par-dessus
le comptoir, lorgnant vers une porte entrouverte a son extrémité en prenant soin de ne pas croiser le
regard de I’hercule» (J. Echenoz, Chérokée, p. 49).

Afirmatiile de mai sus, controversate in multe privinte, dar care transpun pozitiile-cheie ale
semanticii clasice cu referire la unitatile individualizatoare, ne-au atentionat asupra unei serii
de probleme si ne-au facut si ne punem, in acelasi timp, unele intrebari, si anume: Daca
unitatile individualizatoare sunt numeric inferioare unitatilor caracterizatoare in toate limbile,
in pofida faptului ca majoritatea unitatilor individualizatoare provin de la cele caracterizatoare,
prin ce se explica aceasta diferenta cantitativa? Oare trecerea unitatilor caracterizatoare in
individualizatoare presupune, in mod obligatoriu, o desemantizare totald, in sensul ca unitatile
individualizatoare sunt asemantice, fiind doar niste semne de recunoastere (dupa cum sustin S.
Ullman si J. Lyons), dar, in acelasi timp, si raportate la unitatile autosemantice ale limbii? Oare

137Ufimteva, 1977, p. 66.
138UlIman, 1959, p. 73.

139 yons, 1978, p. 34.
140Bulahovschi, 1954, p. 102-103.
141Galperin, 1971, p. 161.
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0 unitate cu functia de semn de recunoastere nu este corelata, intr-o masura mai mare sau mai
mica, cu o forma oarecare de sens? Daca nu, atunci cum se face recunoasterea in cauza? Oare
unitatile individualizatoare provin doar de la cele caracterizatoare? Oare statutul lor este
identic la nivel de schema, norma si uz? Oare o unitate individualizatoare nu poate fi aplicata
atat unui obiect luat aparte, cat si unei clase de obiecte? Oare perspectiva diacronici de
cercetare a unei unitati individualizatoare este de neglijat, de frica unei confuzii de statut al
acestei unitati?

In continuare, vom incerca si prezentim o reflectie succinta asupra problemelor enumerate
mai sus, reflectie ce va fi pusa mai tarziu si la baza cercetarii unitatilor individualizatoare
biblice. Inainte de aceasta ins4, tinem s precizam ca abordarea unitatilor individualizatoare ni
se pare mai profunda de pe pozitiile semanticii interpretative, dezvoltata, mai cu seamd, in
lucrarile lui Fr. Rastiert42, ca o continuare a lucrarilor lui A.-J. Greimas si B. Pottier, si care ne va
permite sa operam cu doua notiuni: cea de semnificatie si cea de sens cu referire la unitatile
individualizatoare. Cercetarea va fi axatd, prin urmare, pe schema, norma si uz, deoarece, dupa
cum sustine, pe buna dreptate, L. Hébert, ,,continutul unei unitati depinde, in final, atat de
componenta inerenta, cat si de cea aferentd”143,

O investigare de ordin semantic se face, traditional, in baza notiunilor de semem, alosem si sem
si ia in vizor doud domenii: cel lexical si cel gramatical. Acestea se imbina unul cu altul si
formeaza latura continutala a unei unitati care nu ar fi structura ei.

Din perspectiva expresiva, unitatile individualizatoare din majoritatea limbilor sunt
gloseme:

- simple:

Ana, Andrei, Pierre, Paris, Washington, Philips, Renault etc.;
- complexe:

Pierrette, Anisoara, Mdriuca, Sorbonnagre, Rosita, Juanito etc.;
- Sau compuse:

Jean-Pierre, Anne-Marie, Clermont-Ferrant, New-York, Mercedes-Benz etc.;
sau sintagmeme:

Statele Unite ale Americii, Organisation des Nations Unies etc.

In vorbire, aceste unitati coreleaza cu aloglosul, alosintagma, cuvintul si imbinarea de cuvinte.

Consideram ca metodologia de cercetare semantica a unitatilor individualizatoare cu forma
glosemelor trebuie sa difere radical de cea de cercetare semantica a unitatilor individualizatoare
cu forma sintagmemelor, din simplul motiv cd, in ultimele, spre deosebire de primele,
predomina deja relatia exprimata.

Unitati individualizatoare sunt antroponimele, toponimele, astronimele, numele de
intreprinderi economice, asociatii, mijloace de transport etc.

Unitatile individualizatoare din limbile in uz actual cu forma glosemelor pot fi impartite in
trei clase, tinand cont de tipul nominarii efectuate de ele:

1) unitati individualizatoare ocazionale sau potentiale de tipul Jxpty;

2) unitati individualizatoare specializate,

3) si unitati individualizatoare de notorietate.

Unitatile individualizatoare ocazionale sau potentiale sunt unitati create de un scriitor ,,pentru
o singura intrebuintare”. E clar ca aceste unitati sunt lipsite de continut inerent, deoarece inca
nu sunt introduse in limba.

Unitatile individualizatoare specializate de tipul Guy sau Maria au doar continut inerent
macrogeneric: Zomenesc/ si /sex masculin/ pentru Guy, Zomenesc/ si /sex feminin/ pentru
Maria.

142Rastier, 1987, 1989.
143Hébert, 1996, p. 43.
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Unitatile individualizatoare de notorietate (Achille, de exemplu) au patru tipuri de continut
inerent: 1) macrogeneric. /omenesc/ si /sex masculin/; 2) mesogeneric: /mitologie/; 3)
microgeneric: /Zerou grec/ si 4) specific: Zcel mai viteaz/.

In context, gratie actualizarii, toate cele trei tipuri de unitati individualizatoare pot avea cele
patru tipuri de continut: specific, micro-, meso- si macrogeneric.

Unitatile individualizatoare cu forma sintagmemelor se prezinta ca unitatile de notorietate,
prin urmare, la nivelurile inerent si aferent, au patru tipuri de continut: specific, micro-, meso-
si macrogeneric. De exemplu, unitatea ,,Organizatia Natiunilor Unite” are patru tipuri de
continut inerent: 1) macrogeneric: Zomenesc/ si /sex feminin/; 2) mesogeneric: /politologie/;
3) microgeneric: /structura internationala/ si 4) specific: /cea mai importanta/.

Reiese ca, in limbajele contemporane, unitatile individualizatoare au continut inerent lexical
sau gramatical, in afara de acelea ce inca nu sunt recunoscute drept unitati ale limbii.

Acum vom face o scurtd analiza a referintei unitatilor individualizatoare. Unitatile
individualizatoare cu forma glosemelor, grupate in trei clase, prezintid un tablou diferit din
perspectiva referintei. Astfel, unitatile individualizatoare ocazionale, de tipul Jxpty, unitati
aferente, create de un scriitor, au referintd, denotat la nivel de vorbire. Unitatile
individualizatoare specializate au referent, deci pot fi aplicate unei clase de obiecte. Avem,
astfel, mai multi Guy, mai multe Marie etc. Unitatile individualizatoare de notorietate pot avea
denotat (in cazul unitatilor Hitler, Paris, Italia etc.) sau referent (in cazul unitatilor Cordoba (din
Spania sau din Mexic), Santiago (din Chile sau Cuba) etc.). Unitatile individualizatoare cu forma
sintagmemelor au denotat, deoarece sunt ,,unitati unice”: Organizatia Natiunilor Unite, Statele
Unite ale Americii etc. Tocmai faptul ca, la un moment dat, o unitate caracterizatoare a unei clase
de obiecte a inceput sa fie intrebuintata ca semn de recunoastere a unui obiect luat aparte, si nu
la denumirea unei clase de obiecte ca mai inainte, a dus partial la aparitia unitatilor
individualizatoare. In acest caz, fosta unitate caracterizatoare isi pierde treptat si nu brusc toate
semele, in afara de cele macrogenerice, ce permit sa se faca recunoasterea. Faptul acesta nu
exclude insa si factorul creativ in unitatile individualizatoare, adica crearea acestor unitati din
nimic (de exemplu, numele Paquita ca diminutiv al numelui Francisca) sau prin afixare (Paulito
de la Paulo), compunere (Jean-Michel, Ana-Maria, Juan-Carlos etc.), siglare (S.U.A. de la Statele
Unite ale Americii) sau alte procedee.

Unul dintre textele pe care ar putea fi fundatdi cu succes cercetarea unitatilor
individualizatoare din perspectiva sincronica, dar, mai cu seama, diacronics, este, dupa parerea
noastra, cel biblic, deoarece in el, unitatile in cauza au motivare si sens deplin:

»ol a pus Adam femeii sale numele Eva, adica viata (in ebraica — A.C.), pentru ca ea era sa fie mama
tuturor celor vii” (Facerea, 3: 20).

»Zisu-i-a Acela: "De acum nu-ti va mai fi numele lacov, ci Israel te vei numi, ca te-ai luptat cu
Dumnezeu si cu oamenii si ai iesit biruitor (in ebraicad si aramaica, Israel inseamna biruitor —
A.C)!" (Geneza, 32: 28).

»ol a pus lacov locului aceluia numele Peniel, adica fafa lui Dumnezeu, cici si-a zis: "Am vazut pe
Dumnezeu in fata si mantuit a fost sufletul meu!" (Geneza, 32: 30).

Acest fapt ne face sa evidentiem laturile lexicala si gramaticalda ale unitatilor
individualizatoare biblice drept domenii de cercetare prioritard. Si deoarece Sfanta Scriptura
este cartea cea mai tradusd, ne propunem sa studiem aceste aspecte ale unitatilor
individualizatoare biblice in comparatie, in variantele ebraica (aramaica), franceza si romana.

2. Particularitati lexico-semantice ale unitdtilor individualizatoare in textele biblice in
variantele ebraica (aramaica), franceza si romana

Unitatile individualizatoare din textele biblice in varianta ebraica (aramaica) sunt (1) teonime,
(2) nume de ingeri, (3) numele lui Cristos, (4) antroponime si (5) toponime.

(1) Cel mai des, numele divinitatii ebraice (aramaice) supreme este redat prin tetragraful m
care, de cele mai dese ori, se traduce estel44, Aceastd unitate se scrie cu literele Yod-Heh-Vav-Heh

14a\Nithycombe, 1977, p. 114.
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ale alfabetului ebraic. Evreii isi mai numeau divinitatea suprema si *17% [a-do-na-‘it45], adica
,Domnul Meu”. In Sfanta Scripturs, se mai intalneste si numele 77 x [e-hi-‘eh], considerat astizi
de savanti drept o forma calchiata a lui ma [je-ho-vah]. Aceasta unitate se intalneste in fraza mnx

7R TR [‘e-hjeh-a-‘Cer-‘e-hjeh] (Exodul 3: 14), adica “Voi fi, deoarece Voi fi” sau “Sunt Cine
Sunt” etc. O altd unitate lexicala, intrebuintata in Biblie pentru a denumi divinitatea suprema a
evreilor, este o>117x [e-lo-him] — “cel in care isi gaseste refugiu cel inspaimantat”. Unii cercetatori
afirma cd numele in cauza nu este de origine evreiasca sau aramaica, ci a fost preluat de evrei
de la popoarele invecinate. Un alt nume des intalnit in Biblie alaturi de numele m si 09 este
170 [e-1j-on], tradus ca “Domnul cel mai mare”. Si numele »7 w[sha-daj] apare in Sfanta Scriptura
cu referire la divinitatea suprema. El este tradus, de cele mai dese ori, ca “distrugitor”. Numele
o2w [sha-lom] care inseamna “pace”, este intrebuintat cu referire la divinitatea suprema doar in
textul “Judecatorii”:

“...numele Domnului este pace” (Judecatorii 6: 24).

(2) In Biblie, intalnim doar numele a doi arhangheli: Gavriil si Mihail (vezi Geneza 32: 29 si
Judecitori 13: 17, 18).

(3) Dupa cum o demonstreaza mai multe cercetari in domeniu, numele lui Hristos ar fi atat
de origine ebraicd, cat si greaca. Numele divinitatii supreme a evreilor fiind abreviat, de cele
mai dese ori, la y46, acesta din urma ar fi fost combinat cu unitatea shua (a salva) pentru a forma
elementul ye-shu-a sau jo-shu-a (salvare). Mai tarziu, acest nume apare in greacd, dupa cum o
demonstreazd mai multe surse, sub formele de Josus si Jesus, ultimul nume fiind apoi
imprumutat si de alte limbi pentru a-I denumi pe fiul divinitatii supreme. Astfel, acest nume se
intalneste sub forma neschimbata in franceza (Jésus) si sub o forma partial schimbata in romana
- lisus. In greaci, de rand cu numele Josus si Jesus, se intalneste si numele Kristos - o traducere
adaptata regulilor limbii grecesti a numelui ebraic ma-shiach (mesia), adicd un oarecare. Acest
nume a fost, mai tarziu, combinat cu numele Jesus pentru a-I denumi pe Mesia. Astfel, apare
numele compus Jesus Kristos (adaptat, in franceza, la Jésus Christ, iar, in romana, la lisus Hristos).

(4) Dupa cum o demonstreaza Biblia in ebraici/aramaicd, antroponimele in aceste limbi
deriva de la nume comune. Astfel, Saul (acesta este numele primului rege al Israelului), se
traduce ca “cel ce cauts”; Isaac — “ca cel ce rade” etc. in acest caz, se intrebuinteaza chiar o serie
de unitati cu valoare de prefix sau sufix ce servesc la crearea elementelor noi: ab (tatd)-, ah
(frate)-, am (popor)-, bath (fiici)-, ben (fiu)- etc.: Abida (Tata mad cunoaste), Abiya (tatil meu este
Yah), Ammihoud (poporul meu este demn), Bath-Sheba (fiica ndscutd in ziua a saptea), Ben-Hanan (fiul
celui ce are milg); - melek (rege), —baal (stapan): Abimelek (tatal este rege) etc.

(5) In ebraici/aramaics, toponimele se formeazi de la diferite nume comune, legate de
anumite evenimente din viata evreilor, sau de la numele unor persoane oarecare. Astfel, Cain
construieste un oras si-i di numele fiului sdu Henok.

Si in varianta franceza a Bibliei, intalnim unitati individualizatoare de tipul teonimelor,
numelui fiului divinitatii supreme, numelor de ingeri, antroponimelor si toponimelor. Acestea
cunosc doud ipostaze dupa tipul denumirii: mai intai, cea de unitate individualizatoare
ocazionald, creatd de o persoana sau fiinta concrets, apoi cea de unitate individualizatoare de
notorietate:

»~Adam connut encore sa femme: elle enfanta un fils, et I'appela du nom de Seth (=remplacé), car, dit-
elle, Dieu m’a donné un autre fils a la place d’Abel, que Cain a tué» (Genese, 4: 25).

Cu alte cuvinte, e vorba de canonizarea unitatilor. Lucrul acesta se explica prin faptul ca
numele propriu biblic este intotdeauna o unitate creata conditionat, in circumstante aparte,
adica o unitate de vorbire, care devine treptat unitate de notorietate si datorita acestui fapt si
unitate de limba. E stiut faptul ca daca unitatea individualizatoare este una creatid doar pentru o

45Ai0ci si in alineatele ce urmeazd, dam in transcriere universala cursiva unitatile limbii ebraice
(aramaice) pentru a usura intelegerea textului.
146ibidem.
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intrebuintare, ea isi pastreaza motivarea. In aceasta si consti specificul numelor proprii in
Biblie.

In Biblia in variantd romand, numele propriu coreleaza cu un nume comun, scris in
majuscule, nume cu raportare la teonim, ce poate fi conceput drept o formuli alocutivi
ceremoniald:

,»--- €U VOI trebui sa ma ascund de Fata Ta” (Geneza 4: 14).

Aceasta unitate ,,fabricata” de context pe loc dintr-un nume comun, are motivare si denotat,
sensuri depline lexical si gramatical. Tot de acest tip este si unitatea Duhul in exemplul ce
urmeaza:

,»--- i Duhul lui Dumnezeu se misca pe deasupra apelor” (Geneza 1: 2).

In afars de aceasta, in Biblia in varianti romans, sunt si pronume si adjective determinative,
scrise cu majuscula, cu raportare la teonim:

»Dumnezeu a binecuvantat ziua a saptea si a sfintit-o, pentruca in ziua aceasta S’a odihnit de toata
lucrarea Lui...” (Geneza 2: 3).

... si EU Imi voi aduce aminte de legidmantul dintre Mine si voi ...” (Geneza 9: 15).
,»Apoi Dumnezeu a zis: Sa facem om dupa chipul Nostru, dupa asemanarea Noastra” (Geneza 1: 26).

Aceste unitati au si ele o natura ceremoniala specifica, in acord cu cea a elementelor la care
acestea se raporteaza sau fac referinta.

In concluzie, putem afirma ci abordarea unitatilor individualizatoare printr-o tipologie
triadica (mai precis ca unitati ocazionale, specializate sau de notorietate) este foarte binevenita intr-
o cercetare de ordin contextual a acestor elemente. Unititile individualizatoare biblice sunt
diferite in diferite variante de limba ale Bibliei. Cele mai interesante sunt cele din textele biblice
in limba romana, in care gdsim unititi individualizatoare propriu-zise si unitati
caracterizatoare, scrise cu majuscule (nume comune, adjective si pronume determinative).
Aceasta ne si permite sa conchidem ca frontiera dintre unitatile individualizatoare si cele
caracterizatoare inca nu a fost trasata pe deplin, ceea ce deschide noi perspective de cercetare a
elementelor date.
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Rezumat

O artg indragitd de romani este cea a prelucrdrii metalelor (vase, arme, aplice, articole de toaletd etc.), foarte
multe produse, in metale pretioase sau nu, fiind gasite 7n diferite tezaure care au ajuns pand la noi pe tot teritoriul
fostului Imperiului Roman. In perioada anticd, tehnicile erau la fel de multe si diverse ca si forma si decorul acestor
artefacte.

Lucrarea prezintd parcursul istoric antic al principalelor exemple de artd toreuticd, din perioada Republicii si
panad la inceputul crestinismului, cu transformdrile 7nregistrate, mai ales, in ceea ce priveste mesajul
propagandistic, obligatoriu pentru artistii (artizanii) care deserveau puterea.

Abstract

A popular art of the Romans was metalworking (vessels, weapons, appliques, objects for personal hygiene),
many products were made from precious metals or not, being found in different thesauri that have come down to us
throughout the former Roman Empire. In ancient times, the techniques were as numerous and varied regarding the
form and ornaments of these artifacts.

The present paper focuses on the historical ancient stages of the main examples of toreutic art, between the
period of the Republic and early Christianity, underlining the changes made regarding propaganda message, which
was compulsory for artists (craftsmen) serving power.

Una dintre cele mai indrdgite arte pentru acest popor de soldati, toreutica romana —
prelucrarea si cizelarea metalelor pentru a se obtine diferite obiecte — a conservat traditiile
antice pana tarziu, pe la mijlocul sec. al Vll-lea dupa Hristos. Datorita utilitarismului ei, arta
toreuticii si-a gasit o larga aplicare in viata romanilor care foloseau metale ca aurul, argintul si
bronzul, sculptate in relief, pentru a produce obiecte felurite — vase, aplice, arme!4?, cuirase,
harnasamente, sisteme de iluminat (de exemplu, un candelabru din bronz cu patru lampi, gasit
la Pompeii si expus astdzi in muzeul din Napoli, este decorat pe piedestal cu o statueta a lui
Bachus pe o pantera4s), chei cu floarea ajuratd, ciocanele pentru case cu capul Meduzei etc.
Existd si ornamentica vegetald, cu vrejuri sinuoase, ori decoruri cu ,,scene de gen” — acvatice,
bahice, vanitoare, scene de sacrificiu —, dar tematica mitologicad sau istorici este foarte
importanta in ceea ce priveste rolul propagandistic pe care il indeplinesc aceste obiecte, intre
care vesela ocupa un loc de frunte. Vasele au un stil influentat de cel etrusc si de cel elenistic, cu
0 accentuare a policromiei. Tehnica folosita este, in mod obisnuit, au repousse — ciocanirea foii pe
o suprafata moale — din smoald, pe atunci® — cu varianta lui, stantarea —, dar si tehnica,
inferioara calitativ, a turnarii. Desigur, au ajuns pana la noi, in special, piesele din argint si
bronz, foarte putine din aur, cunostintele noastre despre acestea din urma provenind, mai ales,
din referirile din textels0,

*k%k

Pentru sec. | dupa Hristos, ilustrative sunt tezaurele de la Pompeii, Boscoreale si
Hildesheimi5t, Tezaurul din ,,Casa lui Menandru”, (Pompeii, perioada antoning) este
reprezentat de o serie de obiecte, printre care o oglinda cu bustul zeitei Diana in relief pe spate,

147Casti cu fatda umana pe partea basculanta sau casti de gladiator cu relief inalt, reprezentand asediul
Troiei sau apoteoza Romei, primind tributul provinciilor, ori teaca ,,sabiei lui Titus”, cu reliefuri in bronz
aurit. Cf. Morant, 1970, p. 234.

148jpidem.

149Gramatopol, 1991, p. 143.

150fn ceea ce priveste aurul, cunoastem, mai ales, obiectele — discuri, cadelnite, potire, lampi — donate
de catre papi sau imparati bisericilor, enumerate in listele ,,Liber pontificalis”, dintre care cele mai multe
au fost daruite de Constantin cel Mare (306-337), dar si de Theodosie Il (408-450), si Pulcheria, care au
donat o cruce din aur la lerusalim si un altar din aur la Hagia Sophia, sau de Justin | (518-527), care a
trimis la Roma o carte de aur de 15 livre — toate aceste obiecte impodobite cu pietre pretioase; de
asemenea, sunt consemnate si obiecte care nu au fost destinate Bisericii — un serviciu de masa din aur
trimis de Anastasios | (491-518) regelui sasanid Kavadh | (488-496, 489-531). Obiectele in aur din ,,Liber
pontificalis” sunt de 10 ori mai putine decat cele din argint. Cf. Marlia Mundell Mango, apud Turner,
1996, p. 654, s.v. Early Christian and Byzantine art, VII, 7(i): Gold and silver.

151Gramatopol, 1991, p. 341.
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un platou din argint, monede din argint masivi52, precum si doua vase de biut cu reprezentari
ale unor munci ale lui Hercule153, Tezaurul de la Boscoreale, cu 109 piese de toreutica in argint,
contine, pe langa cateva bijuterii, 3 oglinzi cu decoratii foarte potrivite universului feminin?s,
Restul tezaurului de la poalele Vezuviului este vesela de o mare varietate formala (de la cupa si
skyphos la modiolus), dar, mai ales, tematica. Se gasesc vase de tipul ,,bibeloului”, fara functie
practica, cu busturi intr-un relief foarte pronuntat, precum interesanta — prin simbolismul
complex al personajului feminini%s — | Cupa a Africii”. De asemenea, frapanta este hora
scheletelor inteleptilor si poetilor Eladei de pe doua modioluri (pahare). Compozitia in forma
de hora, foarte adaptata tipului de suport cilindric, face ca subiectul sia nu poata fi perceput
integral la o singura privire, astfel incat paharul trebuie ,,folosit” — la banchete! — si studiat pe
indelete. Dar si in ceea ce priveste mesajul, pentru ca aici anumite inscriptii precizeaza numele
filosofilor si sentintele spuse de acestea si, cum toate vasele din acest tezaur sunt in perechi care
se completeaza ca decor, totul era, asadar, ,,regizat” pentru a asigura succesul acestor petreceri,
cirora aceste vase, de fapt, serveau?ss. Intalnim si ,,naturi moarte” — neasteptat decor al unor
vase din metal — care evidentiaza din plin talentul artizanului in ingenioasa compunere a
cosului cu creveti, a iepurilor, a purcelului, a uneltelor etc.; de altfel, nu ar trebui sa ne
surprinda abordarea naturii statice, cunoscut fiind nivelul inalt calitativ la care ajunsese pictura
pompeiana a timpului. Dar cele mai speciale, in privinta tematicii — evident propagandistice —,
sunt insa cele doua cupe de 10 cm inaltime si 12 cm in diametru's?, cu motive decorative,
istorice, lucrate in vremea lui Tiberius. Aici, nu mai este vorba doar despre munca orfevrului, ci
de influente ale marilor reliefuri imperiale. Prima cupa ilustreaza ,,Clementa” lui Augustus,
unde impdratul, ca in scenele ,,Inchinarii Magilor” de mai tarziu, primeste predarea barbarilor,
manifestandu-si, binevoitor, cea mai importanta virtute a sa; pe cealaltd parte a vasului, stipan
al Universului, cu globul in mana, el este datator de pace sau razboi, tronand pe un scaun
curulle, propriu doar magistratilor, intr-o atitudine din nou tipica pentru scenele ulterioare, cu
Hristos indltat deasupra celorlalti, redat frontal's8; a doua cupa infatiseaza o scena de sacrificiu
a lui Tiberius, dar si triumful acestui imparat, mare iubitor al virtutilor augustane; el insa a
substituit virtus cu moderatio — ilustrata, in aceasta scend, prin prezenta, in spatele carului
triumfal imperial, al acelui servus publicus, care, in vechime, amintea imparatilor, in tot timpul
celebrarii triumfului, cd trebuie sa ramana oameni, si care, aici, ii tine lui Tiberius o coroana
deasupra capuluis®,

Din secolul al ll-lea dupa Hristos, ne-au parvenit putine artefacte, argintul a fost, in general,
topit in aceastd perioada de pace, iar vasele din metal au cedat locul celor din sticl416, De
mentionat armura au repousse in tabla de aur a lui Marcus Aurelius, in care este evident si bine
realizat artistic portretul imparatuluité?.

In secolul al Ill-lea dupa Hristos, se modifici forma vaselor si decoratia, se raspandesc alte
tehnici fata de perioada anterioara. Volumul mic face ca decoratia sa ocupe spatii restranse la o
frizd vegetalda sau animalierd, in altorelief, uneori aceasta este strict geometrici. Pe tavi,
figuratia este aplatizata si redusa la un medalion central, ca in vasul din tezaurul de la

152Morant, 1970, p. 231.

153imblanzirea cailor lui Diomedes si furtul merelor din Gridina Hesperidelor. Cf. Gowing, 1995, p.
189.

154 una cu Dionysos, zeu al extazului; una cu episodul plin de pasiune dintre Leda si lebada in care se
transformase Jupiter si una care, foarte ingenios, prin atributele lui Hercule de pe maner (méciuca si
pielea de leu), o evoca pe Omphale, seducatoarea eroului, simbol al frumusetii irezistibile. Cf. Francois
Baratte, apud Les Annales ..., 1991, p. 113-116.

155Probabil Cleopatra sau fiica ei, Cleopatra-Selene, personificand poate Egiptul, cu un corn al
abundentei pe care se afla o semilund, decorat cu reliefuri, un leu culcat pe umaru-i drept, si cu atribute
divine in jur —un arc si o tolba, o maciuca, un delfin, un caduceu, o sabie, o lira [ibidem, p. 116}.

156ibidem, p. 123.

157ibidem, p. 129.

158Chatelet et alii, 2006, p. 276.

159Hannestad, 1989, p. 187.

160Gramatopol, 1991, p. 342.

161Morant, 1970, p. 232.
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Berthouville62, Repetitia monotona a acelorasi motive este in contrast cu tehnica ce cunoaste
procedee diverse: se intdlneste si repusajul, dar, mai ales, turnarea; de asemenea, si sculptarea
reliefului in grosimea metalului63, tehnica niello — incrustare cu email negru -, aurirea
decoratiei prin amalgamarea cu mercurul care se evapora; uneori se imita tehnica sticlariei, iar
sudarea prin lipire tare devine inobservabili; de asemenea, apare deja suflarea sticlei in cadre
din argint, din acest secol datand doar un singur exemplar de acest fel, cu sticla albastra, la
British Museum?64. In ceea ce priveste forma, apar tivi ovale si circulare, cini alungite, cupe
mici cu picior scund sau doar cu inel de bazi, dar si 0 unici si interesanta cutie din argint,
descoperita la Mithraeum-ul de la Walbrook, acoperita in intregime (corpul si capacul) cu o
decoratie in altorelief, cu forme aparent nefinisate, desi este lucrata cu multa maiestrie?6s,

Au ajuns pana la noi numeroase piese din secolele 1V-V dupa Hristos, al caror numar mare
este explicat prin provenienta lor nu doar din tezaure ingropate, ci si din tezaure bisericesti, iar
marimea obiectelor dovedeste avutia proprietarilor peste tot in Imperiu. Farfuriile si platorurile,
daruite ca recompensa imperiald, erau decorate cu imaginea sau cu numele imparatului. Despre
toate acestea marturisesc farfuriile gasite la Nis, care serveau pentru omagierea lui Licinius; cele
din tezaurul de la Miinchen, care serveau pentru omagierea lui Licinius I, fiul lui Licinius; cele
pentru omagierea lui Crispus si Constantin Il; farfuria lui Constantius Il; platoul lui Valentinian
si cel al lui Theodosie I. Mari tezaure din aceasta perioada sunt cele de la Esquilin, de la
Cartagina, de langa Latakiya, Siria, tezaururile Kaiseraugst, Mildenhall si Sevso¢s, Tehnicile de
prelucrare a metalului sunt felurite in aceste obiecte — au repousse, turnare, aurire, incrustare,
scobire, ajurare etc.267. In general, tehnica de prelucrare a metalului se reducea, la acea epocs, la
pilirea suprafetei, apoi la razuirea ei. Multe dintre formele pe care le iau obiectele din metal
sunt insa noi in acest caz: bol cu capac, truse cosmetice, farfurii patrate cu adancitura rotunda,
cani cu toarte indoite in unghi, iar crestinismul impune forma relicvariuluii®. Decoratia variaza
de la umplerea in intregime a suprafetelor, ca in cazul cutiei de toaleta din tezaurul de pe
Esquilin, la frize figurative sau doar geometrice pe marginile vaselor, de exemplu, ca in cazul
platoului lui Ahile de la Kaiseraugst cu suprafata totald de 53 cm?6?, pentru a ajunge chiar la
suprafetele complet libere, ca pe bolul de la Cartaginal™. In cazul vaselor oficiale, imperiale,
decoratia era impusa de evenimentul caruia ii era destinat. Astfel, ,,Cobridge lanx™ este o tava,
facuta in cinstea vizitei la Delos a imparatului lulian Apostatul, in 363 dupa Hristosi’t. Aceasta
este de forma rectangulara si ornamentata cu zeitati in frunte cu Apollo, decorul recurgand la
modelele Antichitatii, in locul sfintilor fiind acum - in aceastd scurtid epoca de incercare a
reinvierii paganismului — venerati eroii, in mod explicit, in operele de artd, de exemplu, in
amintita tava octgogonala de la Kaiseraugst, din timpul aceluiasi imparat, cu scena centrala:
Ahile deghizat printre fiicele lui Lycomedes, precum si scene din tineretea lui, pe bordurat?2,
Tot din tezaurul de la Kaiseraugst, din care au ajuns pana la noi 60 de piese din argint, provine
si platoul lui Ariane, dreptunghiular, cu o emblema centrald cu Ariane intre Dionysos si Silene.
Dionysos apare si pe ,,Marele Platou al lui Oceanus” (care are 60 cm in diametru) din tezaurul
de la Mildenhalli73, reprezentat impreuna cu satiri, cu menade, cu Pan si cu Hercule, dansand in
jurul unui registru interior cu nereide si tritoni; in centru insa, este frumoasa masca a zeului
care dda numele platoului, flancat de 4 delfinit74, Exista, de asemenea, teme de gen - de

162Gramatopol, 1991, p. 344.

163jbidem, p. 345.

164ibidem, p. 346.

165ibidem, p. 345.

166Marlia Mundell Mango, apud Turner, 1996, p. 655, s.v. Early Christian and Byzantine art, VI, 7(i):
Gold and silver.

167jpidem.

168Gramatopol, 1991, p. 350.

169Morant, 1970, p. 232.

170Gramatopol, 1991, p. 350.

171Gowing, 1995, p. 205.

172jpidem.

173g3sit pe teritoriul Marii Britanii, dar importat din zona mediteraneana [ibidem].

74Morant, 1970, p. 232.
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vanatoare, de circ, de baie. Evident propagandistic este si mesajul scenei de pe patena lui
Theodosie |, unde imparatul, care investeste un oficial, are capul aureolat, amplasat in mijlocul
arcului arhitravei, simbolizand puterea. La fel de explicita este si propaganda imperiala, dar si
religioasa, a scenei de pe bogata cupa din argint, gasita la Kerci (Ucraina) si avand inaltimea de
25 cm, unde imparatul, probabil Constantin Il (337-361 dupa Hristos), are diadema si nimb,
coroana {i este tinutd de o Victorie, pe scutul soldatului din spate fiind reprezentata
monograma lui Hristost?,

In arta paleocresting, toreutica prelucreazi si bronzuri. De exemplu, lampa florentini sub
forma unei barci, care reprezinta Biserica, cu Sf. Pavel si Sf. Petru, de la sfarsitul sec. al Vl-lea
dupa Hristos. Ori candelabrul egiptean din bronz, cu dimensiunile de 30,5 x 25,4 cm, expus
astazi la muzeul de arta din Kansas si reprezentand-o pe zeita Afroditat?é. Ori discul ajurat copt
pentru transportat Iimpi de la British Museum, sec. al VI-lea dupa Hristos?’”. Incepand cu sec.
al IV-lea d.Hr., bisericile posedau mari depozite de obiecte din metale pretioase, care puteau fi
folosite in situatii de criza. E vorba, de exemplu, de crucea in argint, oferita de Justin I, spre
anul 525 d.Hr.178,

*k%

Se constatd asadar, in aceasta artd care solicitd foarte mult munca artizanului, un parcurs
evolutiv care tine pasul cu transformadrile artistice ale reprezentarilor din artele majore romane,
reflectand bogatia tematica a picturii si a reliefului, aparitia crestinismului, dar si interesul
pentru o mare diversitate de forme si tehnici care sa faca practice aceste obiecte, in fond,
utilitare.
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Rezumat

Generatie dupd generatie, ’"Epopeea Kreshnicilor” ramane unul dintre monumentele culturii traditionale alba-
neze. Imaginile artistice din aceastd operd reprezintd imaginea tipicd a zonelor noastre muntoase, figurile noastre
legendare, redate prin intermediul unei specifice viziuni a fabulosului. Din aceasta reiese cd miturile au modelat
creatiile preliterare ale societatii, mituri care au ajuns pand in zilele noastre prin intermediul acestor creatii si care
contin esenfa gandirii acestei societdti. Mentalitatea acestei faze a gandirii mitice a dominat antichitatea pina la
sfarsitul paleocrestinatdtii. Cantecele eposului legendar atrag atenfia nu numai prin marea lor valoare artistica, dar
si ca monumente socio-culturale cu valoare istoricd, filozoficd, politica si juridica.

Figurile mitologice au un caracter htonic, terestru. «<Epopeea Kreshnicilor» are, in centrul sau, figurile unor
oameni simpli, vazuti in relatie cu tovardsii lor, fatd de care sunt primi inter pares. Toate aspectele vietii lor —
apararea pamantului, a turnului castelului, in chip de metaford, precum si identitatea lor, rezistenta, viata,
libertatea, onoarea etc., sunt legate de conditia lor spirituald. Mentalitatea rezistensei, cu radacini adanci 7n psihicul
lor, se dezvolta intuitiv de-a lungul granizelor lingvistice comune. Operdnd cu criterii artistice, se face diferenfa
dintre imaginatia mitic-pigdand si imaginatia de mai tdrziu, deoarece, prin antinomie, este trasatid granifa dintre
congtient si subcongtient, dintre politeismul totemic si monoteism. Lumea acelor vremuri este diferitd de cea care a
urmat, pentru cd inaintagii aveau un mod diferit de a 7nfelege viata si moartea, timpul si spatiul, omul si
divinitatea, familia si lumea. Generatia apartinind vremurilor dominate de mentalitatea mitic: si legendard, refuzd
sd recunoascd prezentul sau viitorul, deoarece reprezentantii ei apartin unei lumi care recunoagte doar trecutul.

Procesul convertirii mentalitatilor colective n adevaruri artistice, mentalitdti care, emanand dintr-o anumitad
epocd, se apropie de adevarurile istorice, precum gi procesul decoddrii imaginilor arhetipale in subiecte epice au atras
atentia oamenilor de stiintd, dar gi a istoricilor, lingvistilor, etnologilor, precum si a specialistilor 7n mitologie.

Abstract

The Cycle of Kreshniks is one of monuments of the national traditional Albanian culture. The traditional im-
ages of this literary work reveal the typical view of our mountainous areas, our mighty legendary figures rendered
by means of the fabulous.

As a result, the myths shaped and influenced the preliterary creations of the society, the myths which have sur-
vived via these creations up to these days and which contain the essence of that society’s thinking. The mentality of
this phrase of the mythical thinking dominated the antiquity until the end of paleochristianity. Songs of the legen-
dary epos attract the reader’s attention not only because of their great artistic value, but they are also regarded as
important sociocultural monuments having historical, philosophical, political and legal value.

The mythological figures have a chthonic, terrestrial character. The Cycle of Kreshniks focuses on common
people viewed in their relationship with their friends, the girl for whom they are primi inter pares. All the aspects of
their lives, and namely, the defence of their land, of the castle tower in the form of a metaphor, as well as their iden-
tity, resistance, life, freedom, honour etc. are related to their spiritual condition. The mentality of the resistance
which is deeply embedded in their psyche has intuitively developed across common linguistic borders. Operating
with artistic between the mythic-pagan imagination and the later imagination as the borderline between the con-
scious and subconscious mind, between totemic polytheism and monotheistic faith is traced through antinomy. An-
cient people differed from their followers who had a different vision of the life and death, time and space, the man
and the divinity, family and the world. The generation of the ancient times dominated by the mythic and legendary
mentality refuses to recognize the present and the future because their representatives belong only to the past.

The process of converting collective mentalities into artistic truths, mentalities which have emanated from a dif-
ferent epoch, approach the historical truths, as well as the process of decoding the archetypal images into epic sub-
jects have drawn the attention of various sciences such as: history, linguistics, ethnology and mythology.

According to the ways of transmission and the functioning of folklore, with the aim to de-
termine some of the features of oral literature in relation to the written one, in the article “Folk-
lore as a special form of creativity”, R. Jakobson and P. Bogatyrjovi? stress that the existence of
a folklore creation is based on the belief and the acceptance it should have in a certain social en-
vironment. Only after it is accepted, this creation with its real life starts to function, while it is
quite different from the written literature. Therefore mythical legendary creativity is not only
accepted, but it is also supplemented, protected and transmitted from such environment by

179)akobson et alii, 1929.
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means of language which has evolved as the society progressed. Regarding this phenomenon,
the researcher A. N. Berisha believes that the nature of any creation is determined by linguistic
matter, the main component of its birth and function, “while its main value is determined by
the poetic language™2. So, the songs of kreshniks should be read semantically (in terms of mean-
ing) without forgetting at any moment that the reality of this creativity is richer than the reality
of life, being so its cultural experience. There is a strong organic symbiosis in the relationship
existing between the way the ancient community thought and understood the world and its re-
flection in poetry creation or in artistic images embodied in the figures of kreshniks, in the
viewpoints of mythical figures, in customs or habits that have created them and accepted to
apply them, the sources of which are to be found in the ancient mentality. But, as we may not
know the mentality of the pre-literary societies, by means of the images transmitted generation
after generation to the present days, we intend to open up their artistic collective code, to ana-
lyze the conceptual basis on which they were formalized, according to the sensitivity which
was collective just like the spirit of that society where the group and the individual were all
one.

These creations (a total number of 700 preserved in the archival fund of the Institute of
Popular Culture of the Republic of Albania, Academy of Science) distinguished for their epic
width under the terms as; “bravery songs”, “ancient songs for heroes”, “kreshniks songs”,
“songs of Muji & Halil”, “lute songs”, “songs of legendary epic” all bear a widespread scientific
label named “epos”, although in scientific articles they are recognized with their early term
“rhapsody” or in the 1970s known as “ep” or “epopee”. The best term attached to them may be
“kreshniks cycle” in parallel with the “legendary epos”, because the term “legendary epic” in-
cludes ballads, while tales as a genre are included in popular prose. Artistic images brought in
them as typical views (scenes) of mountainous environment, as figures of legendary heroes, of
mythical means with which they are surrounded, of the phenomena they unveiled, are all men-
tal images and faithful reproductions. According to the definition taken from “the American
Heritage Dictionary”18, myth is “a traditional story originating in preliterate society, dealing
with supernatural beings, ancestors, or heroes that serve as primordial types in a primitive
view of the world”. From this definition, it results that myths formed in pre-literary societies
bring to our times, among these creations, hidden, real, encoded commentary but whose es-
sence is encrypted. It is the mentality of this period that means the time of mythical thought,
which ruled throughout the ancient time, surviving in such a way up to the end of paleochristi-
anity. Songs of legendary epos draw attention not only to the great artistic values, but also to
being socio-cultural monuments possessing humerous historic, philosophical, political, and ju-
dicial values. Having a particular affection for the great human epos — of Gilgamesh summer,
the Homeric epos, the Ramajana and Mahatbara and those of great medieval epos such as Nibe-
lungs, Songs of Roland, Digenis Akritas, being accompanied by the harmony and rhythm of the
solemn verse, then the lute, from the antiquity to the early twentieth century, documented in
written form, they continuously inserted in the ancient bed the current situation but distin-
guished as a foreign contamination.

The universal mentality of the epos heroes is original and has direct connection neither with
the ancient confrontation of the three symbolic worlds of Gilgamesh epos (divine, human, sav-
age) or the cosmogony of Mahatbara nor with that of the Homeric poems of Olimp or the cos-
mogony of the Jewish legends of Talmudit, created between the Il and the IV centuries after
Christ. This period is characterized by great events, not just ordinary moments. Songs of the
kreshniks cycle documented nowadays, after the meeting which begins in the first decade of
the twentieth century with the linguist Gasper Jakova—Merturi, is followed by the expeditions
of some foreigners, mentioning here the study of two Americans M. Parry and Albert Lord in
1930,2 who clearly bring the echo of events of a period that extends from the early Middle Ages
up to the eve of the first battles of our people against the Ottoman Empire, the work of the
Priests of Franciscan order with their journal “The Depository of the Nation” and the continua-

180second edition, Boston, 1982, p. 827.
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tion of this work in Albania and Kosova, after World War |1, studies which have been subject to
institutional and individual and monographic studies.

However, a traditional ideo-artistic experience which is very ancient and which starts with
our lllyrian past, maybe even before, when the family of the Indo-European peoples was not
spread in the South or East of the country, lives in its content. So briefly and simply said, in
these contents which were orally transmitted and later changed into legends by the collective
memory, are found some complicated, mixed up knots about our prehistoric past. The classic
thought that - according to Goethe’s and Sheller’s preferred terminology, - the object of epos is
the ethnic past, the “absolute past”, while the source of these songs is the memory of the com-
munity, the “national legends” and also Epos is the cult of our ancestors, leads to the idea
that in them is hardened not the usual but its antimony. The time that our great grandparents,
who survived by creating habits, customs, codes, is reflected in the settings where our legen-
dary heroes and mythical beings lived, who later, because of the desire, became models. There
is told about the time when from different directions, north, south or the sea, came the “others”,
the strangest, who wanted to conquer the Albanian land, its cradle and its grave, the highland,
its lifestyle, feeling and mentality possessed by it. These plots depict stories or describe situa-
tions in which a “real” reference is needed and which were orally transmitted generations after
generation. The notion ‘mythological space’ has made the scholars search the prehistoric set-
ting, habitat of Epos case’s world which are composed and seen in the importance that is given
to the birthplace of the myth in magnification of the mountains and the land. These features are
seen in the concept of the word ‘land’ in the German language.

There exists only artistic time in epos where the mythological figures rest for more that a
century and then wake up as if they were just taking a nap. An argument for their antiquity is
“their matriarchal and chthonic character. Comparing Epos with legendary Ballads where an
old and wise man appears remembering thus the patriarch, this element is not seen in Epos. For
the first time father appears with the figure of Muiji in relationship with his son, Omer. The ma-
triarchal feature of legendary and mythological figures shown in the Gjergj Elez Alia’s song
with which ends the humans (females) sacrifice for something, for a campaign according to the
principle | give you, you give me, we find the source of the image. Up to that moment, he had
given his wife and his sister (the wall - in ballad of Rozafa castle) but this could no longer last.
This figure, according to Sh. Sinani, “grants amnesty from sacrifice for woman”, while with
chthonic character of Epos’figures is depicted; the autochthonic character of the Albanian peo-
ple is built. Extra-temporality in these creations is related to mythological mentality where time
and space is melt into one. Yet, in some cases these concepts substitute each other. So they say
“a nine year journey, nine villages away”.

These creations interpreted by our rhapsodists reveal the elements of the happenings, places,
phenomena, norms of social organization, geographical and historical names which are not
only meaningful, but also serve as important reference points. The kreshinics do have the con-
cept of their ethno-cultural relation, the mentality of being part of a community with a certain
mental collective thinking expressed by a set of special virtues towards other ethnic communi-
ties surrounding it. The heroes of our Kreshniks’songs are distinguished for their ethno-cultural
context based on a traditional legislation, on a social organization led by its own laws with its
own habits, customs and lifestyle. Furthermore, they are characterized by a vision and typical
concept of thinking and living, by a series of mental and moral norms which make them differ
from their neighbors, from their dominant mentality in their common legendary, mythical life.
This is seen in a one of the songs where a Kreshnic sings in his ancestors’language, but he is not
understood by the foreigners. In an assembly of lords where they are “dressed” in gold: As they
wear their hoods/white as snow the field appears (tan kapucat ata si i kane/bytym bardh fusha
po duket). This is because of their special way of dressing.

The Cycle of Kreshniks differs from the idea of the hero created as an artistic figure in the
Greek epos. They preserve human features and qualities, not only in their origin, but also in the
relation with their co-fighters with those were “premus iter pases”. Halil invites his brother in
the battle because he considers himself ‘the first above the seconds’, but blood calling dictates
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him to call him the great brother. The image created by this invitation to the battle reminds us
the pagan tradition without a king. These fighters who at the same time are figures and charac-
ters of their personal life, create an alliance with the mythological beings which insure their
protection, testifying so an inherited quality from antiquity. When Halil passess through dan-
gerous paths of the Kingdom, the sun has said “A ndorja eme, the moon has said; A ndorja
eme, and the fairies have said: A ndarja jone”.

There are a lof of similarities between Muiji, the protagonist of these songs compared with
his homolog’s poems of south Slaves, Kralevig Mark. But there are also many original features.
In his poem, Mark uses slyness, a feature that according to some scholars “is a feature which
supplements physical force”. While their heroes are loyal, insuppressible warriors who keep
their promise and achieve their victories with heroism, fortitude, honesty, moral and physical
advantage against their enemies in direct confrontation with them in the battlefield of honor.
Being loyal in not the same as being confident. Loyalty, as a moral, primitive relationship of the
ancient inhabitant with the others, which later was improved and reached up to the level of the
institution, became the basis of his resistance throughout the land of the ancestors. The pro-
tagonist of the Albanian Epos are highlanders, even the décor of their artistic action is pastoral,
therefore their mentality is pastoral too, further ahead in time than the mentality of the agricul-
tural society.

In the Albanian Epos there are some legendary mythical autochthonous elements. This is
understood from the essence of the typological features of their structure. Its heroes do not have
four heads and four arms like Brahma, they do not have the attributes of Buda and they do not
have the same origin as other mythological Greek heroes that in fact are born form the relation-
ship between the divine and the earthly beings. Furthermore, they are not identical even in the
historical figures concerning time and space, as in Kralevig Mark’s songs of Christian slaves or
in Bosnia Muslims epos. The essence of their origin derives from a native and complex mythol-
ogy. Throughout the development of the human society the man always needed to show and
tell stories that other people were interested to hear. Intuitively confession created myths and
cults which were well known and respected according to the code of justice. In his relation and
confrontation with the nature and world, the man always needed to dominate them and exactly
this kind of sensitivity and the necessity of time led to the creation of the super powerful fantas-
tic reality of “his own superiority”. According to J. Christie, “this is not an isolated object but
the compilcation of cultural textuality”. Our Kreshniks are also the heroes of our rhapsodists
and auditors that have created and preserved them through out the centuries. It is because of
the tasks undertaken and solved by them - the defence of their ancestors’ land, highlands,
farms, valleys, of their life full of dignity, of their ethnic customs and traditions which were suf-
fered from continuous attacks approaching from the sea and land, from kings, black giants, cap-
tains, etc. Today, maybe, we are not able to find the name of their mother land, of their starting
point, as well as the orally transmitted names such as lllyria, lllyrian, Dardania, Dardan. It hap-
pens because of the cultural trauma, continuous pressure from the Roman legions, the Byzan-
tine administration of the state which was against virtue, Slavic attacks, Ottoman military cam-
paigns which promised freedom, just as in the times of Alexander the Great in the East. Though
they tried to vanish their traces, the essence of their existence and their figure is untouched. It is
here where the element of isolation sprouts, in the tower where the human being feels dignified
“washed by the Sun and wore by the Moon” in order to implement the blood feud code. Dur-
ing the period of Ottoman occupation, there was an attempt to draw a parallel line between
their ethnic and religious affiliation, as sometimes happened in other Epos like that of Roland.
Nevertheless, the Albanian ethno-cultural base and their way of thinking, their codes, virtues,
morals and customs, goals and decisions of wars could not be changed. The heroes of our
songs, brought from far-off centuries, even if their names and appearance had been changed,
time and again called Muslims who fought against Christians, preserve and maintain their tra-
ditional experience of war in order to protect their ethnic identity. Muiji, Halil, Omer, Gjergj
Elez Alia and all the kreshniks in general, hold and follow their ethnic norms. It seems that eve-
rything in their figure is traditional even in ideas, life, and poetics. In this case the Epic creativ-
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ity is related to the attacks from the invasion of the different peoples - Normans, Katalane,
Goths, Ostrogoths, and Slavs.

Intuitively the Kreshniks do not only feel the divine character of the traditional laws, but
also the secret of continuity and protection of their life. It is known that one of the main features
of our nation is the conservation and protection of the customs of our ancestors. Albanian epos
hero has regularly actualized this traditional experience and has made it a norm, a deep autoch-
thon image of these people that should be followed. This is the way Muiji, when he was impris-
oned by Krali (the king) acts when he wants to prove that Omer, not yet being born, was his
own blood. He sends his brother to sin, being afraid that Halil has violated the Albanian norms.
“Qi per n’dashte m’pru marren te shpija,/He, kti zoti i shkimet hisen e diellit!//E n’paste
menden me na korrite fisin,/Gjujma re, getash me koke rrfeje,/Zirma, toke, perjashta n’nate te
vorrit.” (So that if Evil befalls on our health/and thinks to Sway our tribe/vast a cloud your
thunderbolts on him/throw him out of earth into the Gloomy night). That is the way, Halil an-
swers the noblemen in the assembly when he is proposed to marry the most beautiful girl in
Yutbina: “Deksha pra, m’u martofsha,/Se gjithe grate e Jutbines ku jane,/Se gjithe vajzat e Jut-
bines ku jane,/Bash si motra gi po m’duken.” (May death strike me if | marry,/for all women of
Youtbina wherever they are,/for all the young Ladies of Youtbina wherever they are,/to me
seem like my very sisters,/”. The force of the Albanian canon is expressed even in Gjergj Elez
Alia’s answer given to the black giant: “M’ke lype motren para se mejdanin;/M’ke lype berret
para se cobanin,/E jam dredhe n’ket log me t’kallxue/se ne t'paret nji kanu na kane
lane:/ Armet me dhane perpara e mandej gjane,/Kurre balozit motren mos me ja dhane,/Per pa
u pre n’ate fushen e mejdanit!” (You’ve asked for my sister before challenging me on the battle-
field,/you want my flocks before settling accounts with their shepherd,/thus I've come to this
place to let you know/of the canon which our forefathers have left us,/not to give away our
chattels before our weapons,/neither to wed our sisters to our foes,/before trying it all out on
the battlefield!).

The customary right intuitively derives from the personal contemplation expressed in the
guest room and then in the assembly. So it should be taken as an inside expression of the popu-
lar way of thinking. The Albanian canon, just like the Jewish Talmud, is the only strong orga-
nizing basis which the life of our nation was based on. The head of the families were the inter-
pretors of this code. It is important to underline the fact that this inheritance created during a
thousand-year process pulsates throughout the entire judicial life of the Albanian nation. It was
also materialized in various forms of rituals and customs of the daily life, in their different ac-
tions, in their attitudes and daily relations with the others. Some layers were added to this code
as the time passed, but in its entirety, it is an Albanian legislative and original monument such
as “the old customary German code”, “jus romana”, “Customary Greek code” etc. used to be.
“Ky kod, pjelle e rendit gjinor te popullit tone ushgehej nga nje substance e pasur konteksti
mendor kolektive dhe zbulonte ne te njejten kohe jeten ekonomike, politike, ushtarake te botes
etnike te kreshnikeve, aq sa edhe ngjarjet e jetes se tyre te perditshme.” “This code, the product
of our people, nourished by a rich substance and collective mental context, at the same time it
revealed the economic, political, military life of the klreshnik ethnic world, as well as the events
of their daily life.”

As there were no specific obligatory means to follow them, the elements of the code were
verified and controlled by the community opinion that would not accept any violation or per-
version of it. The Kreshniks’description in the relation with customary code helps to under-
stand the conditions of their life, expressing the attitude and existential interest of the inhabi-
tants.

The Kreshniks are characterized by a realistic spirit which captures their mental structure
and their main feature, by the determination to assess everything, in order to achieve concretely
and immediately the military aims set to themselves. This is a feature erected in the depth of the
Kreshniks’soul equipped with the weapon of courage and heroisms. Everything in their life, the
defense of the mountains, land, tower, castle as metaphors and myths of their identity and re-
sistance, life, freedom, honesty etc., is related to their spiritual feeling. They never invade for-
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eign lands and they never leave the battlefield, even when tricks and tactics are necessary. The
mentality of over resistance, deeply rooted in their psyche, is intuitively developed throughout
the territory of the common linguistic borders. Their resistance to survive, to protect their fam-
ily, clan, country and ethnicity is a feature that distinguishes them from the warriors of other
ethnicities — the Romans, Greeks, Slavs, Spanish who are described as invaders trying to fulfill
their professional intentions to invade for themselves and for the others. It was a norm and an
obligation for the worriers to take decisions in different assemblies concerning the most impor-
tant matters dealing with political, social and also private life. The assemblies were a kind of
self-governing organs based on democracy. Representatives of all ages and genders were in-
vited there. It is here where Muiji reports about the “occupation” of Yutbina’s mountains by
Galige Galani, Paun Harambashi etc. who came with lots of shepherds, body guards following
them. Here Ali Bajraktari tells the lords that Kotorri’s King (kral) has imprisoned 30 young men
of Yutbina, he tells about Kuna, the Kreshniks’sister, kidnapped by Gjure Harambashi. In the
assembly, Muiji is criticized by his friends that he should have married his brother. In these as-
semblies, decisions about different warriors were also taken. Even fairies joined the assemblies
and decided about the extraordinary physic force offered to Kreshniks or lords, they also de-
cided on their cure or revival, when they were wounded or killed by the enemies. Also, the la-
dies and women of Yutbina or the kingdom met to talk about intimate issues of their
life. According to this administrative-judicial model, the “Guest Rooms” had worked until the
present days. They talked about everything calmly and wisely, where the words were heard
and understood clearly. Every issue discussed in these rooms was characterized by order and
etiquette. It was an obligation for every member of the community to obey and carry out the
tasks correctly, otherwise they could be punished.

It is of great interest to see the mental ritual of their own creation with the full authority in
their political and social life. Through the times that flow peacefully, some new rituals have
appeared, adding to the first ones. They were honored by the heroes of the Epos and known by
them as the cult of the sun, the moon, the human sacrifice, the calendar of yearly fests, St.
George’s day, the ritual of climbing in the mountains etc. Some elements of the funeral rituals
demonstrate that they were practically similar with those of the Illlyrian people. Halil finds his
brother Muji, in a tomb in a position which reminds us the hunch-backed position of the skele-
ton of Pazhok in the burial mound; “Edhe Muijés vorrin ja ka zbulue/kambe kryq Mujin ma ka
gjete” (Muiji’s tomb he has cast open ZAnd found Muji on crossed legs). Muiji buries his son
Omer in the land around his house; Gjergj Elez Alia’s tomb is surrounded “with a beautiful
cairn”; Arnaut Osmani’s friends mourn his dead body with traditional calamity of the high-
lands, etc.

Probably, these features could be characteristics of a universal system for all the people
throughout the world, but the experience of our people up to the latest time, shows that they
have been components of its ethno psychology from the beginning and in continuity. The well
known men in Dukagjin have never been mourned in a lying position but sitting on a chair,
dressed in their best clothes, with a pipe in their hand. Staying in a frozen position, they cov-
ered the dead body even in the tomb. On the other hand, the lute was beautified by the high-
landers with totemic lllyrian motives, with snakes symbolizing the fairies, with the goat’s,
horse’s and deer’s head up to the middle of the XX-the century. Patriarchal relationships domi-
nated in kreshniks’ families. There is sometimes an element of the female authority which is
taken as the relic of the matriarchy, related to the authority that a woman enjoyed in the lllyrian
tribes. This is personified by Teuta’s figure, reaching up to a queen’s position. But when Omar’s
mother tries to stop her seven-year old son to go and release his father and uncle from prison,
his answer was: “Me m’kallxu bab’ e axh’ ku | kam,/no cop’- cop’ me shpat’ un pot e baj!” (Tell
me where my father and uncle are,/or my sword will cut you into pieces).

They believe very much in themselves and, in the relationships with the others, they are led
by the realistic principle “I give you and you will give me, too”, as the Romans used to say “Do
ut des”. This principle is in the essence of sacrifice in the building foundations of common in-
terests. Every human act for them is a divine component that is why they believe in miracles
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and divine powers. However, in their contract with the divine forces, the mystic haze is not felt,
a mysterious surge that unifies these two ethnicities. A contract of their independent existence
is settled between man and divinities. In a part of the songs (cycle) when fairies kidnap Muiji’s
wife and turn the bride’s parents into stone, their horses into logs, he follows the three wild
goats: “ato i kan brinat prej dukati* edhe i kan’ kambt prej florinit!”, he follows them in the
highest mountains ready to kill them, but in the end he hesitates because there is a connection
set with them. In another subject, Muiji and Halil reach the top of Kruja Mountain in Kurbin to
offer a sacrifice to “the beauty of the sky” on the 15 August fest. But when he sees that the sky is
dark and the sun is covered with the clouds, he tells to his brother: “Hajde, lum baca, t’i bajme
keto kurbane ne shtepi se dielli s’po i don” (Come, my brother, let’s go and become them the
sky’s sacrifices at home because the Sun doesn’t want them). The hero of this epos acts fully in-
dependently, putting himself in the center of the universe. According to kreshniks’mentality,
man is capable to mold everything, even his own history. These legendary figures have realized
the anthropocentrism as a very important element of their poetic universe. This element does
not appear accidentally in this cycle, it is proved and it exists in all subjects of the songs; “Muiji
and the fairies”, “Muji and Halili in the King” etc. Kreshniks are well molded with the ethno-
psychological Albanian characteristics: calmness, wisdom, generosity. A special feature of
theirs is the feeling of duty and honor. The protagonists of these songs, deep inside, are greatly
concerned about the defense of their country, historical facts of ethnicity, customs and tradi-
tions of their ancestors, which were born from the unit of their history. The triple formula of
Sidi “el rey, la tierra, la christandial” - “the king, the earth, the Christianity” is not reflected in
the Albanian epos. In these cases when any element of Christianity is spotted in the songs of the
cycle, it stresses the antiquity of epos. There is no state for the Kreshnik, so he can not have any
leader. Isolated in his castle, he managed to join Christianity late in time as a monotheist relig-
ion of the invader. Muiji, Halili and their fellow warriors, landlords of Jutbina, defend their
highland with such determination that “nuk lene te kaloje as korb e as sorre ne giell”, (neither
raven no crow can fly on their sky). The highland is their cradle and grave, their final shelter
that is why it is considered to be a holy place for them and the fairies too. It is exactly in this
environment where the crucial motives of their subjects have their starting point, where the
highland is considered to be a common property and could not be inherited as a private prop-
erty.

Deeply rooted in kreshniks’ moral physiognomy is the feeling of honor, like a key to decode
their mentality and simultaneously the divine image of the word. In the code of the canon the
loss of honor, the assumption of the clan happen in some typical cases clearly authorized when:
the promise was broken, even the supreme will after the physical death; the guest was not hon-
ored; the member was not one of the first participants at the war; its members did not pay at-
tention to the war cry to take care of the environment and its inhabitants; they did not help their
captivated friends who were held in king’s prisons; they did not render a helpless man who
was unable to help himself; they did not inosculate with the mountain brigand who fought
against the invader; they did not join their friends who were fighting against the kraal, the
prince and the feudalst,

Another dominant mentality is that of keeping the given word and faith, and especially the
protection of a fellow, a friend, the traditions and customs of the ethnos which were threatened
by the foreigners. In kreshniks’songs, faith, as a term of the socio-judicial sphere, appears to be
a very important mentality, as a holy law penetrating all their family and social relations, even
their relationship with the mythological and antagonistic figures. It unites the kreshniks, it
gives them strength and an original seal which distinguishes them from the opponents. This
motive is interrelated in almost all the main Albanian ballades-songs of faith, immurement, re-
union between man and woman-in most of these songs. In these creations, faith gives grandios-
ity and special originality to the heroes. In one of them, Muji and “the fairy” give the faith to
each other for reciprocal help. Halil promises Muji “that he will act according to his advice and

181Haxhihasani, 1991, p. 20.
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instruction”, he also promises his sister “that he will not allow her to marry the old man”. Muiji
helps his opponent to escape from prison due to the promise given, because “the braves entrust
each other”. The girls from Krajla are sure that they will marry the boys from Yutbina, as the
boys have given their word to go and take the girls regardless of the difficult situation they
might be. Krajlas, frightened by the black giants who threaten their lives, entrust their girls and
their fortune to Halil, Muj, and Zuk etc., and depart for unknown places. They confront and de-
fet the black giants, thus saving the honor, wealth and lives of their opponents. In the song
“Vuke Harambashi and kreshniks become friends”, Muiji gives his word to the opponent who
has killed three boys, so he does not only save his life, but he invites also him in his castle,
where the mother of the three dead sons serves the murderer, as Vuke himself accepts: “Thus
Vuke has spoken - Great is the world of honor of Yutbina,/his three sons | have slain,/today |
have pledged myself in their hands,/and they treat me as their guest.”

The concept of faith is so deeply rooted into the ethnic Albanian consciousness that it has
taken the meaning of an oath formula “On the pledge that our forefathers have left us,/Zon the
weapons that have invaded Rod.../There the friends are really dejected.../Even Kune, for
faith, it takes....”182, Therefore “... it’s very important to know that the worst insult in Albania is
to call someone unfaithful, which means not being loyal™18. For the Albanians, strong character
is more important than cleverness (intelligence). Even the custom, in which the godfather takes
some hair from the child, becoming in such a way his second parent, or the other custom in
which we are connected with someone by drinking each-other’s blood in order to become best
friends, testify the presence of the oath formula. Another detail of the epic width of the epos is
that of the necessity to survive when the eager Halil requires: “the steed’s horn | cut open,/the
steed’s blood | imbibe,/my blood brother thus he is”. As the time passed, the howl (screech)
“who is brave” was heard more often in those ancient environments. Their hospitality is closely
connected with heroism, honor and faith, as elements of firmness in the free rural community
and the patriarchal order, and with the security of their own lives,. Everyone who lives in this
community is obliged to welcome the guest “with bread and salt and heart”. Hospitality is a
well-known custom in other countries, too, especially in the Eastern ones, but in Albania, it has
a special treatment, sanctioned in some norms and rules predicted even in the canon code: “The
house of the Albanian, the God, and the guest”. The same custom was applied even for the
messenger sent by the sultan: “Hand Muiji the letter in person,/beware not to drink his cof-
fee,/neither his bread should you eat,/I’m summoning the warriors to cut them down!” (“Muji
and Halil in Sultan Suleyman”).

Many evidences are found in the kreshniks’ cycle about their dominant mentality in differ-
ent areas of the economical, political and cultural organization. These features as the highest
degree of their mental universe constitute a big moral capital of our epos. They are factors of
unity, bearers of a common ethnic life, which precedes the notion of a nation. For this reason,
when Albanians talk about themselves, everyone notices an overestimation for themselves; es-
pecially when they boast of their virtues and qualities. The source of these popular expressions
and sayings is to be found in those times when their mythical legendary mentality was embod-
ied in the legendary figures, and it has been preserved with respect until now. Vital situations,
inflexions of the human destiny and mythical beings, create the basis of the collective ancient
mentality by reflecting the relief of the Illyrian life. These figures have in their yeast the main
characteristic of the Albanians, their individualization. They recognize this feature even in the
others that is why they have created the proverb: “The forgiven head is not cut.” They also re-
spect the looser (defeated) without insulting him. The song “Muji invites Halil to the battle-
field” illustrates this idea: “My belly Muji has opened it up,/There he has found three white
doves,/three snakes he also there found,/Muji starts to weep and cry,/on that God above |
swear,/if | knew what you were like,/your blood brother | would have become...”. Every Al-

182jdem, p. 105, p. 413.
183K onica, 1997, p. 413.
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banian is a man with self-confidence, who lacks totally the idealism and has the spirit of adven-
ture.

Afterwards, from the new elements of the kreshniks’” mental mechanism, new appearances
began to float. The changes in the socio-politic realities, under the pressure of the cultural trau-
mas, made possible the creation of new concrete figures. The antinomy figure of kreshniks
which in its initial times was more general, fumier, more schematic, became more concrete. The
unclearness dissipated and was substituted by the appearance of the foreigner around their
land-bank, while the heroes would carry different mentalities, customs and aspirations. The
flow in the mechanism of mentality brought new reflections in relations, fightings and battles of
the warriors with different antagonistic populaces. Some evidences of these are the new spiri-
tual dimensions of the kreshniks, and the new dominant mentalities. Their lives and spiritual
features, present them as a settled, consistent, uniformed commune due to an interior, concep-
tual logic. The pomposity (greatness) of their lives gave kreshniks a privileged position com-
pared to the world around them, gave them the status of a distinguished populace. The de-
nomination that linked the most important qualities, their inherent aspirations, has created the
model of the ideal man, of the exemplary hero. In our epos, such models are represented by the
figures of Muiji, Halili, Ajkuna, Kuna, Gjergj Elez Alia, Ali, the daughter of the old man, Omar
etc., whose gestures, immortalized through the lute’s ions, have survived in centuries, owing to
the popular, permanent efforts to imitate their higher, moral, military virtues. The integrity of
these elements offers us the key to the interpretation of a culture which is one of the oldest and
most attractive contemporary civilizations, which constitutes evidence that throws light on the
complex appearances of the ancient world of our people.

The word kreshnik, regardless of its etymologic origin, expresses in the consciousness of the
Albanian highlander, a concept that contains in itself two categories of notions; the notion of the
figure that nominates the hero, the protagonist, who is distinguished for extraordinary gestures
for the good of his people, and secondly, the idea of an ethnocentrism, a member of a common
homeland with the lute player who sings the song and the ode that follows him. In the kresh-
nik-song binomial the artistic image comes out that the song is the tomb of the man. As the de-
nomination of their country, kreshniks usually cite Yutbina together with the environments re-
lated to it - The valley of Yutbina, small Yutbina, the Region, the Dry (bare) Highlands, the de-
sert Highlands Klladusha etc. One of these toponymies, for example the Region, may be a ty-
pologic element that can be encountered even in the eposes of other countries, to show the
frontier areas, the interferences of the contrary civilizations, as it happens in other eposes.

The kreshnik’s life with all its economical, political, military aspects treated today in the
epos, usually takes place in the mountainous heights, in highlands, grooves, woods, rills etc.
Since the year 1930, Nika-Merturi has been specified by E. Cabej as its main area together with
its surroundings as the Northern Alpine Region, without forgetting two other important centers
for its survival, one in the Southern part of the River Drin and the other in Kosovo#4, This terri-
tory, that may be called a Wilderness or a real Albanian Ithaca, where neither the Roman le-
gions and Byzantine army nor the Slavic or the Ottoman recruits could infiltrate, for many cen-
turies remained a region of existential sacrifice, where the Albanian ancient ethno-cultural tra-
ditions were preserved and transmitted from generation to generation. Christianity, which was
the religion of the Roman conquerors, later came into this region. The highland’s inhabitants
honored and deified, without being ascetic like believers. Under the pressure of this monotheis-
tic religion the sacral mentality (which derives from the Latin word “sacrum” with the meaning
of immolation, the root of the word sacrifice) became a holly mentality (which derives from the
Latin word “sanctus”- holly) which is noted as a later layer in these songs. In this land of ethnic
yeast for our people, one could not find the public streets, the urban constructions, the bridges
and the markets of the economic exchanges, but there continued to remain the stately castles,
the highlands, the mountains, the real castles of the infinite freedom, that would be the embryos
of the ethnic mentality, of his identity, of the nationality and then of the Albanian nation. Based

184Ccabej, 1994, p. 39.
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on a diachronic, attentive, spatial investigation of the rhapsodic land, we would discover a
wider range of territories and events, which stretch out from the Southern region of Albania up
to the shores of the Danube in the North. Besides the mountainous regions in our kreshniks’
cycle, wide, open, clear areas are mentioned too, such as: the big, wide Fields of Vlona, Yutbina,
Kladusha, Talir, Kotorr etc., zones where public roads of the seven kraals and the European
drums flow. In some cases even some geographic distances of the opponent pairs are cited. So,
for example, the Krajl of Herdel had to travel on his wingy horse for eight nights and days to
arrive in Muiji’s castle in Kaldush8s,

We have to emphasize a very important geographic component of the kreshniks’ songs, the
sea and the coastal regions. It is from and on the sea, where glorious fights and battles took
place. Muji prepares a boat for his brother to give him the heart of the sea. In the main layers of
these songs, “a black giant has come out”, or “rascal black men”, and besides the conquerors,
kings and powerful kraals like the Urosh of the Sea, the Kraal of Taliri etc. attack them. Re-
membering the informative function of art, it comes out that the sea is an environment where
the following of the epic songs develop, testifying so to the genetic continuation of the Illyrian
people in these lands. In a song of the coastal regions, a gift is mentioned: “we are bestowing a
big olive-grove” (“Bani of Zatfor”), while in another of this region too, after the battles, the
kreshnik’s father is found drown together with his boat in the sea bed. Whereas in the Eastern
or Northern side of the Illyrian Wilderness, the subjects reflect military confrontations with a
range of Kraals who come from different directions of the Balkan Hinterland—with the Kraal of
Senja, Dumlika, Krushev, Herdel, Maxhar, Gumanev etc. Such events belong to the pre-
ottoman period, when the attacks put in danger the existence of the Illyrian nation, which es-
caped annihilation because of the Ottoman conquest.

It is in the mythical beings and figures, in the active, healing and reviving mythical means,
which perform the function of mythical tools, in the ritual practices and many socio-historic
elements of the songs, and even in our ballades and fairy-tales, where meanings and values of
universal importance derive from, because it is in these worlds where the yeast of the structures
and the unique artistic models are to be found, it is the yeast of the Illyrian dimension and
character. The spiritual features of the Albanian people on the foundations of the artistic, leg-
endary mentalities are nothing but genetic relics of the ancient Illlyrian world. The logic, binary
rapports of these genres (this world-that world, the tower-the highland, the house-the wood,
me-the other, mine-the foreign, near-far, good-bad, the friend-the enemy etc.) testify to the rela-
tion between the man, the society and the nature, or micro, mezzo, and macrocosms that attest
a certain degree of the qualities of the created values. Meanwhile, among the totally artistic is-
sues, we distinguish the character of versification and poetic code, the prosody type and the
distinctive nature of the verse. Our epos was created with un-rhymed and hetero-metric verse,
while the prosody was tonic.

After a scientific interpretation of this ancient subsoil, we arrive into its ideological content
that leads us to the time mentality when these images were created, which reflects a historic,
medieval, ethno-cultural layer. According to the scholars Q. Haxhihasani and M. Mustafalss,
two sub layers are recognized. In the first, the echo of the national and citizenship process of
our people under the influence of the national interior laws and the political outer factors is
preserved. The Albanians, as descendents of the lIlirs, were under the domination of the Byzan-
tine Empire since the beginning of the medieval period (330-1435 a.ch.). In the VIIth century, the
Slavic people were settled in Danub, after they had moved from the Asiatic steppes between
the Caspian and Ural. This populace, owing to the Beograd’s strategist, begged Basileus Hera-
cles in Costandinopoli (610-638) “who reigned an unmoral place”!87, to give them lands in the
northern part of the Empire. Heracles frightened by the Moslem military units, and threatened
with endless civil wars, signed his collapse by accepting their demand. Disappointed and

185Haxhihasani, 1991, p. 33.
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187Norwich, 2007, p. 119.
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ashamed, sick and despised for being married with his niece, he died on February 11, 641. After
the ratification, the Slavs directed their eyes and attention to the llyric lands, dreaming about a
way out to the sea. They invaded the present Croatia, Bosnia and Serbia, not to destroy them as
invaders, but to live there. Thus, the lllyrian-Slavic symbiosis began. The Illyrs managed to re-
sist to the powerful Roman pressure throughout the centuries maintaining their identity, but at
that time they had to face the lllyrian-Slavic encounter, which brought difficulties because of
the numerous forces of the enemy and the frequent attacks. Facing the risk of ethnic annihila-
tion, the remaining lllyrian people had not the opportunity to proceed to the creation of a new
independent state. This period helped to consolidate some specific conditions of the Kreshniks’
social life, and the mentalities of their ethno cultural universe. This situation brought different
rural communities closer to each other, while the feeling of the clan vanished. The continuous
attacks forced the social groups, united by their language, to form two dialects, but a common
mentality system which would contribute to the creation of a nation with a political, social, cul-
tural, juridical unity, making so the first step towards the creation of a citizenship. The epos of
this time, initiated during the lllyrian-Slavic crash, is characterized by a general moldiness de-
veloped in an unspecified, historical and geographic “chthonos” of the military combats, while
our history of this period is characterized by silence. The exemplary hero of sacrifice, distin-
guished for his relationships with the community, for his high moral military values, is also
characterized by some personal deficiencies which originate from the Albanian ethno-psychic
identity. Muji can not tolerate even the mythical beings; Halil often surrenders to adventure.
Nevertheless it brought authority to the hero in mythology. His power flew from his considera-
tion and respect for his own people, by giving and taking in the same time. The artistic images
reflect the kreshniks’ units who acted as protective forces. The brave warriors gathered time
and again under the appeal “who is brave?”. These gatherings were not organized; they were
groups intuitively collected against the foreigner who threatened their existence. A series of
songs, in the center of which there was the image of kreshniks’units over the highlands, or in
the roads and jaws where they are fighting the enemy belong to this period. The lute player be-
lieved in the image of the kreshniks and the surrounding he lived, so everything outside the
highland was unknown, was not his, was the exotic, and the mysterious, that dusked him with
mysticism and bewitchment.

The other sub layer reflects the outer attacks from the sea and the land approved by the Byz-
antine who strengthened any time it became weaker. In any of these songs, we feel the opposi-
tion toward “Justinanian” legislation against the pagan knowledge, in 529”188, The existential
stoicism of the territories where our epos was created, protected their rural communities, while
the other part, with the economic and social differentiation during the early medieval centuries
(VIH-XI) were involved in large, latifundista and feudal economies. This differentiation deep-
ened more in the period when the feudal relations bloomed and the Albanian political and so-
cial stratums existed, in the XII-XV centuries, during the formation of the first Albanian states.
The heavy historical silence of this period is accompanied by a lack of artistic images. To fulfill
this emptiness there was a series of Bulgarian-Macedonian songs which had as a main object
events happening between Slavic rulers and Albanian feudalists in different zones as: Prizren,
Shkodra, Ohrid, Kaccanik etc. Some of them are the songs about the fight between Kraveliq
Marku and Musa Arbanas, Mark and the young boy from Dukagjin, Mitro Stefani and Gjergj
Arnaut, the song about Lek Kapetan’s the sister etc. Let us remember, the cycle of the border
guard songs that has lived until recently in the south-eastern part of Dibra and in the north-
eastern part of Librazhd. This cycle conducts the image of the permanent alarms in their ethnic
borders. It is this zone which marks the eastern borders of the first Albanian state. “Martalloze”
or the border military guards, according to the cycle, defended the borders of a state. Even
Muiji, Halil, Omer etc. do not fight anymore against unknown heroes, but against Kraals, Cap-
tains, Vojvods, Harambashs, Bans etc, who come from certain Slavic, Maxhar territories. Some

188Camerun, 2008, p. 216.
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songs, where the kreshniks decide to sell the arena’s horses, to convert the swords in ploughs
etc., belong to this period, too.

The pre-tribe mentality, being totally a collective mentality where the individual is not sepa-
rated from the others, has a universal character as an ethno-cultural layer of this legendary,
mythical mentality. Creativity, as an artistic image, is the echo realized in songs, where the
shortest songs have less than 100 verse lines, which together with some other elements resem-
ble to ballads, while the longest songs have nearly 600 verse lines and present the mythical sub-
jects more dramatically. Operating with artistic criteria, we distinguish the mythical, pagan
imagination from that which comes after words, because the antonym builds the border be-
tween the consciousness and unconsciousness, between the totemic polytheism and the mono-
theistic belief. The way the world of that time was imagined differs a lot from the later one, be-
cause there was a different understanding about life and death, the man and the divinity, the
individual and the world, the time and the space, the household and the world. “The mentality
of this period implicates the time of the mythical thought, which dominated all antic times and
survived as a form of a past imposition through compromises up to the end of the paleo-
christianity”18. The times of the legendary mythical mentality accept neither the present nor
the future, because they belong to a world where only the past exists.

The relation where the collective mentalities are converted into artistic truths as the spirit of
an epoch comes closer to the historic truths. Also, the decoding of the ingrained images in epic
subjects, have attracted the attention of such sciences as history, mythology, ethnology etc.

The Albanian, mythic-legendary, oral literature created in prehistory as “terminus ad quem”
in the XV century, the time when fire arms were invented, was “an opus non finita”, which
would give more space to the layers of the other systems of knowledge, art, faith and mentality,
a feature that has been understood and argued correctly by the researcher M. Parry and A.
Lord. They tracked the mechanism of (self) preservation of the epos while passing in the north
of Albania. The epos with its mysticism fed the ancient inhabitants of these lands with generos-
ity, who survived in spite of many privations. Together with them, for their life, this kind of art:
“...never surrendered but fought and still fights to make it more beautiful and more vital
(felt)™100,
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DER PARZIVAL WOLFRAMS VON ESCHENBACH ALS VORLAUFER
DES BILDUNGSROMANS

Irina CIORNAIA,
Magister,
Staatliche Aleku-Russo-Universitit, Balti, Republik Moldau

Rezumat

In articol, analiza romanului educativ al scriitorilor Wieland si Blanckenburg este progresivi. Romanul
ilustreazd dezvoltarea tangrului erou prin regasirea de sine. Prezentarea umanitditii lucide superioare ne aminteste
de nigte reprezentiri religioase si substituie modelele de devenire mai vechi, religios definite.

Wolframs Parsifal poate fi considerat drept predecesorul romanului educativ. Parsifal a crescut fira tatd, el este,
mtr-un fel, copilul naturii. Cantecul pasdrilor 7i miscd inima, el se fine cit mai departe de lume si se considerd a fi
un "tump", adicd un strdin printre oameni. Dupd o intdlnire cu cavalerii, pe care-i considerd zei, el ar dori sd-i
imitd, de fapt, fard a realiza ce inseamnd titlul de cavaler. Doi educatori indeplinesc rolul de tatd, si anume
Gurnemanz si Trevirenz. Ei si ii formeazad tindrului imaginea despre lume si religie. Trevtizent, de asemenea, ii
dezviluie taina cupei Graal. Gratie acestor evenimente educative, Parsifal se formeazd ca un om total diferit. El
capatd cunostinfe si calititi pozitive, care, in sfdrsit, 7l ajutd si gdseascd cupa Graal.

Abstract

In the article under consideration the events' development in the Bildungsroman are reviewed by Wieland and
Blanckenburg. The Bildungsroman scheme examines the crisis development of a young man in his self-
identification. The goal and the explanatory presentation of superior humanity remind of the religious ideas and
substitute the older religiously defined models of self-development.

Wolfram's Parzival may be considered as predecessor of the bildungsroman. Parzival grows up without a father,
he is a child of nature. The birdsong moves his heart, he sticks remotely to the knight world and may be considered
as a "Fool", that is (=i.e.) alienated from the whole world. After a meeting with knights whom he has considered to
be gods, he would like to imitate them, without realizing what the knight estate in fact means. He has two educators
who perform the role of his father. They are Gurnemanz and Trevrizent who have taught him the formation about
the world and religion. Trevrizent has also revealed him the truth about the Grail Cup. Such educational experience
makes Parzival to be an absolutely different man. He has acquired knowledge and positive qualities which at last
contribute to finding of the Grail Cup. Thus the earthly and religious diadems are connected with the ideal of a me-
dieval man.

Der Werdegang eines Menschen ist eines der am weitesten verbreiteten Themen in der Lite-
ratur. Im Werk stellt jede Epoche dem Protagonisten einen eigenen Spielraum zur Verfiigung,
damit er seinen Werdegang selbst und auf seine Weise gestaltet. Im Mittelalter geschieht die
Emanzipation des Einzelnen aus religiosen und sozialen Bindungen traditioneller Art, im 18.
Jahrhundert wird das Bediirfnis nach Entfaltung durch Talent und Leistung bestimmt. In den
Romanen iiber ,,des Helden Bildung* werden Individuum und Gesellschaft einander gegen-
tibergestellt, d.h. die subjektive und objektive Seite der menschlichen Existenz. Dabei fokussiert
man sich auf das Subjekt und seine sozialen Gestaltungsprozesse, um daraus zu erschliesen,
welche konkreten zwischenmenschlichen Beziehungen die Entfaltung der Person beeinflussen.
Die Ergebnisse dufdern sich in Prozessen der Entstehung von individuellem Handlungswissen
und einer allgemeinen Handlungsorientierung. Nur in diesem Fall kann die Sozialisation die
Interaktion voraussetzen und soziale Dispositionen des Menschen zur Reflexion, zur Koordina-
tion und zur Verstandigung bauen.

Der literarische Diskurs iiber Wort und Begriff Bildung hat eine lange Geschichte. Im Begriff
Bildung steckt das Wort ,,Bild*“. Dieses Element wurde einer jiidisch-christlichen Tradition ent-
nommen. Als eine der wichtigsten Quellen des Bildungsgedankens erweist sich der sogenannte
imago-dei-Gedanke. Das ist die Idee, dass der Mensch das Ebenbild Gottes sei. Bildung ent-
stammt somit aus einer religiosen Vorstellung. Im Schopfungsbericht der Bibel steht: ,,Dann
sprach Gott: Lasst uns den Menschen machen als Abbild uns dhnlich®, d.h. Gott schuf den
Menschen als ein Abbild.

Im 14. Jahrhundert kann man eine weitere Auffassung des Bildungsbegriffs finden und zwar
in der deutschen Mystik bei Meister Eckhard. Er greift den Begriff Bildung in einem spirituellen
Sinne auf: der Mensch ist nach dem Bilde Gottes geschaffen, damit er in ein Bild Gottes ver-
wandelt werden kann. Im Zeitalter der Aufklarung und des Neuhumanismus wurde Bildung
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im Vergleich zu den Mystikern nicht als die grofse religiose (gottliche) Angelegenheit der Seele,
sondern als die grofse weltliche Angelegenheit der Seele betrachtet, die ihre (eigene konzipierte)
Selbstformung vollziehen kann.

Im Worterbuch der deutschen Sprache um 1807 wird Bildung als ein Zustand definiert, in
dem der Mensch an Geist und Herz gebildet ist und Geschicklichkeiten und feine Sitten aufge-
nommen hat. Daraus folgt, dass es die Bildung des Geistes im Sinne von Wissen, die &dsthetische
Bildung des Geschmacks und die Moralitit als eine der hochsten Bildungstugenden gibt.

Als Darstellung und Reflexion der oben genannten Bildungsprozesse entsteht im 18. Jahr-
hundert der Bildungsroman. Sein Erfinder Christoph Martin Wieland und dessen Nachfolger
Goethe pragen eine Darstellungsform, in der gelungene und misslungene Bildungsprozesse
von besonderen Individuen das Thema sind: Der Mensch soll sich hun nicht mehr zum Abbild
Gottes entwickeln, sondern das Ziel ist menschliche Vervollkommnung. Der Mensch soll in ei-
ner Gesellschaft leben, hier geht es um den Forschungsprozess eines Individuums, damit er ein
niitzliches Mitglied der Gesellschaft werden kann. Der Entwicklungsprozess eines Indivi-
duums, sein Bildungsweg bleibt bis heute ein fiihrendes Thema in der Literatur.

Wihrend des Prozesses der Selbstfindung entwickelt der jugendliche Mensch, infolge wach-
sender Einsicht in die eigenen Moglichkeiten und Grenzen, ein subjektives Gefiihl der persona-
len Identitat, ein Bewusstsein der freien Ubereinstimmung mit sich selbst als einem konsisten-
ten Ich. Nachdem er sich fiir einen bestimmten Lebensentwurf entschieden hat, erfiahrt er im
Fortschreiten der Zeit die Kontinuitait seiner Verhaltens- und Orientierungsmuster. Die perso-
nale Ich-ldentitit ist als rein formale Zielbestimmung des Bildungsprozesses des jugendlichen
Menschen zu begreifen, da sie mit zahlreichen geschichtlichen Inhalten vertraglich istt9l, Der
Bildungsprozess des Individuums durchliuft eine irreversible Folge von komplexen Entwick-
lungsphasen, wobei jede hohere ,,Stufe* die vorhergehende voraussetzt. Dieser Prozess voll-
zieht sich in der Regel krisenhaft, woraus folgt, dass ldentititsbildung durchaus misslingen
kann. Die Richtung des Bildungsprozesses zielt auf zunehmende Selbstindigkeit des Ichs gege-
niiber den determinierenden Michten von Natur, Gesellschaft und Kultur, auf eine Miindig-
keit, die an der wachsenden Fahigkeit des einzelnen zu individuellen Problemlssungen sich-
thar wird?92,

Der jugendliche Mensch gewinnt seine personale ldentitit in der Regel am Ende der Rei-
fungskrise der Adoleszenz. In der Adoleszenz vollzieht sich der primire Prozess der ldentitéts-
suche, indem der Jugendliche verschiedene soziale Rollen gleichsam experimentell erkundet,
sich reflektierend allgemeiner Handlungsmaximen versichert und in der Auseinandersetzung
mit gesellschaftlichen Normenerwartungen sich fiir einen Existenzentwurf entscheidet, der un-
ter Umstianden sein ganzes kiinftiges Leben bestimmen kannt9s,

Seit dem 18. Jahrhundert bedeutete Bildung stets Entwicklung zur Humanitét, in jeder Epo-
che werden die Inhalte der Humanitit neu definiert. Der Begriff ,,Humanitit” bezeichnet die
allgemeine Menschenliebe, Mitmenschlichkeit und Nichstenliebe. Es ist keine Beschreibung
dessen, was menschlich (also eine tatsachliche Eigenschaft des Menschen) ist, sondern eher des-
sen, was wiinschenswert (und somit noch nicht erreicht) ist. Die Zielbestimmung der Mensch-
werdung war und ist durch einen Charakterbegriff gekennzeichnet, der den einzelnen einer
sittlichen Verantwortung unterstellt, der eine spannungsvolle Balance zwischen den Bediirfnis-
sen des Individuums und den Normerwartungen der Gesellschaft herstellt. Nach Koselleck
sind idealtypische Grundziige im prozessualen Weg der Selbstfindung enthalten, der iiber die
aktive Selbstreflexivitit zu personaler Identitit als Bedingung der Autonomie des Individuums
fithren kanni%4. Ahnliche Ansitze finden sich bei Jacobs, der meint,dass das Individuum ,,als
selbstiandige, mit originiarer Spontanitit ausgestattete Grofse* in der Gesellschaft anerkannt ist.

191Buck, 1984, S. 151.
192Blankertz, 1978, S. 67.
193rikson, 2002, S. 137.
194Conze et alii, 1995, S. 100.
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Das Verstandnis der Individualitat griindet in der Annahme vom Recht des Einzelnen auf
Selbstentfaltung und -verwirklichung.

Die erste Erwahnung tiber die innere Progression und den individuellen Entwicklungsgang
des Protagonisten findet man in Friedrich von Blanckenburgs ,,Versuch iiber den Roman*
(1774), in dem gefordert wird,dass die Handlung sich auf ,,die Begebenheit einer Person* kon-
zentrieren solle%, Als eigentlicher Gegenstand des Erzihlens wird die ,,innere Geschichte* des
Helden1%, die Entwicklung seiner ,,Denkungs- und Empfindungskrafte“197 erkannt, die zu ei-
nem innerlich notwendigen ,,Beruhigungspunkte® zu fiihren ist1¢8, Der Bildungsroman soll das
Wertungsvermogen und ,,die Empfindungen des Menschen bilden®19,

Karl Morgenstern hat gegentiber Blanckenburg keine neuen Strukturelemente entdeckt. Er
formulierte die Thematik der Entwicklung einer jugendlichen Zentralfigur recht eindringlich:
,Bildungsroman wird er heifsen diirfen [...], weil er des Helden Bildung in ihrem Anfang und
Fortgang [...] darstellt“200, Morgenstern prazisierte auch das Kompositionsprinzip der funktio-
nalen Zuordnung der Figuren und Raume auf die Zentralgestalt hin: der Bildungsroman zeige
,.Die Menschen und Umgebungen auf den Helden wirkend und die darzustellende allmihliche
Bildung seines Innern uns erklarend*201,

Mit Wilhelm Dilthey setzte die literaturwissenschaftliche Theoriebildung der Romangattung
unter dem Terminus des Bildungsromans ein. Dilthey préazisierte diesen auf der Basis der har-
monisierenden organologischen Bildungsidee der Goethezeit. Er bestimmte als Zielpunkt der
dargestellten Entwicklung des Protagonisten, dass dieser ,,sich selber findet und seiner Aufga-
be in der Welt gewiss wird.“202, damit war als gattungsspezifische Thematik die Suche eines
jungen Menschen nach seiner personalen Identitit erkannt. Dilthey bezog sich bei seinem Defi-
nitionsversuch auf ein Textkorpus, das der friithen Romantik entstammte. Er begriff jene Zeit als
eine ,,Epoche innerer Bildung®, in welcher das Individuum Staat und Gesellschaft als ,,fremde
Gewalt* erfahren habe20s,

Jiirgen Jacobs geht in seiner Studie von Goethes Paradigma aus und gelangt so zu der Fest-
stellung, der Bildungsroman zeige ,,die Tendenz zu einem harmonischen Zustand zwischen
Individuum und Umwelt*“204, Jacobs relativiert ,,solche Versshnung zwischen Ich und Welt* am
Schluss seines Buches, wo er einschrinkend bemerkt, die Realitit diirfe dem Protagonisten zu-
letzt nicht ,,vollkommen fremd, sinnlos oder feindlich* erscheinen20s.

Rolf Selbmann versteht den Bildungsroman als historische ,,Romanart oder -gattung‘206, Er
versucht, die Bildungsromane der Romantik als antiklassische ,,Gegenmodelle” zu begreifen.
Als weiterfiihrend erweist sich seine Anregung, die ,,Antibildungsromane* als ,,eigenstindige
Verarbeitungen spezifischer Bildungsvorstellungen* zu verstehen207?. In der Tat ist diese Varian-
te der Romanart etwa so alt wie der Bildungsroman selbst. Sie fungiert als kritisches Korrektiv
der in den Bildungsromanen gestalteten jeweiligen Leitbilder. Im Antibildungsroman wird in
parodistischer oder satirischer Weise eine Bildungsgeschichte erzihlt, die ,,zu Fehlbildungen
filhrt und dem Helden verloren geht*208,

195Blankenburg, 1965, S. 324.
19%EDbd., S. 387.

197Ehd., S. 395.

1%8Jacobs, 1972, S. 301.
199Blankenburg, 1965, S. 435.
200 smmert, 1988, S. 257.
201Ehd., S. 256.

202Djlthey, 1924, S. 393.
203Ehd., S. 394.

204Jacobs, 1972, S. 15.
205Ehd., S. 272.

206Selbmann, 1984, S. 38.
207Selbmann, 1984, S. 40.
208Ehd., 1984, S. 40.
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Den grofsten Beitrag zur Forschung des deutschen Bildungsromans hat Gerhart Mayer geleis-
tet. In seinem Buch ,,Der deutsche Bildungsroman* versucht er eine Reihe von den deutschen
Romanen zur Romangattung ,,Bildungsroman* einzuordnen, er schreibt, dass die Pramisse des
Bildungsromans die Idee der Bildsamkeit des Individuums ist,dessen Fahigkeit,sich wihrend
der Jugendzeit und Adoleszenz in Auseinandersetzung mit den Anforderungen der Umwelt
zur personalen Identitit, zum Bewusstsein der Konsistenz und Kontinuitit des Ichs zu entwi-
ckeln20s, Daraus ergibt sich als zentrale Thematik der Romanart die erfolgreiche Suche eines ju-
gendlichen Protagonisten nach existenzsichernden Orientierungsmustern, nach Bestimmung
seines gesellschaftlichen Standortes. Diese Suche stellt sich als eine krisenhafte innere Progres-
sion dar, die in der Regel mit dem Eintritt in die Welt der Erwachsenen, mit der Selbstfindung
ihren vorlaufigen Abschluss findet. Die innere Progression des Helden kann sich nur mittels
einer zeitlichen Progression narrativ verwirklichen. Die Handlungsgegenwart, in der sich der
heranwachsende Protagonist bewegt, ist chronologisch geordnet, d.h. die einzelnen Phasen der
Progression zeigen eine irreversible Abfolge. Der zielgerichtete Prozess des sich selbst suchen-
den Helden endet in der Regel in der subjektiven Erfahrung gewonnener Ich-ldentitit. Die
Selbstfindung setzt im Prozess der inneren Progression eine deutliche Zasur, die sich in der
subjektiven Befindlichkeit des Protagonisten dufiert. Jetzt hat er eine bestimmte Verhaltensdis-
position und Gerichtetheit gewonnen, eine Grundhaltung, die auch die Entscheidung fiir ge-
wisse sittliche Normen und humane Wertvorstellungen einschliefst. Der Held hat sich ein indi-
viduell bestimmtes Weltverhaltnis erarbeitet, das aus der Erkenntnis der eigenen Moglichkeiten
und Grenzen sowie der Einsicht in die notwendigen Widerspriiche zwischen Ich und Gesell-
schaft resultiert. Der Protagonist ist eine Zentralgestalt, der die tibrigen Figuren funktional zu-
geordnet sind. Sie reprisentieren teils die relevanten Lebens- und Erfahrungsbereiche seiner
inneren Progression, teils spiegeln sie seine Wesensart. Um den Romanhelden geschieht alles,
er ist der Reprasentant der Bildsamkeit. Durch die Reaktionen gewinnt er Profil, daher entbehrt
die Fabel des Bildungsromans der spannungsreichen Aktion seitens des Helden. Der Erzihler
erscheint didaktisch motiviert, auf Leserlenkung bedacht. Er bemiiht sich um klare Ubersich-
tlichkeit des Romanbaus und gibt dem Leser nicht selten Verstiandnishilfen, etwa durch Vorre-
den, Kapiteliiberschriften, wertende Kommentare und generalisierende Reflexionen. Der Er-
zahler verkiindet sein humanes Leitbild mit entschiedenem Anspruch auf exemplarische Ver-
bindlichkeit, indem er den musterhaften Protagonisten zu gewissen sinnstiftenden Orientie-
rungsmustern finden lasst. Dadurch liefert er dem Leser ein Identifikationsangebot, das diesen
zur Reflexion iiber die eigene Person und deren Verhiltnis zu Umwelt und Tradition aufruft.

Die besondere Eigentiimlichkeit des Bildungsromans als eine Dichtungsart ruht in einer fes-
ten Zielsetzung, zu der Wachstum, Erziehung und Bildung hinzufiihren suchen. Der realisti-
sche Roman tiiberzeugt von der Moglichkeit einer vollkommenen Entfaltung der natiirlichen
Anlagen des Menschen. Der Roman des 18. Jahrhunderts fiihrt zur Verkiindigung eines Ideals,
dessen Sinngebung durch die Aufgabe des Lebens bestimmt ist. Der Wille zu einer Lebens-
kunst,zur Pragung der Personlichkeit steigert sich zur verklirten Darstellung einer hsheren
Form des Menschentums, die als ein Sollen der Realitit des menschlichen Daseins gegeniiber-
gestellt wird, und diese Zielsetzung gipfelt in einem geradezu religiosen Glauben an die men-
schliche Existenz, der getragen ist von der Uberzeugung, dass der Mensch aus eigener

Kraft sich bereits im Diesseits erlosen kann, dass es ihm gelingt, schon auf Erden einen Zu-
stand menschlicher Vollendung zu erreichen. Ich, Gott und Welt betrachtet man als eine wohl-
gegliederte Harmonie und alle sozialen Ordnungen erscheinen ausgeglichen. Daraus ergibt sich
ein Zustand, der, christlich gesehen, nur im Stadium der jenseitigen Erlésung denkbar ist. So
kann der idealistische Bildungsroman einen Ausblick in eine diesseitige Erlosungswirklichkeit
geben, in der die Spannungen und Widerspriiche des realen Lebens aufgelost scheinen. Die
Verwirklichung des Erlosungsgedankens im Diesseits als eines Zustandes,in den der Mensch
durch Vollendung seiner Existenz aus eigener Kraft zu gelangen vermag,konnte tiberhaupt als
moglich gedacht werden, sobald der Mensch véllig auf sich selbst gestellt war. Diese Problema-

209Mayer, 1992. S. 19.
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tik haben grofse Dichter wie Wolfram von Eschenbach und Grimmelshausen in ihren Bildungs-
romanen vorbereitet. Obwohl das kirchliche Weltbild des Mittelalters und des Barocks einer
solchen weltlichen Zielsetzung entgegenstand, so ist damit bereits angedeutet, wie sehr diese
Idee im Wesen des deutschen Bewusstseins verwurzelt ist. Die Vorstellung von einer Vollen-
dung des Menschen und einer irdischen Paradiesesstufe wechseln aber mit der Weltanschau-
ung der Verfasser und der Zeiten. Die Geschichte des Bildungsziels im Rahmen der Bildungs-
romane ist ein Ausschnitt aus der deutschen Geistesgeschichte.

Der deutsche Bildungsroman ist eine Sonderform des Entwicklungsromans, eine Gattung,
die sich durch ihre Grofiartigkeit, Zielstrebigkeit und Mittelpunktsbedeutung von den anderen
europdischen Romanen unterscheidet. Dieser Roman stellt das menschliche Werden unter dem
Gesichtspunkt spontaner Eigenkraft, Selbsttitigkeit und Eigengesetzlichkeit dar. Mit Bildung
ist nicht blofs der Weg zum Ziel, sondern zugleich das Ziel selbst gekennzeichnet. Gewiss ist die
Idee der Bildung nur in der Goethezeit in ihrer ganzen Tiefe erlebt worden. Winckelmann war
es, der als erster mit der unerhérten Kraft seiner sinnlichen Anschauungsweise diese von der
korperlichen Gestalt abgeleitete Bezeichnung auf geistige Phinomene tibertrug und sie zum
Mittelpunktsbegriff der Selbstgestaltung des autonomen Menschen erhob. Bildung erscheint
hier als Weg zum vollkommenen Gebilde, als Entfaltung eines blofs in der Anlage gegebenen
Urbildes. Durchbildung aller Anlagen und Krifte des Menschen zum geschlossenen Ganzen,
zum Mikrokosmos als Spiegel des Makrokosmos wird nun die Zielsetzung des Bildungsgedan-
kens. Zu dem Zustand organischer Vollkommenheit gehort naturgemass auch die ethische Vol-
lendungsstufe. Bildung im klassischen Sinne ist also zugleich Verksrperung des Wahren, Guten
und Schonen, ist Humanitit, Kalokagathia.

In den ,,Lehrjahren* von Goethe handelt es sich um die Darstellung eines deutschen Jing-
lings in den entscheidenden ,,Bildungs*“jahren. Erfiillt von phantastischen Traumen, tritt er ins
Leben. Auf dem Theater sucht er die Erfiilllung der Ideale, deren Verwirklichung er im Leben
nicht findet. Liebe und Freundschaft fordern seine Entfaltung. Erst nach bitteren Enttauschun-
gen reift er heran und wird langsam seiner selbst und seiner Aufgabe in der Welt gewiss. Es ist
eine Entwicklung von phantastischen Wirren und Stimmungen der Jugend zum reinen und
wahren ldeal der Selbstbeschrinkung und der Tat,vom egozentrischen Phantasieleben zum
wirklichkeitserfiillten Gemeinschaftsleben, vom Schicksalsglauben zur freien Entfaltung des
Charakters. Am Schluss des Werkes vermag der Held des Romans als vollendete Personlichkeit
zu erscheinen, die, in sich gefestigt, der Wirklichkeit gegentibertritt.

Die besondere Eigenart der ,,Lehrjahre* liegt aber darin, dass alle scheinbaren Zufilligkeiten
des Lebens sich sinnvoll der Leitidee eingliedern, dass alle Begebenheiten und Begeghungen
eine tiefere symbolische Bedeutung haben, dass also nicht eine beliebige individuelle Entwick-
lung vorgefiihrt wird, die Ausbildung einer Sonderform des Menschen fordert, sondern dass es
sich um eine organische Entfaltung handelt, die dem Streben jeder einzelnen Monade nach letz-
ter Vollendung, nach Ausweitung zu einer Totalitit entspricht. Selbstentfaltung der Personlich-
keit in festumrissenen Entwicklungsstufen, Verwirklichung der Existenz unter der Entwicklung
der Naturgesetze, Vollendung der Personlichkeit sind also die eigentiimlichen Leitideen, die
die ,,Lehrjahre Wilhelm Meisters* beherrschen.

Der mittelalterliche Roman wie Wolframs ,,Parzival“ kann als Vorlaufer des Bildungsromans
betrachtet werden, denn er bedient sich der Strukturelemente und der Entwicklungs- und In-
tegrationsgeschichte des Haupthelden als Thema des Bildungsromans. Parzival wichst auf der
Burg Soltane auf, ohne etwas vom ritterlichen Leben zu erfahren, und auch ohne eine entspre-
chende Erziehung. Nur dank der Beschreibung des Erzihlers hat der Rezipient zwei verschie-
dene Perspektiven auf die Handlung der Soltane-Szene: 1) Herzeloyde entschliefst sich zum
Riickzug von der Welt und der Armut,was verdienstvoll ist; 2) Aus der Sicht Parzivals ist diese
Handlung problematisch, denn sie schafft viele Schwierigkeiten fiir seinen Werdegang. Parzi-
val ist motiviert, sein eintoniges Leben auf der Burg zu verindern. Diese Selbstmotivation ,,Was
soll ich tun?“ bringt ihn zur neuen Erkenntnis seiner selbst. In der weltlichen Isolierung, weit
von der ritterlichen Welt, kann er sein Ich nur durch eine Beschéftigung zeigen, und durch die
Jagd der Vogel. Das schockiert die Mutter, an einem Tag fallen die Wiinsche der Mutter und
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des Sohnes nicht zusammen, sie geraten in Streit. Es ist klar, weil der Sohn die miitterliche Lie-
be bis zu einem bestimmten Alter unbedingt braucht, dann kommt die Zeit, in der der Sohn
seine mannlichen Fihigkeiten und Eigenschaften durchsetzen will, dafiir braucht er freie Bahn
und will nicht mehr an der Mutter hingen. Parzivals Mut, seine Laufbahn selbst zu gestalten,
sein Selbst zu erfahren ist lobenswert. Nur durch seine eigene Wirksamkeit kann er den Sinn
vieler Dinge begreifen. Die Rolle der Mutter bei Parzivals Selbstbestimmung in der Gesellschaft
ist gering. Die Mutter ist eine Vertreterin der asketischen Lebensweise, was fiir Parzival fremd
ist. Herzeloyde selbst hat in ihrem Leben Not, Leid, Liebeskummer erlitten, sie ignoriert die
weltliche Lebensweise, ihre Normen, Pflichten und Sitten. Die Wirklichkeit des irdischen Le-
bens assoziiert sie mit der gottlichen Vorausbestimmung ihres Sohnes, der fiir sie ein Kleinkind
bis zu ihrem Abschied bleibt. Man kann vermuten, dass Herzeloyde nicht in der Wirklichkeit
lebt, sie existiert, weil sie den Sinn ihres Lebens nur in ihrem Sohn sieht. Alles, was Parzival tut,
muss sie unter Kontrolle halten, sie hat nichts mit der Bildung zu tun, es ist nur eine grofie
Furcht vor der Zukunft und vor Parzivals Schritten in die Erwachsenheit. Parzival handelt nicht
nach einem bestimmten Schema, er ist ein ,,Naturkind®, das nur instinktiv handeln kann. So
findet er, ohne ritterliche Erziehung aufgewachsen, fiir sich eine Beschiftigung ,,Vogeljagd“,
die Teil der Erziehung junger adliger Schne ist, da die ,,Vogeljagd* im Mittelalter zu den
»Sportarten* gehort. Aber Parzivals erste Erfahrung erweist sich als ambivalent, denn das Ver-
stummen der Vogel bringt ihn zum Weinen [Pr. 118, 7-118, 10]. Er bereut sein Handeln-das To-
ten der Vogel. Das Motiv des VVogelgesangs weckt in Parzival den Wunsch des Aufbruchs, die-
ser Wunsch kann Herzeloyde nur Leid bringen. Die Szene mit den V6geln wird zur Stimme der
Sehnsucht nach der Vaterwelt, die ihm versagt ist. Das Erbe des Vaters regt sich in dem Kind,
der Erzihler erldutert: des twanc in art und sin gelust [Pr. 118, 28]. Gahmurets ,,art* ist von Sehn-
sucht nach Ritterschaft und nach Minne bestimmt. Diese Szene zeigt zwei Impulse, die Parzi-
vals Fahigkeiten entlarven:erstens erlegt Parzival wie ein ritterlich erzogenes Kind geschickt die
Vogel, zweitens dringt die ,,stieze* des VVogelgesangs in sein Herz und erregt ein erstes Minne-
verlangen in dem Kind. Parzival ist ein unerfahrenes Kind, er weifs weder Ritterschaft noch
Minne, er ist noch nicht imstande, seine Gefiihle zu beschreiben. Herzeloydes Reaktion ist ver-
standlich, sie hasst den Vogelgesang, sie versteht seinen Sinn, deshalb befiehlt sie ihren Jiagern,
die Vogel auszurotten, die ihrem Sohn das Leid bringen konnten. Parzival bittet die Mutter um
Schonung der Vogel, wodurch er sein Mitleid zu den Lebewesen zeigt, aber die Mutter beharrt
auf ihrem Befehl, weil sie sich vor der Gefahr fiirchtet. Ohnehin sind Herzeloydes Versuche,
ihren Sohn bei sich zu halten, vergeblich. Herzeloydes Jager konnen nicht alle Vogel toten. Par-
zivals Wissbegier und seine Ungebundenheit sind stirker als die Befehle der Mutter.

Fiir den Rezipienten ist es klar, dass Parzivals Bildung in den ,,Kindheitsszenen*“ mehr auf
Selbstbildung basiert ist. Die Mutter ist ein Hindernis in seiner weltlichen Bildung, es gibt keine
richtige Bildung in der falschen Realitit, in die die Mutter und ihre Umgebung versunken sind.
Diese kiinstliche Realitat kann einerseits fiir Parzival Nutzen bringen, indem er die Wirklichkeit
»rein“ wahrnimmt, wie sie ist, in der er auf seine eigene Art handeln kann, andererseits ent-
spricht dieses Handeln den Normen der Gesellschaft nicht und kann zu Irrtiimern fiihren. Par-
zivals Bildung in der Kindheitsepisode kann man sich anschaulich auf folgende Weise vorstel-
len:Der Knabe ist von grofSer Schonheit, physisch im Vollbesitz seiner Krifte, ihm eignet ein in-
stinktiver Drang und eine angeborene Fihigkeit zur Jagd?!°. Parzival ist in derselben Zeit fein-
fihlig, das zeigt seine Reaktion auf den Vogelgesang und die Totung der Végel. Er hat ein en-
ges Verhiltnis zu seiner Mutter und wendet sich mit allen Problemen und Fragen an sie. Er ist
wissbegierig und offen, alles, was fiir ihn unbekannt ist, will er erfahren und stellt immer direk-
te Fragen. Er vereint damit positive Anlagen und ein freundliches Leben. Trotz der unstandes-
gemifsen Erziehung verweisen hier schon Szenen auf seine ritterliche Bestimmung, z.B. seine
Fahigkeiten Hirsche und anderes Wild zu jagen, den Umgang mit dem Gabylot, seine Kraft
und seine Schonheit. Im Umfeld des idyllischen Lebens auf Soltane weifs der Junge sich zu be-
wegen, er wird bezeichnenderweise hier nirgends als ,,tor* oder ,,tump* bezeichnet.

210l smmert, 1988, S. 243.
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Seine ,,tumpheit* erscheint als Charakteristikum beim ersten Kontakt mit der ritterlichen
Welt. Das Fehlen der Information iiber das Rittertum bringt ihn ins Gedrange. Die miitterliche
Erziehung, die von der Dichotomie Weifs-Schwarz, Himmel-Holle, Gott-Teufel gepragt ist,gerit
in Gefahr. Das Verhalten Parzivals ist in der Begegnungsszene mit den Rittern fiir den Rezi-
pienten inadiquat und rithrend zugleich. Die drei Ritter verhalten sich gegeniiber Parzival
nicht hoflich, sie lachen ihn aus und finden sein Betragen ,,toerisch®. Nur der Ritter, Karnah-
karnanz, der prichtig geriistet auftritt und sich nach dem Grund fiir den Aufenthalt erkun-
digt,bemerkt bei der Begegnung mit Parzival seine Schinheit. Parzival wiederholt im Gesprich
mit Karnahkarnanz seine Bitte um Hilfe viele Male. Er ist von dem Glanz der Riistung und des
Wahrgenommenen so geblendet, dass er nicht situationsadidquat handeln kann, er kann die
Fragen nicht deutlich beantworten. Hier wird er als fil li roy Gahmuret apostrophiert. Der Rezi-
pient vergleicht den souverinen Umgang Gahmurets mit Fragen der Etikette und Parzivals Un-
fahigkeit, sich ritterlich zu benehmen. Die Diskrepanz zwischen zugedachtem Status in der
Welt und Erziehung werden in dieser Szene deutlicher. Karnahkarnanz zeigt seine Toleranz
und sein Verstandnis, er erklart Parzival, dass er nicht Gott sei, aber gerne seine Gebote befolge;
sie seien Ritter [Pr. 122, 29-123, 2]. Parzivals Frage ,,was sei das?“ hat die gleiche Struktur wie
die Frage nach Gott. Die zweite Frage ,,wer git ritterschaft” [Pr. 123,4 -123, 6] enthilt ein Ele-
ment der Reflexion: Er hat schon tiber Gott und seine Allmacht von seiner Mutter erfahren, die
behauptet, dass die Ritter nicht identisch mit Gott seien, so geht Parzival davon aus, dass das
Rittertum einer anderen Macht entstammt. Parzivals Schonheit ist ein Ausweis seiner ritterli-
chen Bestimmung und seiner ritterlichen Abstammung. Der Erzihler vergleicht seine Schonheit
mit der aller Minner seit Adams Zeiten [Pr. 123, 13-123, 18]. Diese Bemerkung lasst sich als
Hinweis lesen, dass Parzivals Schonheit einerseits auf die ritterliche Bestimmung verweist, an-
dererseits auch auf seine Erwihltheit?!l, Die Abschiedsrede von Karnahkarnanz: ,,der fiirste
sprach’got hiiete din./6wi wan waer din schoene min!/dir hete got den wunsch gegebn,/ob du
mit witzen soldest lebn./diu gotes kraft dir verre leit.* [Pr. 124, 17-124, 21] beweist erneut seine
tiefere Einsicht in die Besonderheit des Knaben, und seine Einschiatzung bildet einen wesentli-
chen Baustein fiir die Sicht der Leser auf den Helden. Das Treffen mit den Rittern ist ein neuer
Impuls fiir die weitere Entwicklung. Seine kindlichen Fragen und seine Naivitit sind erstaun-
lich, aber sie bringt ein Ergebnis. Parzival versteht Karnahkarnanz® Worte auf seine kindliche
Weise. Er muss glauben, dass man nur zu Artus gehen muss, dort Ritterschaft verliehen be-
kommt, um in der Folge gegen jeden zu kiampfen, der einem geriistet gegeniibertritt. Der ethi-
sche Hintergrund von Karnahkarnanz® Handeln gelangt nicht ins Bewusstsein des Kindes, das
auf die dufsere Erscheinung fixiert ist und in dieser Fixierung durch die Worte des Ritters besti-
tigt wird: Ritter ist,wer eine Riistung tragt und kampft,so konnte man zusammenfassen.

Als Herzeloyde tiber das Treffen mit vier ,,man/noch liehte dann got getan* [Pr. 126, 9] er-
fahrt, fallt sie in Ohnmacht. Der Sohn ist entschlossen, bei Artus Ritterschaft zu erwerben. Hier
entsteht die Konstellation zwischen Herzeloydes Gotteslehre und Parzivals Entschluss, Ritter
zu werden. In der Begegnung mit den Rittern ist die Verwechslung dieser mit Gott komisch
und tragisch zugleich. Die falsche Gottesvorstellung Parzivals wird ihn in einen tiefen Konflikt
mit Gott fithren, der aus Parzivals Sicht, nicht fiahig ist, ihm einen Ausweg in den schwierigen
Situationen zu zeigen. Er glaubt spiter, dass seine Berufung zum Gralskénig wegen seiner rit-
terlichen Taten erfolge, aber dieser Gedanke ist irrefiihrend.

Die Bildung Parzivals in den ,,Kindheitsszenen* ist durch die ,,dusere* Bildung gekenn-
zeichnet, die ,,innere* Bildung ist mit Parzivals Religiositit, mit seiner Treue und mit seiner Fi-
higkeit, die Fehler zu gestehen,verbunden. Die letzte wird in der Kindheitsszene nicht vorge-
fiihrt.

Die Vaterfigur Gahmuret spielt eine wichtige Rolle in der Sozialisation Parzivals. Es ist be-
kannt, dass im Mittelalter der Vater als fiihrende Person auftritt, gleichzeitig ein Herrscher und
ein Haupt der Familie ist. Obwohl Gahmuret an der Erziehung des Sohnes nicht teilnimmt, erbt
Parzival von ihm die wichtigsten Eigenschaften und Tugenden wie Tapferkeit, Tiichtigkeit,

211Blankertz, 1978, S. 44.
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Furchtlosigkeit, Entschlossenheit, Stirke, Mannlichkeit, Freigebigkeit, Christlichkeit, Begabung
fiir Kriegskunst und den in den Kriegen erworbenen Ruhm des Vaters, was fiir jene Zeit ein
Ehrenzeichen bedeutet, z.B. bei der Beschreibung des ersten ernsten Kampfes vor Pelrapeire
nennt der Erzihler Parzival den Sohn Konig Gahmurets [Pr. 4, 97], der fihig ist, den Ruhm des
Vaters zu vermehren; im zweiten Kampf mit Clamide sieht man ,,Gahmuretes kint ninder
miiede an keinem lide* [Pr. 4, 213-4, 214]. Diese Worte sind ein Beweis dafiir, dass der Sohn
seines Vaters wiirdig ist. Die zukiinftige soziale Stellung Parzivals hiangt doch immer stirker
von seinen eigenen Leistungen ab, weil er erstens das lebendige Vorbild des Vaters verloren hat
und keine Verbindung zwischen Vater und Sohn vorhanden ist, zweitens nimmt Herzeloyde
eine egoistische Position der alleinerziehenden Mutter ein, die ihren Sohn vor den Fehlern und
Siinden, vor dem Tod bewahren will. Hier ist eine Kluft zwischen Vater und Sohn aufgerissen,
die nur dufSerlich betrachtet werden muss, denn der Sohn vergleicht sich selbst unterbewusst
mit dem Vater und folgt seinem Vorbild. Parzival hat keine Wahl, er muss die Leistungen sich
eigenverantwortlich selbst erarbeiten. Die Autoritit des im Zweikampf gestorbenen Vater ist
starker als die Warnungen der Mutter. Der Vater vertritt ein bestimmtes Wertsystem, eine Tra-
dition, die er an seinen Sohn weiter vermitteln wollte. Der Sohn soll das tiberlieferte Erbe wah-
ren und mehren und dabei vom Vater noch nicht erreichte Ziele erarbeiten. Es ist nicht ausge-
schlossen, dass Gahmuret in seinen Sohnen Parzival und Freirefiz eine Fortsetzung seines
Selbst, ein Weiterleben in seinen Sshnen sehen wollte.

Mit dem Verlust des Bindeglieds zwischen Vater und Sohn wird die soziale Absonderung
des Kindes von den Eltern und die Orientierung an Freundesgruppen wesentlich unterstiitzt.
Parzival hat seinen leiblichen Vater verloren, der sich um seine Aufzucht und Eingliederung in
die Gesellschaft kiimmern musste. Er muss als Halbwaise aufwachsen. Den Teil der Sozialisie-
rungsfunktion, den sonst der Vater innehat, muss in diesem Fall ein anderer iibernehmen. Die-
se Person kann ein Ersatzvater oder Freund sein, der die Verantwortung fiir den Jugendlichen
und seine Zukunft auf sich nimmt. Im ,,Parzival* treten zwei Fiihrergestalten auf, die die Rolle
des Vaters iibernehmen, Gurnemanz und Trevrizent. Sie versuchen, an den Halbwaisen ihre
Weltsicht und ihre Werte weiterzugeben, dadurch gerit Parzival unversehens in den Rang der
.Personlichkeit”. Die beiden ,,Erzieher* vertreten zwei verschiedene Weltbilder und Weltmus-
ter:Gurnemanz bringt dem Jungen die weltliche Bildung bei, Trevrizent ist fiir die religiose Bil-
dung Parzivals verantwortlich.

Gurnemanz ist fur Parzival Vermittler der Grundlage hofischer Bildung und ritterlicher
Ausbildung. Das Treffen mit Gurnemanz ist ein unausweichliches (deterministisches) Ereignis.
Der ,,Wilde* braucht Belehrung, seine Schonheit-die gottliche Gunst-, reicht nicht, um ein vor-
bildhafter Ritter zu werden. Nach dem wohlwollenden Empfang nimmt Gurnemanz Parzival
zur Messe mit. Er lehrt ihn einfache Grundsitze der christlichen Religion. Parzival assoziiert
Gott mit einer Lichtgestalt. Gurnemanz lehrt ihn, dass die Teilnahme am Opfer, die Abkehr
vom Teufel und das Kreuzzeichen sein Gliick vermehren konnen. Dieser neue religiose Bil-
dungsstand erweitert Parzivals Weltanschauung. Gurnemanz’ Lehren erfiillen von einem ge-
sellschafspadagogischen Standtpunkt aus genau die Bediirfnisse des ,,Wilden*. Gurnemanz in-
vestiert Material, Bildung und Zuneigung in Parzival und bringt ihn auf ein hoheres personli-
ches, moralisches und soziales Niveau. Parzival soll hilfsbereit und demiitig sein, rechtes Maf3
halten, nicht verschwenderisch sein, sich passend benehmen und dabei nicht viel fragen, Barm-
herzigkeit mit Kiihnheit vereinen, miannlich und gut gelaunt sein, Frauen hochschitzen, keine
Falschheit in der Liebe haben. Parzival erweist sich als ein ,,zu braver* Schiiler. Er betrachtet
die Lehre als Dogma und setzt jede Anweisung unreflektiert und stur wie eine Maschine um,
ohne dabei gesunden Menschverstand zu gebrauchen. Die Beherrschung des Ritterhandwerks
ist von Gahmurets Art, seine ritterliche Motivation auf Kampftrieb fiihrt ihn zu einem siegrei-
chen Helden. Es ist Gurnemanz™ Verdienst, der den unerfahrenen Jungen nicht im Stich lasst,
sondern seinen Bildungsstand erhoht.

Die fehlende religiose Bildung holt Parzival mit der Hilfe Trevrizents nach. Trevrizent warnt
Parzival vor Hass und Zweifel und zieht zum Vergleich das Schicksal Luzifers herbei [Pr. 463,
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4-463, 30]. Mangelndes Gottvertrauen wird mit Hollenqualen bestraft, wer Bufse tut und in Gott
vertraut, erlangt Gottes Gnade. Parzival soll Gott vertrauen, weil nur Gott ihn auf den richtigen
Weg und an das vorherbestimmte Ziel fiihren wird, was immer dieses Ziel auch sein mag.
Trotz seiner Treue habe Gott, so sagt Parzival, -ihm nicht geholfen. Seine schmerzlichsten
Sehnsiichte sind seine Frau und der Gral. Trevrizent beruhigt ihn: wegen der Sehnsucht nach
seiner Frau habe er keine Gottesstrafe zu befiirchten. Der Gral hingegen sei nur fiir die Men-
schen erreichbar, die dazu berufen werden. Dann weiht Trevrizent Parzival in die Geheimnisse
des Grals ein:der Gral ist ein Stein, der die Gralsritter speist, er macht unsterblich. Am Karfrei-
tag wird der Gral von einer Taube gestirkt, und auf ihm erscheinen die Namen der zum Gral
berufenen Kinder. Parzivals Gralsverstiandnis leitet sich aus seiner ersten Begegnung mit dem
Gral her, als er vollig auf sich selbst bezogen war und lediglich begriff, dass der Gral etwas mit
Wundern zu tun haben muss. Die zwischenzeitliche Verfluchung durch Cundrie und Sigune
haben ihm keine weitere Erkenntnis tiber den Gral verschafft, aufser der, dass er in den Augen
der Gesellschaft versagt hat. Nun 6ffnet Trevrizent ihm ein tieferes Verstandnis fiir den Gral,
seine Funktion und die dazugehsrenden Rituale. Er macht ihn auch mit den Bedingungen ver-
traut, die ein Mensch erfiillen muss, um den Gral zu finden. Nach Trevrizents Erzihlen iiber
den Gral und Anfortas Leiden fiihlt Parzival seine Schuld. Er schamt sich fiir seine Siinde gege-
niiber Anfortas und beichtet endlich seinen Besuch beim Gral. Er sieht sich als hoffnungslosen
Fall und bittet Trevrizent um Rat. Trevrizent rdt ihm, Mut zu fassen und nicht an Gott zu ver-
zweifeln. Trevrizent beurteilt Parzivals Versagen recht pragmatisch und hilt seine Verfehlun-
gen fiir wiedergutmachbar. Parzival ist am absoluten Tiefpunkt seines Prozesses der Bewuss-
twerdung angelangt. Er konnte an dieser Stelle ganz leicht in Bufse und Demut verharren bis an
sein Lebensende.Trevrizent fiihrt ihn aber auf einen anderen Weg. Er rit ihm, stets weiterzu-
lernen. Er ermuntert ihn, sein Herz mit Mut zu fiillen und nicht zu verzweifeln, hohe Ziele an-
zustreben und Verlorenes wiederzugewinnen. Damit Klart Trevrizent nicht nur die innere Be-
findlichkeit von Parzival, sondern nimmt auch entscheidend Einfluss auf seinen weiteren Wer-
degang. Trevrizents Lehre stiarkt Parzival. Die Fille von Wissen, neuen Einsichten und Werten
stattet Parzival mit massiv verbesserten Entscheidungsgrundlagen aus. Sein Verhalten wird nie
wieder so sein wie vorher. Auch wenn er weiterhin nur das tun wird, was er gelernt hat, weif3
er jetzt doch genug, um sich auch in schwierigen Situationen angemessen zu verhalten. Zum
Abschied rit Trevrizent ihm, sich Frauen und Priestern stets ehrerbietig zu zeigen. Trevrizent
hat Parzivals Bildung vervollkommnet. Durch die Absolution schafft er schlieslich die elemen-
tare Voraussetzung dafiir, dass Parzival vor Gott bestehen kann und auch den Gral finden
darf. Die von Trevrizent erworbenen Werte wie Erbarmen, unbeirrte Treue, absolute Liebe, un-
glaubliche Keuschheit helfen Parzival den Weg zum Gral zu finden.

Was Wolfram unter dem Bilde Parzivals symbolisch gegeben hat, ist eine letzte Uberhshung
des Menschenideals aus dem Geiste mittelalterlicher Weltanschauung: Die Vereinigung von
Weltstaat und Gottesstaat, von Menschlichem und Goéttlichem. Uber dem rein religiosen Men-
schen (Trevrizent) und dem weltfrohen Ritter (Gawan) wolbt sich bei Wolfram das Humani-
titsideal der staufischen Zeit: Der Gralsritter Parzival, zugleich gottnahe und weltfreudig. Und
damit zeigt Wolfram, wie man tiber das Irdische erhoben der Erde treu bleiben kann. In dieser
Zielsetzung wird man eine Vorbereitung des Bildungsideals der Neuzeit sehen kénnen. Dies
wird besonders in den Schlussworten der Dichtung deutlich: Wessen Leben so endet, dass die
Seele durch die Last des Leibes von Gott nicht weggepfindet wird, und wer doch bei hschster
Sittlichkeit in der Gunst der bunten Welt bleibt,der hat sinnvoll gerungen. Freilich setzt der Bil-
dungsgang Parzivals noch voraus, dass man zum Gralsrittertum berufen sein muss. Mit Willen
lasst sich die Gralsburg nicht erreichen, unbewusst kann es nur geschehen, und Gottes Fiihrung
ist die Voraussetzung. Wenn der Dichter aber andeutet, dass Parzival sich den Gral zugleich
selbst erstritten hat, so gewinnt die Mare zugleich allgemeinere Bedeutung. Auf diesem Grund
entwickelt sich ein Personlichkeitsideal, das den Gedanken organischer Bildung in sich schliefst.
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ELEMENTE SARBE IN SUBDIALECTUL SI LITERATURA DIN BANAT
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Rezumat

Mai multi factori au contribuit la apropierea lingvisticad a celor doud popoare — cel sdrb si cel roman. E vorba,
mai intdi de toate, de vecingtatea geograficd, istoricd si culturald a acestor popoare. Aceastd apropiere si explici
interferentele dialectale ale limbilor sdrba si romand.

Literatura din Banat cunoagte o dezvoltare specificd si intrd relativ tdrziu in literatura romand. Dupd pdrerea
mai multor cercetatori, literatura din Banat cunoaste trei nume mari: lon Popovici Bandteanul, Victor Vlad
Delamarina si Cassian R. Munteanu. In operele acestor scriitori, se intrebuinteazid multe elemente de origine sarbd,
care se intdlnesc gi 7n subdialectul vorbit in aceastd regiune, apropiatd teritorial de Serbia.

Sarbismele au intrat direct in subdialectul bandfean, facand deseori drum in el si turcismelor si germanismelor.

Abstract

There are mains factors such as geographical, historical and cultural proximity and others that have contributed
to the relationship of two peoples (Serbs and Romanians) from the linguistic perspective. This relationship explains
the dialectal reciprocity of the languages of these peoples and that of Banat (region).

The literature of Banat (region) develops in specific conditions and penetrates too late in Romanian literature.
According to some scholars, the following representatives lon Popovici Baindteanu, Victor Vlad Delamarina and
Cassian R. Munteanu have created the literary language of Banat (region). The works of the representatives of
Banat literature contain words of Serb origin.

The words of Serb origin have directly entered the language of Banat. Words of Turkish origin, as well as words
of German origin have penetrated the language by means of the Serbian language.

Influenta slava asupra limbii romane incepe sa se exercite foarte de timpuriu, inca in faza
limbii romane comune, si continua dupa aceea pana in Evul Mediu. Aceasta influenta este
conditionata de o serie de factori de ordin istoric, geografic, politic si social-cultural. Datorita
apropierii geografice si imprejurarilor istorice, cele doua limbi ajung foarte de timpuriu in
contact, inca in faza de formare a lor. Opunandu-se, impreuna cu celelalte popoare balcanice,
fortei Imperiului Otoman, sarbii si romanii sunt insufletiti de aceleasi idealuri si interese care ii
unesc. Este cunoscut cd, dupa ocuparea Serbiei de catre turci, in Principatele Romane, dar, mai
cu seamd, in Muntenia, s-au instalat cu traiul oameni de origine sarba, printre care carturarul
Gavril Urikovié, calugarul Nicodim, Atanasie Crimca, tipograful Macarie si scriitorul Grigore
Tamblac. Mai tarziu, in cadrul Monarhiei Habsburgice, sarbii voivodineni si romanii banateni si
ardeleni se asociaza sub egida mitropoliei din Sremski Karlovci pentru a se opune catolicizarii.
Aceastd situatie se mentine mai mult de un veac, pana spre sfarsitul secolului al XIX-lea, iar la
1864, cele doua biserici se separa. Pana in acest an, aceste biserici traiesc in comunitate ierarhica,
ceea ce se resfrange si asupra lexicului, legat de cultul religios si nu numai.

Unul dintre primii cercetdtori care s-a ocupat de problema unitatilor de origine sarba in
limba romana a fost scriitorul sarb Jovan Sterija Popovié¢ care, pe langa alte limbi straine,
cunostea si limba romana2i2, Ca raspuns la exagerarile comise de latinisti, care subapreciau
rolul elementelor slave in limba romana, Jovan Sterija Popovic¢ scrie, la 1826, articolul ,,Sta Vlasi
o Serbljima misle” [,,Ce gandesc vlahii despre sarbi” — V.P.], iar, mai tarziu, un articol mai
amplu cu titlul ,,Re¢i srpskoslavenske u vlaskom jeziku” [,,Cuvinte de origine slava/sarba in
limba valaha” — V.P.]. In aceste lucrari, autorul sustine primul cd, in limba romana literars,
elementele slave sunt de neinlocuit si aduce multe exemple in acest sens. Mai tarziu, afirmatia
este acceptata in unanimitate de toti cercetatorii de limba romana. In baza ,,Lexiconului de la
Buda” si propriilor cunostinte de limba romana, Jovan Sterija Popovié¢ intocmeste o lista de 1062
de unitati de origine slava, prezente, dupa parerea lui, in limba romana. Cercetatorul afirma ca,
in limba romana, elementele slave sunt foarte vechi.

De elementele slave in limba romana se ocupd, dar cu mai multd competenta decat Jovan
Sterija Popovié, si filologul Franz Miklosich, care, in anul 1861, scrie cartea ,,Die slavischen
Elemente im Rumunichen”, in care expune ideia existentei imprumutului slav in romana.

212F|ora, 1968, p. 235.
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Astazi, toti cercetatorii de limba romana accepta ideia ca imprumuturile slave sunt prezente
in limba romana si aceasta in toate domeniile. Se afirma ca limba romana poseda circa 2955 de
cuvinte de baza de origine slava, care, la randul lor, au dat nastere la 4214 de derivate2:3. Din
acest numadr impunator, doar 191 de unitaiti ar fi de origine sarba si 133 — de origine croats,
sustine O. Densusianu?i4. Dupa I. A. Candrea?!s insa, in limba romana contemporana ar fi chiar
1170 de unitati de origine sarbd, dintre care multe in dialecte si subdialecte. Dupa cum o
confirma si alti savanti, cele mai numeroase unitati de origine sarba se intalnesc in graiurile
banatene si nu in limba literard romana, ceea ce este si firesc, avand in vedere traiul in comun a
sarbilor si romanilor in Banat. Convietuind timp de mai multe secole pe teritoriul banatean,
graiurile reprezentantilor celor doua popoare s-au influentat si intrepatruns. Confirmarea
acestui fapt o putem gasi inca in lucrarea ,,Palia de la Orastie2!6, aparuta in 1582 si redactata in
graiurile banatene de sud-est, si lucrarea ,,Dictionarium valachico-latinum”, aparuta in sec. al
XVll-lea.

Subdialectul banatean a fost studiat de-a lungul timpului de multi invatati, printre care Emil
Picot2t7, folcloristul Enea Hodos, B.P. Hasdeu?2:8, Gustav Weigand?219, |.A. Candrea, Radu Flora220
s.a. Dupa aparitia ,,Atlasului Lingvistic al Romaniei” (A.L.R.), s-a redactat si un atlas lingvistic
regional, din seria ,,Noul atlas lingvistic pe regiuni’22, Acesta din urma cuprinde si ,,Harta
lingvistica din Banat”, care inregistreazd sarbisme in sud-vestul teritoriului dacoroman, in
judetele Timis, Caras-Severin, sudul judetului Hunedoara (nordul face parte din aria criseana),
sudul judetului Arad, pana la Mures (nordul este in aria criseand), precum si in provincia
autonoma Voivodina (Banatul Sarbesc) (in spatiul cuprins intre Morava si Timoc, in patru
judete: Craina, Timoc, Morava si Pojarevac din nord-estul Serbiei). Pana la Pacea de la
Versailles si Trianon (1919-1920), teritoriul din provincia Voivodina se afla intr-o singura
regiune, impreuna cu cealalta parte a Banatului, avea populatia majoritar romaneasca si facea
parte din Austro-Ungaria. Dupa primul razboi mondial, dezmembrarea Imperiului Austro-
Ungar si fixarea granitelor statelor moderne din Balcani, teritoriul de peste Dunare a ramas in
afara granitelor Romaniei. Astazi, graiurile romanesti din Banatul sarbesc cunosc o puternica
influenta sarbeasca si o indepartare de la normele literare ale limbii romane?22,

Dintre compartimentele limbii, influenta limbii sarbe asupra limbii romane se rasfrange, in
primul rand, asupra foneticii si lexicului, iar, mai putin, asupra morfologiei si sintaxei. Astfel,
una dintre caracteristicile de baza ale subdialectului banatean, palatalizarea consoanelor, este
pusd, in mare masurd, pe seama influentei limbii sarbe. lotul in unitatea jakna (jachetd) (sarb.
jakna), desi este o tendinta generald a limbii romane, in graiurile banatene, se prezintd ca un
fenomen independent si denota o influenta nemijlocita a limbii sarbe. Dupa Emil Petrovici?, in
subdialectul banatean, prin influenta sarbeasca, au intrat unitatile: uici (nene), sarb. ujka, c¢ika;
golumb, goldmb (porumbel), sar. golub; mereu, mirieu, mirieuas ,,lent, incet* si a piscura ,,a ciupi.
Romulus Todoran??* adauga la acestea si unitdtile iorgan (plapumad), sarb. jorgan; cdsap

213ibidem, p. 261.

214Densusianu, apud Gamulescu, 1971, p. 43.

215care a incercat sa intocmeascd un ,,Atlas lingvistic al Banatului”, ramas insa nepublicat din cauza
pierderii unor date, dar ale carui concluzii se gasesc in articolul siu ,,Constatiri in domeniul
dialectologiei” [Candrea, 1923], la care si facem referinta aici.

216E vorba de o traducere a ,,Vechiului Testament”, facuta de Serban, fiul Coresi.

217Consulul francez la Timisoara, oras care se afla atunci in Austro-Ungaria.

218fn lucrarea »-Magnhum Etymologicum Romaniae”, articolul ,,Banat”.

29Autorul primului ,,Atlas lingvistic al limbii romane”, WLAD, Leipzig, 1909.

220Autorul lucrarii ,,Rumunski banatski govori u svetlu lingvisticke geografije”, 1971, insotita de 44 de
harti.

21, Noul atlas lingvistic pe regiuni”, Banat, I, 1980 (harti de la 1-156), 11 1997 (h. 156-401), elaborat
de un colectiv format din Petru Neiescu, Eugen Belteky, lon Faiciuc si Nicolae Mocanu.

222Existd, mai ales dupa 1989, numeroase asociatii culturale care se straduiesc sa faca o mai mare
apropiere a Banatului sarbesc de cultura si civilizatia romaneasca.

2233pud Gamilescu, 1971, p. 34.

224ibidem.
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(macelar), sarb. kasap; farbi (vopsea), sarb. farba; piparcd (ardei), sarb. paprika. Tot in Banat, se
mai intdlnesc si cotardfd, cotdrifd (cos), sarb. kotarica; iorgovan (floare de liliac), sarb. jorgovan;
tiglar (tamplar), sarb. tisler; credenf (dulap), sarb. kredenac, gdigand, cdiganad (omletd), sarb. kajgana;
gost (musafir), sarb. gost, blaga (bogatie), sarb. blago; covaci (fierar), sarb. kovac.

Pe langa elementele lexicale sarbe, in graiurile bandtene, mai intalnim numeroase turcisme,
apoi elemente de origine maghiara si germana. Se considera ca toate aceste unitati au patruns in
romana din sarba. Aici, se numara, de exemplu, turcismele bags, bunar ,put”, gdigand, zditin
,»,ulei“225; unitatea maghiara sagdrt ,,cumnat si germanismele farbd, snaiddr, tisldr, paor (< Bauer),
rdipielf, frustuc, credent, piglais ,,fier de calcat®, a dinstui ,,a fierbe mancarea inabusit, la foc mic*,
spais ,,camara®, supd ,,sopron“. Dupa cum o demonstreaza o serie de cercetari in domeniu, cele
mai vechi si mai frecvente sunt, in acest caz, imprumuturile din turca (indirect, prin limba
sarbd), dat fiind ca turcii au stipanit aceste meleaguri aproape 200 de ani si limba turca a
influentat, mai cu seama, limba sarba. Influenta maghiara asupra limbii sarbe si, respectiv,
asupra celei romane, este mai slaba.

Literatura banateana se incadreaza tarziu si greu in literatura romand. Aceasta situatie este
motivata de faptul cd, dupa Unire, centrul cultural bandtean devine Timisoara, destul de
instrainata de vechile centre culturale, Lugojul si Oravita. Abia mai tarziu, Banatul este ajutat in
mod evident de capitald, datorita carui fapt scriitorii banateni parasesc pozitiile patriotismului
local si se incadreaza in marea familie a literaturii romane.

I. Suciu imparte evolutia literaturii banatene in cateva epoci principale: Epoca vechii
literaturii banatene (1582-1700), Renasterea (1808—1850), Epigonii, Creatorii (cu Gheorghe Bacu
si cu lucrarea acestuia ,,Doina lui Lucaciu™) si Istoriografia, in care I. Suciu se include si pe
sine2?6, Limba literara bandteana este insa creatd de trei reprezentanti ai sdi: lon Popovici
Banateanul, Victor Vlad Delamarina si Cassian R. Munteanu, dintre care niciunul nu a ajuns
pana la varsta de 30 de ani, neputandu-se, astfel, realiza pe deplin in literatura. Ceea ce s-a scris
pe aceste meleaguri inaintea acestei perioade nu s-a ficut intr-o limba literard propriu-zisa,
deoarece, dupa cum scrie Victor Vlad Delamarina intr-o scrisoare catre un prieten, ,,obiceiurile
si viata meseriasilor nu pot fi descrise decat in limba pe care o vorbeau acestia”2?’. Autorul a
crescut printre ei si a auzit, pe la targuri, graiul lor autentic, pe care, mai tarziu, il reda in
nuvelele si schitele sale, care au un pronuntat caracter autobiografic.

Si in lucrdrile in proza ale lui lon Popovici Banadteanul, intalnim unitati ale subdialectului
banatean, care sunt de origine sarba: burd=ceatd, sarb. bura; lorn=frant, sarb. lomiti (a frange);
vadrg=galeata, sarb. vedro; a se razni=a se separa, sarb. razno (diferit); a opdci=a impiedica, Sarb.
opaciti (a se corupe). Numele personajelor din proza acestui scriitor denota ca sarbii si romanii
traiau si munceau impreuna. Astfel, pe unul dintre ucenicii maistorului Dinu il cheama lota, pe
un alt opincar — Burencea, iar pe altul - Costa. Prietenii maistoritei Veta sunt sarbi din
Timisoara, domnul si doamna Naraschievici. Pe vaduva din schita ,,Dupa un an de jale” o
cheama Lenca, deci, poartd un nume slav. In schita de factura romantica ,,D-ale tineretelor”,
elementele lexicale sarbe, prezente in celelalte lucrari in proza, lipsesc cu desavarsire. De
asemenea, in putinele poezii pe care ni le-a lasat lon Popovici Banateanul, influenta limbii sarbe
este aproape absenta. Faptul este intrucatva explicabil, dat fiind c4, in lirica poetului, se simte o
puternica influenta eminesciana.

Pe langa unitdtile de subdialect banatean, in lucrdrile lui lon Popovici Banateanul, se
intalnesc si unitati deja canonizate de limba romana, unitati care provin din limba sarba: nirav =
narav; obraze (e vorba de opinci); ndimitor (lucrator angajat cu ziua) etc. De rand cu acestea, se
intalnesc si turcisme cu ,,amprenta” sarba: zdinat, orticit (intovarasit), sdgdrt (ucenic), rdchie etc.,
maghiarisme pastrate intact (grofita, creitari, satrd etc.) sau transformate partial: chinez (primar),
magh. kenez; imburda (a risturna), magh. borda; germanisme: birt, maistorifi. in buni parte,
aceste unitati pot fi intalnite si in lucrarile lui Cassian R. Munteanu.

225Dupa unele aprecieri, 1/5 din cuvintele sarbe, imprumutate de graiurile romanesti din Banat sunt
de origine turceasca [Gamulescu, 1971, p. 125].

226Suciu, 1940.

227Banateanu, 1942,
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in limba pe care o vorbesc meseriasii lui lon Popovici Banateanul, intalnim si o serie de
calcuri lingvistice din sarba. Birtasul ii ureaza lui Sandu noapte usoard, in sarba, laku noc. Cartea
de botez, cartea de citidnie despre care se vorbeste la acest scriitor, ar putea veni de la sarbescul
knjiZica. Lui Sandu i se spune: ,iti dam drumul din lucru”, iar, in sarba, avem otpustiti (nekoga)
sa posla.

In jurul poeziei lui Victor Vlad Delamarina, s-au purtat discutii, daci aceasta poate fi
considerata sau nu poezie dialectald. Putinii cercetdtori care s-au aplecat asupra mosteniri
poetice ale lui V.V. Delamarina, considera ca el nu este un poet dialectal??8. Este adevarat ca
V.V. Delamarina isi scrie cele mai multe poezii in grai banatean, insa lexicul regional,
intrebuintat de el, nu prezinta greutate pentru intelegerea continutului. Caracterul dialectal?2® al
poeziilor sale se manifestd, mai cu seamd, in fonetisme banitene, dintre care cel mai
caracteristic este palatalizarea. Pentru a reda imaginea clard a modului in care vorbesc lugojenii,
poetul transcrie graiul banatean cu unele fonetisme speciale si incearca, astfel, sa imbogateasca
limba literara cu elemente din graiul local23°,

Si la Victor Vlad Delamarina, intalnim o serie de:

1) sarbisme (opreg, sarb. opreg; vrabece, sarb. vrabac; sucnd (fusta), sarb. sukno; a zgodi (a
nimeri), sarb. zgoditi; a se sfadi, sarb. svadati se; a duce in cdrca, sarb. nositi na krke; cinie gogie,
sarb. ma ko(god); zabunit, (zapacit), sarb. zabunjen; a pupi (a inflori), sarb. pupoljak (boboc de
floare); ciurcd, de la curcd, sarb. curka);

2) slavisme (filos, slav. hvaliti se (a se lauda); vladicd, slav. vladika);

3) turcisme (bas (chiar), astard (deseard), indesard (spre seard), amanat (tArziu), taman, cat si
unele pe care le-am vazut la lon Popovici Bandteanul: zinat, ortac, rachie), ultimele
patrunse prin filiera sarba,

4) si maghiarisme (creitar, larma).

Cei trei scriitori banateni de vazd, lon Popovici Banadteanul, Victor Vlad Delamarina si
Cassian R. Munteanu, au scris intr-o limba autenticid pentru mediul in care au trait, cautand sa
redea in mod cat mai fidel culoarea locala a acestui mediu. Sarbismele si elementele, provenite
din alte limbi, apartinand popoarelor care au convietuit pe meleagurile Banatului, sunt inerente
in literatura creata pe acest teritoriu.

Cele mai multe dintre sarbisme si turcisme, intrate in graiul banatean prin filiera sarba, au
dubletele lor in limba romana literard, dar se pastreaza inca si astazi in subdialectul banatean,
precum si in graiurile romanesti din Banatul Sarbesc.
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ANALYSIS OF THE GENDER-CONCEPTUAL STRUCTURE
IN THE MODERN ANGLO-AMERICAN CULTURE
BASED ON THE COGNITIVE METAPHOR “NATURE IS WOMAN”
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Rezumat

In articol, sunt supuse analizei mijloacele limbii engleze contemporane care servesc la personificarea Naturii. E
vorba, in primul rdnd, de metafora cognitivid ,,Nature is Woman”/”Natura este Femeie” si de alte structuri
conceptuale de gender de acest fel. Reiesind din faptul ca orice personificare se face tinand cont de gen si sex, care, la
randul lor, se determindg in baza unor principii culturale, autoarea sustine ci conceptul de Natura cuprinde atribute
biologice, social-culturale si psihologice care apartin fnceputului feminin, ceea ce permite de a include conceptul 7n
cauza in categoria genului feminin si a folosi, in englezd, ,,she” (,,ea”) in calitate de pronume de co-referire al
acestui concept.

Abstract

The article deals with the personification of Nature in modern English. The author attempted to carry out analy-
sis of the cognitive metaphor Nature is Woman and the gender-conceptual structure in Anglo-American culture.
Proceeding from the assumption that any personification is sexification that is cultural assumptions and beliefs un-
derlie all kinds of personification, the writer claims that the concept of Nature comprises biological, social-cultural
and psychological attributes pertaining to the feminine beginning which allows including the concept of Nature in
the category of feminine gender and using ‘she’ as co-referring pronoun.

Gender research takes its beginning in the feminism - the alternative philosophic conception
of socio-cultural development based on the notion of “patriarchate”. Simone de Beauvoir in her
book “The Second Sex” raised the problem of suppressing of the feminine in culture. The au-
thor has demonstrated that society constitutes the masculine as a positive cultural norm, and
the feminine — as negative cultural norm, as deviation from the norm, as the Other. Great atten-
tion in feminist research is given to the existence of cultural-symbolic lines which include ele-
ments of masculine and feminine and arise from the opposition “nature — culture”. In this con-
text, the masculine is considered as positive, dominant, significant, and the feminine — as nega-
tive, subordinate, secondary.

The aim of the given study is to investigate the gender-conceptual structure in the modern
Anglo-American culture by means of the cognitive metaphor “Nature is Woman” and to prove
that the language fixes the world picture from man’s point of view, where the feminine is pre-
sented mainly in the role of the object rather than the subject of action. The methodological ba-
sis of the investigation is formed by two theories: the theory of gender and the modern theory
of metaphor by G. Lakoff and M. Johnson, in its interpretation.

In the process of cognition, objects, attributes and processes of both real and mental worlds
are singled out from the surrounding reality and named. The entities of spiritual world include
culture images, symbols, standards and stereotypes as well as accepted by the society values,
ethic norms. Being cognitive-conceptual structures, they form the basis of the world picture,
“which depends according to modern notion on the peculiarities of history and social order,
nature, traditional kinds of activity and other forms of manifestation of the given national-
cultural community.”23t

Gender stereotypes that arise above biological-sex reality reflect the totality of biological
attributes, social roles, peculiarities of psychology and behavior characteristic for the represent-
atives of the given sex in the framework of the given culture. Applied to gender stereotypes, the
terms ‘masculinity’ and ‘femininity’ represent “conceptual metaphors that express internally
contradictory, but dynamic correlation of the masculine and feminine substrata.”232

The manifestation of masculinity and femininity can be observed in most various spheres:
“in behavior patterns, in different kinds of social activity as well as in language that describes

ZTopomHmKoBa, 1999, c. 23-27.
232XajteeBa, 1999, c. 5-9.
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these phenomena.”233 The genderism is construed as the reality mediated by signs, symbols and
texts singling out besides biological and social, cultural-symbolic component of gender which
allows to identify as ‘masculine’ or ‘feminine’ many phenomena not connected immediately
with gender. Hence we can assume that “gender world picture” exists in each culture. This no-
tion comprises the totality of representations that constitute such visualization of reality by a
person where things, attributes and relations are categorized by means of binary oppositions
whose sides are associated with male or female beginnings.

Among the reasons that are at the base of their (binary oppositions) functioning are two main
characteristics of mental activity. The first feature is the very means of conceptualization of real-
ity with the help of binary oppositions as the most habitual and “economic” form of organizing
the world picture that originates in the opposition “we — they”. The second feature consists in
the following: the whole world picture is always ‘personalized’ or anthropocentric which is
manifested in allegoric, symbolic and metaphoric character of its images, for example the use of
body metaphor. Since a human being is not neutral in relation to sex, a particular case of anth-
ropomorphizing the world picture is ascribing gender characteristics to things and phenomena,
correlating them with masculine or feminine attributes.

“If sex is apprehended in the categories ‘man’ and ‘woman’, gender is perceived in the terms
‘masculinity’ (masculine beginning) and ‘femininity’ (feminine beginning).”234 However these
notions exist in close interrelationship what has been demonstrated in the course of developing
of cognitive linguistics: “the anthropocentric character” of language sign and categorization has
been demonstrated — the categories of cognition are not determined by the nature of things, in-
stead they are formed in the process of comprehending the world by a human being and
his/her place in the world. Categorization occurs on the basis of experience, and being a physi-
cal creature a person’s experience is always connected with his/her body activity. Hence “body
metaphor’23s appears in a language. Body metaphor is defined as comprehending the world by
means of your own body - the first sphere of human experience.

The connection of conceptual system with physical and cultural experience accounts for the
principle of anthropomorphism that operates in the nominative system of language. In the giv-
en case we are interested in the nominations of ‘masculinity’ and ‘femininity’. They are found
in all cosmogonist ideas of nations, being isomorphic with two parts of human existence — man
and woman comprising a totality of opposite beginnings. A number of binary oppositions is
present in any mythological world picture: top — bottom, light — darkness, right — left and so on.
A number of polar categories also are found in many philosophic systems: culture — nature, ac-
tivity — passivity, rationality — irrationality, logics — emotions, spirit — matter, power — submis-
sion.

The left member of each opposition is attributed to masculinity, the right one — to femininity.
It is important to emphasize that each pair of attributes constitutes an independent opposition,
without any cause — effect connection with belonging of people to either of sexes. However each
sex is ascribed a set of corresponding qualities that play an important role in creating the proto-
type of masculine and feminine in collective and individual consciousness.

Thus, the concept of gender comprises besides social, cultural-symbolic component which
means correlating with masculine and feminine beginnings of things, qualities and relations
that are not directly connected with sex. For example, different phenomena can be subject to
feminizing or masculinizing, such as: nation or country, social class, political enemy, elements
of landscape etc.

The visions of masculinity and femininity are manifested on different levels of language sys-
tem and functioning, including the grammatical category of gender. In conditions of personifi-
cation of abstract nouns in English, gender is assigned to nouns on the basis of semantic-
symbolic criteria. Thus, the nouns expressing the notions of grandeur, grace, sensibility, fertili-

233KmpumHa, 1999, p. 46-53.
234Ps608, 1997, p. 6.
235]_akoff et alii, 1980.
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ty, gentleness, beauty etc. (for example, spring, peace, kindness, dawn), contextually are attributed
to the feminine gender: «Earth has brought forth her fruit».23¢ The nouns expressing the notions
of strength, power, fierceness or destruction (for example, anger, death, fear, war) are attributed
to the masculine gender: «War has shown his true face».237

Eva Feder Kittay has made the interesting argument that “women and women’s activities are
a major source of metaphors through which men construct their sense of a distinct self, their
relation to the world, and their relations to one another. Women do not draw on men and
men’s activities in a similar way.”238 There are many examples: the birth process, exclusively
women’s domain, as a source for talking about creation and creativity; Mother Nature with
both her bounty and her unpredictable and uncontrollable violence; the poetic muse who in-
spires, but cannot be relied upon. Kittay bases her argument on Simone de Beauvoir’s idea that
men consider women as fundamentally Other, an Other sometimes desirable or admirable,
sometimes frightening or deplorable, but always profoundly different from themselves.

In the modern Anglo-American culture Nature quite often is thought of as something en-
dowed with feminine features. This peculiarity is reflected in the use of the third person singu-
lar pronoun she with Nature and in describing Nature in anthropomorphic terms which are tra-
ditionally connected with feminine beginning — ‘the beauty of Nature’, ‘Mother Nature’. The
use of the feminine gender pronoun she in relation to Nature is observed mostly in conditions of
personification in fiction, the examples will be given further. The investigation of language ma-
terial allows to draw the conclusion about the existence of the metaphor ‘Nature is Woman’ in
the Anglo-American conceptual sphere. The given metaphor lies in the basis of including the
concept of Nature in the feminine gender category in conditions of personification.

In its primary meaning ‘nature’ is defined as “all the plants, animals and things that are not
made by people”23, for example “the beauties of Nature”. The secondary meaning of Nature is
the following: “the way that things happen in the physical world when it is not controlled by
people”240, for example “the forces/laws of Nature”. The phrase “Mother Nature” is interpreted
as “the natural world when you consider it as a force that affects the world and human be-
ings”241, The analysis of the dictionary definitions allows to establish the basic attributes of the
concept of Nature: physical world, wildlife, giving birth and providing subsistence, not made or
caused by people, spontaneous, ruthless, powerful, uncontrolled, unrestrained. Part of these
semes is associatively connected with the attributes that characterize the biological, social-
cultural and psychological aspects of the concept of woman or feminine beginning in mytholog-
ic-philosophic interpretation.

Further we shall consider the use of the feminine gender pronoun she with the words Nature,
Spring, Earth and Grass in conditions of personification in fiction in order to determine more ex-
actly what associative connections lie in the basis of the likening of Nature to woman. Besides the
lexeme Nature we have included in our analysis the lexemes Spring, Earth and Grass which are
also personified as female beings and belong to the same thematic group. Here are some exam-
ples picked out from Anglo-American fiction:

(1) “The snow began in October that year and did not leave until the last of March. Wherever there
were fences, the drifts piled high and obliterated them, so that one would not have known any had
been built, - Nature’s little joke, as though she were laughing at the settlers for their pains.” (Aldrich, 1997, p.
109).

(2) “And now Nature began to seem less parsimonious with her rains. No longer was the sky a dry blue
bowl turned over the dry brown earth. Heavy with moisture, the clouds gathered and fell in a blessing of

236Kapmsmiesa et alii, 2002, p. 9.
237ibidem.

238K jttay, 1988, p. 63-86.
2390ALD, 2000, p. 884.
2400ALD, 2000, p. 884.
2410ALD, 2000, p. 864.
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light showers or heavy, soaking rains. Out of Nature’s benediction grew fine crops, better times, high land pric-
es” (Aldrich, 1997, p. 170).

(3) “Abbie drew her shawl closer around her and called pleasantly, “Spring is here.” “Ya,” shouted
Gus. “She’s come, all right. Weather-breeder, that’s what she is.” (Aldrich, 1997, p. 126).

(4) “He longed, nearly, for death, which was all that could release him from the cruelty of his chains...
To go down into the grave, unwashed, unforgiven, was to go down into the pit forever, where terrors
awaited him greater than any the earth, for all her age and groaning, had ever borne” (Baldwin, 1995, p.
114-115).

(5) “The first loam turned back, clean-cut with the sharp knife of the plowshare, mellow, black, as a
crow’s wing. A fringe of coarse grass held fast to the heavy soil, as though the two could not be parted after all
these wild, free centuries together, - the grass maiden clinging to the breast of her prairie lover. [...] Because
everything, - every little wild plum-blossom, every little tiny crocus and anemone and violet and every
tree-bud and grass-blade is working to help make the prairie nice,” Abbie told them” (Aldrich, 1997, p. 70,
81).

These examples demonstrate that Nature is perceived as the embodiment of feminine begin-
ning. The analysis of the given examples shows that the basis of personifying Nature in femi-
nine terms are attributes describing different aspects of the concept of woman - biological, so-
cial-cultural, psychological, as well as the meanings associated with feminine beginning in my-
thological-philosophic representation. While identifying concepts, their national-cultural speci-
ficity in the language consciousness of a people, the researchers quite often use the material of
proverbs and sayings. Very precious stuff for identifying attributes of the concept of Nature is
provided by in the proverbs collection “The Routledge Book of World Proverbs”. The book con-
tains proverbs of the British, American, Irish, Roman, German origin that are widely used in
modern English. We have added to our analysis the interpretation of the meanings of these
proverbs and sayings as it allows to better identify the attributes of the concept presented by
the word Nature. The basis of metaphoric connection of the two conceptual spheres (nature and
woman) is formed by the following semes and associative implications.

In terms of biological aspect a number of anthropomorphic meanings are actualized and pro-
jected onto the abstract notion of Nature, for instance:

- fertility (barrenness), reproductivity, the instinct of continuing genus - “crops were still-
born in the womb of Nature”, “dry brown earth”, “out of Nature’s benediction grew the
crops...”, “Weather-breeder, that’s what she is.”, “Nature abhors a vacuum?;

- beauty, the object of visual attention, of esthetic pleasure for men - “every tree-bud and
grass-blade is working to help make the prairie nice”. We’d like to point out here that prai-
rie is personified as he, that is a male person, because prairie is a piece of land which is not
cultivated yet, is not used for growing crops, hence the attribute of fertility/barrenness
does not apply. It proves once again the importance of biological semes in personifying Na-
ture and Earth.

In terms of socio-cultural aspect the semes that are used in describing social role of mother
and wife are activated in cases of personifying Nature such as: family, home, raising children,
love, care, blessing, benediction, giving, generous, wisdom (not rationality but wisdom, ratio-
nality is man’s prerogative) — “the grass maiden clinging to the breast of her prairie lover”,
“weather-breeder, that’s what she is”, “everything... is working to help make the prairie nice”,
“the clouds gathered and fell in a blessing of light showers or heavy, soaking rains. Out of Na-
ture’s benediction grew fine crops, better times, high land prices.”, “Nature gives what no man
can take away”, “Nature herself makes the wise man wealthy”, “Nature is a good mother”,
“Nature never says one thing and wisdom another”, “Nature teaches one duty”.

In terms of psychological-behavior aspect the meanings ascribed to Nature by metaphorical
transfer from a female person are:

- a great force, unpredictable, uncontrolled, unrestrained, savage, changeable, capricious,

chaotic — “Nature’s little joke, as though she were laughing at the settlers for their pains”,

“parsimonious with her rains”, “the corn began to curl and brown and bake on its roots”,
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“the sky a dry blue bowl turned over the dry brown earth”, “wherever there were fences,
the drifts piled high and obliterated them, so that one would not have known any had been
built”, “Nature and Nature’s laws lay hid in night”, “Nature draws stronger than seven
oxen”, “Nature has granted man no better gift than the brevity of life”, “Nature trumps
nurture”, “Nature will come through the claws, and the hound will follow the hare”, “Na-
ture red in tooth and claw” (nature thought of as a savage force, a matter of fierce competi-
tion), “The greatest force is that of nature”, “We cannot command nature except by obeying
her”, “You may drive out nature with a pitchfork, but she will keep coming back”.

the psychology of victim, sacrifice, cult of suffering, patience — “where terrors awaited him
greater than any the earth, for all her age and groaning, had ever borne”. The given pecu-
liarity of psychology and behavior arises from the woman’s social function of maintaining
balance in family and bringing up children. The masculine and feminine types of behavior
are described by means of binary oppositions such as self-orientation versus family-
orientation, self-model versus other-model.

Thus, the analyzed examples allow to claim that the concept of Nature comprises biological,
social-cultural and psychological semes as well as attributes pertaining to the feminine begin-
ning. Ascribing anthropomorphic meanings to the abstract notion of Nature is accounted for by
existing in the Anglo-American culture of the cognitive metaphor ‘Nature is Woman’ which
contributes to the personifying of Nature as female human being.

At the basis of metaphoric connection of the two conceptual spheres lie the following semes:
fertility (barrenness), reproductivity, the instinct of continuing genus, beauty, the object of vis-
ual attention, of esthetic pleasure for men; family, home, raising children, love, care, blessing,
benediction; unpredictable, uncontrolled, unrestrained, changeable, capricious, chaotic; the
psychology of victim, sacrifice, cult of suffering, patience. These semes form associative basis
for the metaphor ‘Nature is Woman’. The use of these semes for personifying an abstract notion
as woman implies that these attributes are important for perceiving the feminine beginning.
Consequently the metaphor ‘Nature is Woman’ lies at the basis of including the concept of Na-
ture in the category of feminine gender in modern English which is expressed in the use of she
as co-referring pronoun.

At the same time the asymmetry of binary gender structure nowadays looks as anachronism.
One feels the need to overhaul gender cognitive-conceptual structure in the modern Anglo-
American culture. “Personification is really sexification, just as to pronominalize in the third
person is really to sexualize... there is a similar kind of sexism with personification as with ge-
neric reference traditionally ... cultural assumptions and beliefs underlie all kinds of personifi-
cation.”242 The main principle of gender approach in linguistics is that masculinity and feminin-
ity are not biologically determined phenomena but “dynamic, changing products of the devel-
opment of human society, subject to social manipulating and modeling and to the strong influ-
ence of cultural tradition.”243

An important question is how metaphors of gender/sexuality function in particular com-
munities of practice. Lenora Timm examines the issue of the prevalence of the “mother earth”
metaphor in recent discussions of ecology and the future of our environment. Timm believes
that the mother earth figure is problematic on two grounds. First, it is unlikely to promote the
ecological responsibility that is needed. “The earth is neither a powerful and bountiful mother
nor a sexy goddess who will take care of ‘her’ children if they are good and obedient and love
her, or punish them if they misbehave and abuse her.”244 Using the mother earth metaphor does
not, she argues, contribute to the kind of thoughtful attention to interconnectedness that is
needed. Women in general and mothers in particular often have been devalued and denigrated.
Second, L. Timm suggests that the continued use of Nature is Woman metaphor “implicitly
sanctions the view of sex/gender roles as biologically determined.”

242\Nales, 1996, p. 147-149.
243Kmpumaa, 2000, p. 369.
244Timm, 2000, p. 105-118.
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INTERTEXTUALITY IN WILLIAM SOMERSET MAUGHAM'’S SHORT STORY
“AFRIEND IN NEED”

Viorica CONDRAT,
Assistant Professor,
Alecu Russo State University of Balti, Republic of Moldova

Rezumat

Prin natura sa, textul trimite la alte texte, sugerand ceva. Astfel, in interiorul siu, se produce o interactiune
textuald. Conceptul de intertextualitate relevi caracteristica unui text de a fi considerat drept parte componentai a
unui ansamblu de texte deja existente care contribuie la decodarea lui. In articol, autoarea incearcs s elucideze felul
n care intertextualitatea influenteaza procesul de interpretare a textului artistic.

Abstract

Intertextuality is the generally accepted term denoting the interconnectedness and interrelatedness of texts. The
new text is thus viewed as part of the vast network of texts influencing one another. The present article aims at re-
vealing how contextual meanings influence the process of text interpretation.

“What has been will be again,

what has been done will be done again;
there is nothing new under the sun.”
(Ecclesiastes, 1. 9-14)

The term of intertextuality has been the apple of discord ever since it was coined in 1966 by
Julia Kristeva, who introduced the hypothesis that every text is, in fact, an intertext formed out
of the previously constructed texts and which constitutes the basis of the next one. The initial
meaning of the term has undergone modification in time, yet, it has preserved the general idea
of interconnectedness which exists among texts.

The term itself has an intertextual meaning as it echoes the concept of polyphony introduced
by Mihail Bakhtin. Polyphony reveals the existence of ‘a plurality of independent and un-
merged voices and consciousnesses’?45 which stand over against the claims of the author. The
Russian theorist dwelt upon the dialogical essence of speech which implies that speech is based
on the interlocutors’ previous social, communicative experiences which help both encode and
decode the intended message of their utterances. Thus, the very speech by its nature is intertex-
tual as it refers to the previously usages of language, it is a multi-voiced set of experiences
which help create new texts.

Nowadays, the term of intertextuality is used not only in literary studies but also in other
spheres of human communication, such as: film production, advertisements, political discourse,
etc. It has turned into a global concept of interrelatedness of various texts (regardless of their
forms) existing in the vast network of human creation. Graham Allen speaks about the useful-
ness of such a term which ‘foregrounds notions of relationality, interconnectedness and inter-
dependence in modern cultural life’24 thus enabling the participants of a speech act to get a bet-
ter understanding of each other’s message. At the same time, intertextuality reminds us once
again that each text exists in relation to other texts.

The term is supported by some [Julia Kristeva, Adolphe Harber, Graham Allen, Umberto
Eco, etc.] who share the conviction that ‘intertextuality is and will remain a crucial element in
the attempt to understand literature and culture’24?. However, there are theorists who oppose
the need for such a concept which in their opinion is ‘at best a rhetorical flourish intended to
impress, at worst [...] the signifier of an illogical position’248,

The divergence of opinions could be explained by the fact that the term of intertextuality is
viewed in different ways. Some researchers refer to intertextuality as a ‘technique of allusion’249,

245Bakhtin, 1999, p. 6.
246Allen, 2000, p. 5.
247Allen, 2000, p. 7.
248|rwin, 2004, p. 228.
249Simpson, 2004, p. 21.
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others consider it as ‘part of the network of evaluative devices found in literary discourse,
which works in complex ways to deepen the meaning of the text’250. All of them support the
idea that a text does not exist in isolation, moreover it cannot be decoded in isolation from the
vast network of texts from where, as a rule, it takes its origins and which help to get a better
understanding of a text.

As a matter of fact, intertextuality is one of the seven standards of textuality whose absence
implies that such a text loses its communicative character and, as a result, becomes a ‘non-
text'25L, Intertextuality can be considered as a text universal.

As seen from above, there is not one accepted mainstream definition of intertextuality. In this
article intertextuality is referred to as a unifying technique of text weaving by means of other
texts in literary discourse. It is an attempt to analyze the plurality of distinct voices in the narra-
tion which interact with the reader’s experience. The process of reading appears to be the
process of text interaction. The writer encodes the message referring to both external and cul-
tural sources which are inferred by the reader with the help of his literary and cultural back-
ground. Consequently, while recreating the author’s text the reader creates his own which is
both an echo of the author’s original text and his personal background.

Literary discourse offers a good example of intertextual relationships which exist within a
text. Being regarded as a reciprocal dialogue between the writer and the reader, the literary text
appears as an intentionally structured message full of connotative meanings aimed to arouse a
specific response. The reader reconstructs the message intended by the author and, at the same
time, he contributes his own experience to this process. Thus, the original text is, in fact, an in-
tertext which helps create the reader’s text. This accounts for the various interpretations of a li-
terary text as every reader brings his own input. Only a part may coincide with what the author
initially intended, the other is, as a rule, inferred by the reader. The more competent the reader
is the better he will understand the author’s message. By competent we imply the literary and
cultural background which may help the reader decode the text. This knowledge is acquired
through extensive reading and learning which form the reader’s literary competence.

Generally, intertextuality is retrospectively oriented as it echoes the already existing or pre-
supposed text(s) but it creates a refreshed vision as it is part of a new ideational context to
which it is subordinated. However, the reader evokes texts not meant by the author (they may
not have been created at the time). This implies that texts certainly interact with each other and
that the dialogue existing between them is an on-going process open to new interpretations.

Intertextuality is realized in several ways in a literary text. Valentina Smatova states that ‘the
search for intertextuality must go in different directions’252 and delineates eight possible ways:

the generic direction;

stylistic devices as the underlying force of intertextuality;
combination of visual and linguistic texts;

translation intertextuality;

parody intertextuality;

incorporation intertextuality;

many-voiced narration;

global intertextuality.

The directions considered in this article are: the generic direction, stylistic devices and many-
voiced narration, as we consider these are the three directions realized in W. S. Maugham’s
short story ‘A Friend in Need’.

The very appurtenance of a literary text to a concrete genre is a reference to already existing
texts whose structural form it follows. For example, a short story becomes one when it is
shaped and narrated according to the accepted standards required by the genre it belongs to.
The American writer, Edgar Allan Poe advocated for conciseness and rigorous selection of the

250Black, 2006, p. 49.
251Bell, 2000, p. 180.
225matova, 2004, p. 103.
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figures of speech while creating a literary text. He claimed that “If any literary work is too long
to be read at one sitting, we must be content to dispense with the immensely important effect
derivable from unity of impression - for, if two sittings be required, the affairs of the world in-
terfere, and everything like totality is at once destroyed”2%3. This basic rule of conciseness in
short stories is still respected which, in its turn, is an indirect reference to Allan Edgar Poe’s
statement as well. W. S. Maugham’s short story A Friend In Need is a case of intertextuality with-
in the genre of short story as it is thematically structured according to its length limitations.

The title of the short story is an intertext that connects the short story to the text of the prov-
erb: ‘A friend in need is a friend indeed’. Its manifest allusion to this well-known proverb
arouses certain expectations on the part of the reader who assumes that the story is going to
deal with friendship. Having initially a positive meaning, the syntagm ‘a friend in need’ in-
clines the reader to hear the story of true friends who help each other in hard times. The survey
conducted on second-year students from English Philology Department showed that 90%
thought that the short story is going to reveal a case of true friendship, of friends helping each
other when one of them is in trouble.

The other 10% were familiar with some of W. S. Maugham’s works and said that the story
most probably will deal with something which is opposed to friendship. This is the case of the
competent reader who would perceive the ironic tinge in the title and would have different ex-
pectations from the reader who has not read any of the author’s works. Thus, the dialogue be-
tween the works of the same author form intratextuality which helps decode the author’s mes-
sage more easily.

The short story ‘A Friend in Need’ reveals the dark side of the human nature where the no-
tion of friendship is distorted. It alludes to the proverb but due to its ironic twist it distorts its
initial positive meaning, putting the texts in antonymic relation with the original meaning of
the proverb: Text of the Story vs. Text of the Proverb.

The author does not include the whole saying but only its first part, the second is deduced
before and after the reading of the entire story. In the first case it is the echo of the proverb,
whereas in the second, it is the echo of the story itself which denies what was stated in the orig-
inal text and results in: a friend in need is not a friend indeed.

The schematized interconnectedness between the original text and the short story can be
represented as follows;

Source text
A

T

Story

Title

The relation between the story and the proverb is distorted as there is no explicit narration
about friends helping each other. It implies that they are opposed to each other. This becomes
clear only after reading the short story. Whereas, in the process of reading, the short story
through its title makes a direct reference to the text of the proverb and its original meaning.

Initially the short story was entitled ‘The Man Who Wouldn’t Hurt a Fly’, which also echoes
the idiomatic expression: ‘wouldn’t harm/hurt a fly’meaning that such a person is incapable of
doing harm and is always kind.

In addition to intertextual relation (i.e. the allusion to the idiomatic expression), there is also
an intratextual one as the expression is used in the story itself when the author describes the
main character as the one who ‘could not bear to hurt a fly’. Just like in the previous case the
true ironic meaning of the phrase is understood only after reading the short story.

253Poe, 2004, p. 743.
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The story ‘A Friend in Need’ is a polyphonic narration by different voices. From the very first
paragraph, W. S. Maugham uses different pronouns such as: ‘I’, ‘we’, ‘they’ and ‘you’. The first
person personal pronoun is the narrator, the author’s mouthpiece. He bridges the gap which
might exist between him and his reader with the help of the inclusive pronoun ‘we’, making the
reader contribute his own experience to the narration: ‘I suppose it is on the face that for the
most part we judge the persons we meet’.

The collaboration is meant to agree on the fact that people can look different from the way
they really are, which is an allusion to the well-known proverbial expression: appearances can
be deceiving. It also reminds the reader not to ‘judge a book by its cover’. When asked what
idiom the first paragraph alludes to 60% of the students pointed to the second variant. Yet,
chronologically it is impossible as the story was written in 1925, whereas the idiom ‘don’t judge
a book by its cover’ was first recorded only 1929 in an American speech and was popularized in
the 60s. This proves the hypothesis that all texts are interconnected and that text formation is an
on-going processing of linguistic and personal occurrences which are reactualized in everyday
speech.

In order to seal the ties of the above-mentioned collaboration, the author introduces three
alien voices rendered through the plural form of the third person personal pronoun. In this
way, he creates a circle of trust consisting of him and his reader where the others are the in-
truders, but with whose help he succeeds in voicing other texts. For example, in the first case
‘they’ stands for the authors of novels who fail to render the self-contradicting nature of the
human beings making their characters ‘all of a piece’. It is the classic hero - villain distribution,
which is non-existent in real life.

In the second example, ‘they’ is referred to the authors of ‘books on logic’ who try to explain
everything within the framework of a logical formula and reject any trace of illogical behaviour
in people. Finally, ‘they’ is used for the people who ‘tell me that their first impressions of a per-
son are always right’. At the same time, W. S. Maugham avoids imposing his assertions on his
reader. He ends the first paragraph with: ‘For my own part | find that the longer | know people
the more they puzzle me: my oldest friends are just those of whom I can say that | don’t know
the first thing about them’. However, this seemingly modest conclusion evokes Socrates’ well-
known statement: ‘I know that | know nothing’.

As the narration unveils, a new character is introduced whose death made the author reflect
upon how misleading appearances can be. The character Edward Hyde Burton is depicted an
‘all-of-a-piece’ type of men, at least this is the way he looked: ‘Here if ever was a man all of a
piece. He was a tiny little fellow, not much more than five feet four in height, and very slender,
with white hair, a red face much wrinkled, and blue eyes’. His appearance bespoke a very kind
nature: ‘His voice was gentle; you could not imagine that he could possibly raise it in anger; his
smile was benign.” All his features indicate that he is a positive character, one who ‘could not
bear to hurt a fly’.

The author insists on portraying Edward Hyde Burton’s distinguished features in order to
prove that people are wrong when they judge a person’s appearance and not his essence. He
goes on by telling us: ‘Here was a man who attracted you because you felt in him a real love for
his fellows’. This sentence echoes the Biblical Golden Rule ‘love thy neighbor as thyself’ and the
parable of the Good Samaritan.

The character Edward Hyde Burton is also the type of the self-made man: ‘He was a rich man
and he had made every penny himself’. Thus, the author builds the figure of a man who
worked hard to pave his way from ‘rags to riches’. Consequently the reader is free to recall any
person in history who rose from poverty to prosperity as, for example, Benjamin Franklin did.
However, the contemporary reader will first think of Bill Gates instead. The conducted survey
once again showed that the majority of students (75%) decoded the text with the help of mod-
ern texts. This means that different texts interact in the reader’s mind while decoding the new
text.

In the third paragraph the author introduces the exclusive ‘we’, which comprises the narrator
and the main character. Nonetheless, W. S. Maugham does not want to lose his reader’s pres-
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ence in the story, that is why he uses the pronoun ‘you’ directly engaging the reader to contri-
bute his own experience to the story. This is supposed to help decode its message.

The narration goes on with a completely new narrative structure where ‘I’ the narrator alias
the author’s mouthpiece, gives the floor to another first-person narrator, Edward Hyde Burton.
The appearance of this self-contradicting voice is aimed at revealing how a ‘friend’ in need
makes fun of his desperate ‘neighbour’. This distinct voice has its own truth and appears as a
mediator between similar types of characters and the narrative web of the story. It helps create
the effect of verisimilitude.

It is interesting that a secondary character, Turner, remembered by accident in the conversa-
tion, makes Edward Hyde Burton tell his rather ‘funny story’. Turner’s presence can be viewed
as an intertext, that is, the knowledge the participants share about this character allows them to
picture another one, Lenny Burton. Both of them are the prototypes of the dissipated character
whose life is ruined because of excessive gambling and idleness. And it is namely this image
that Edward Hyde Burton has in mind when he exclaims: ‘They generally do’ referring to the
pitiful situation a gambler gets into. The plural form of the third person pronoun includes all
the people whom the main character considers as failures. In judging so he makes use of the
previously created image of ‘little tin gods’ who waste their life aimlessly and who are not to be
bothered with when they are in trouble.

However, Edward Hyde Burton treats such people as a necessary evil, as a kind of enjoy-
ment, to be more specific. It is great to spend his free time in their company, but not to have
business with them. Once they lose their enjoyment function they lose their right to live. In or-
der to prove this idea the author interferes with the narration with the help of his first narrator
who testifies to how graceful Edward Hyde Burton could be when losing his money at bridge.
He bases his assertion on the several occasions when they happened to play bridge together.

A case of intertextuality is also Edward Hyde Burton’s detailed recounting of the conversa-
tion that took place between Lenny Burton and himself. The framing technique allows the au-
thor to construct a unified whole. Now it is Edward Hyde Burton who is the narrator and Len-
ny Burton the failure; the former has the domineering role of a self-assured person while the
latter has the weak voice of a desperate man. Their communicative behaviour is typical of the
types they represent: one is imposing and the other is accepting. It can be seen from the follow-
ing table:

Edward Hyde Burton Lenny Burton

1. I couldn’t help laughing. He went rather pale.

He hesitated.

He hadn’t a penny.

He was down and out.

If he couldn’t get something to do he’d have

to commit suicide.

2. I've known too many men who were little
tin gods at the universities to be impressed
by it.

3. | could hardly believe my ears; it seemed | | can swim.
such an insane answer to give.

4. Suddenly | had an idea He was rather taken aback.
5. I didn’t say anything. He looked at me for a moment and then he
I shrugged my shoulders. nodded.

As seen, Lenny Burton does not speak much. Edward Hyde Burton gives him very little
space in his narration and most of the time the character refers to his namesake as ‘he’. It is only
in extreme cases when he uses direct speech, namely when he wants to emphasize his interlocu-
tor’s desperation and ridiculousness. The main character enjoys superior rights whereas the
young man has lesser speaking rights here. His voice is weak; yet, it is distinct and helps the
reader picture his deplorable situation better. At the same time, Edward Burton’s domineering
voice creates the image of a mischievous boss.
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At the end of the short story the narrator’s voice reappears to help the reader get to the core
of Edward Hyde Burton’s personality. With the help of an ironic twist the reader is to realize
that from the very beginning the main character has condemned his namesake to death. It
comes as a shock producing the effect of a blow. However, the reader cannot say that he did not
exclude such an outcome as W. S. Maugham provided enough internal and external linguistic
sources which were meant to make his reader activate them in the process of reading.

All these voices represent texts interacting with each other in the course of the narration and
which help create the unity of the entire story. They direct the reader in the answer’s direction
so that he may decode the writer’s intended message. At the end the literary text appears to be
an intertext which bridges the author’s original text and the reader’s newly (re)created text.

V1 V2
Intertext
V3  Vn '\
Originaltext | New text

The original text represents the author’s work who wanted to communicate something to his
reader. Being part of a particular historical and social context his message would be influenced
by it. On the opposite side, there is the new text (re)constructed by the reader who, in his turn,
was influenced by his particular background. It is a communication between two parties where
the one sender tries to influence in a particular way the receiver.

The literary work becomes an intertext formed of various voices, which are not only the cha-
racters’ voices but also the writer’s and the reader’s. If the former’s voice may be sometimes
very clear, then the latter’s voice is formed of the reader’s cultural and social background. The
smaller the distance between the original and the new texts is the closer the reader is to decod-
ing the author’s intended message. This distance also explains the variety of interpretations one
and the same text may have.

The effect a literary work produces on the reader is to make him decode the message by us-
ing other texts which might help get a better understanding of the message. Focusing on poetic
effect, Robert Frost says: ‘For me the initial delight is in the surprise of remembering something
I didn’t know | knew’254, That is how the feeling of having heard or felt something similar to the
things narrated in the story is achieved.

When asked to analyze the story ‘A Friend in Need’, the second-year students had different
opinions concerning the message of the story. Some of them vehemently condemned the main
character, others found fault with Lenny Burton. They very often recalled personal experiences
or examples of other literary texts which at first sight seemed unrelated to the short story. They
used everything they possessed at the moment to understand the short story.

Thus, the plurality of distinct voices in the narration interacts with the reader’s experience.
This interaction is intrertextual as it connects everything: the author’s message, the reader’s under-
standing, the internal structure of the story, the explicit allusion to other texts. Intertextuality is
more than a technique of allusion. It is an intricate process of interconnectedness that exists within
and outside a communicative act which form a link in the cultural web of human creation.
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TRADUCEREA DE POEZIE - UN DEMERS INFAM DE SEDUCATOR
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Rezumat

Articolul de fatd abordeazd problematica traducerilor poetice ca produse lingvistice de creatie artisticd.
Traducerea este un moment esential al oricarui act de comunicare, inlaturand conceptul de incompatibilitate si
Inlocuindu-I cu acela de complementaritate. Poezia ca text literar nu apeleaza la o exprimare directd, ci prin formele
lingvistice alese, deschide pauze de gindire, stimuleazi cugetarea, activeazd experienfe anterioare asemdindtoare.
Mijloacele artistic-expresive in realizarea de texte literare poetice nu se reduc la aspecte legate de limbd, ci fin, in
egald masurd, de compozitie, ritmicitate si de melodia intregului fesut, precum si de particularitatile genului si
speciei literare, toate formand un intreg 7n concordanta cu mesajul artistic. Calitatea unei traduceri poetice poate fi
evaluatd doar sub aspectul calititii sale pragmatice. Aceasta iese cel mai mult in evidenti intr-o traducere de ordin
comunicativ. Se exemplifici prin intermediul poeziei “Erlkonig” al lui Goethe, transpusd in romaneste de Daniela
Vladu.

Abstract

The present article inquires into the difficulties of poetic translations regarded as linguistic products of artistic
creation. Translation is an essential point of each communicative act, removing the concept of incompatibility and
replacing it with the complementary one. Poetry as a literary text does not say things directly, but brings to mind
various prior experiences and stimulates thinking with the help of elevated linguistic forms. The artistic expressive
means used in poetry are not related to language alone, but refer to the same extent to the structure, rhythm and
melody of the whole texture as well as to the literary genre, creating thus a whole in accordance with the artistic
message expressed in it. The quality of a poetic translation might be assessed only due to the pragmatic quality. This
thing becomes rather obvious in a communicative translation. J.W. Goethe’s poem “Erlkénig” serves as an illustra-
tive example and it is translated into Romanian by Daniela Vladu.

1. Texte literare si neliterare

“De la Eminescu pana azi, limba poetica romaneasca a ajuns sa poata ex-
prima absolut orice gandire, orice nuanta, orice mladiere lirica. Isi di sea-
ma de aceasta mai ales acela care incearca sa traduca in romaneste o poezie
din alta limba. Sub o pana mai putin mesterd, poezia straina poate trece in
limba romaneasca fara sa-si piarda nimic din stralucirea si cantecul ei.”

(Al Philippide)

De-a lungul timpului si, mai ales, din a doua jumatate a veacului trecut, s-a intensificat
legdtura intre popoare, limbi si literaturi, astfel incat s-a simtit tot mai acut nevoia de comunica-
re prin intermediul traducerilor. Traducerea este un moment esential al oricarui act de comuni-
care, acesta cenzurand excesul diversificator al limbilor. In sensul ei cel mai cuprinzitor, tradu-
cerea inlatura conceptul de incompatibilitate, inlocuindu-I cu acela de complementaritate, uti-
lizand tehnici si metode proprii, atat in descifrarea textelor si a mesajelor lor, cat si in interpre-
tarea si transmiterea acestora.

Diferentierea care se face intre textele literare si cele neliteraress care urmeaza a fi traduse, se
referd la aspecte legate de teoria literaturii, lingvistica, estetica, traducatorul analizand proble-
me ce tin de specificul textelor literare si de receptarea determinata de acestea. Atat textele lite-
rare, cat si cele neliterare se pot referi la aceleasi obiecte ale realitatii, servindu-se de aceleasi re-
guli sintactice, morfologice si lexicale ale aceleiasi limbi, indeplinind atat functii comunicative,
cat si cognitive. La o cercetare mai amanuntita, se observa, in ciuda elementelor constitutive
comune, diferente importante. Textele neliterare comunicd, mai ales, informatii de ordin
general, avand caracter pur informativ, caracterizandu-se prin obiectivitate, claritate in
exprimare si usurinta la citit. De aceea, in cele mai multe cazuri, este vorba despre o proza
neartistici de specialitate, cu o prezentare obiectiva a faptelor, acestea gasindu-si concretizarea
intr-o insiruire cronologicd de evenimente. Mijloacele de realizare lingvistica nu se inscriu in
registrul stilistic-expresiv, ci, mai degraba, in plan sintactic, analizat sub aspect structural si
oral, astfel incat atentia receptorului sa poata fi directionata pe elementele esential-structurale

255 gschmann et alii, 1984, p. 14.
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ale textului. Textele literare reflecta aceeasi realitate extralingvistica precum textele neliterare,
insa doar sub aspectul deosebit al generalizarii, nu si al realizarilor artistice. Datoritd artei,
autorul transpune realitatea in modul sdu unic, subiectiv, addugandu-i un mesaj artistic.
Autorul textului literar nu apeleaza la o exprimare directd, ci, prin forme lingvistice alese,
dechide pauze de gandire, prin intermediul carora stimuleaza cugetarea, activand cunostinte si
experiente anterioare asemanatoare. Mijloacele artistic-expresive in realizarea de texte literare
nu se reduc la aspecte legate de limba, ci tin, in egala masura, de compozitie, ritmicitate si de
melodia intregului text, precum si de particularitatile genului si speciei literare, toate formand
un intreg in concordanta cu mesajul artistic. Astfel, se realizeaza o legatura deosebit de stransa
intre suprafata si profunzimea textului de tradus, ambele rasfrangandu-se asupra efectului
artistic degajat si modului de receptare la nivelul cititorului.2s¢

Traducerea literara este un produs lingvistic de creatie artistica, ea diferentiindu-se de
procesul creator original prin modelul preexistent. Textul limbii-sursa trebuie retesut prin
limba-tintd, in vederea obtinerii unei noi unitati complexe intre continut si forma artistica, care
sa aiba si functie estetica. Granitele dintre crearea artistica a unui original si cea a unei traduceri
se intrepatrund. Traducerile au de-a face, aidoma creatiilor originale, cu idei si semnificatii, idei
exprimate explicit sau gandite, metafore si asocieri implicite.

2. Traducerea poetica

In cazul traducerilor poetice, sinonimia semantici si stilistici primeste urmitoarele trassturi:
cuvintele, constructiile lexicale, colocatiile si frazeologismele alcatuiesc o tesatura stilistica, in
care elementele folosite indeplinesc, in concordanta cu intentiile autorului, diverse functii
pragmatice. in cazul in care aspectele mentionate sunt descifrate si transpuse in textul-tinta, se
poate vorbi de competenta lingvistica poeticd. Performanta releva, deci, asemanari intre autor si
traducitor, astfel incat se presupune o buni cunoastere a codului poetic in ambele limbi. In
traducerea poeziei, competenta lingvistica trebuie sa fie dublata de competenta literara,
esentiala atat pentru descifrarea corecta si completa a codului, cat si pentru redarea sa intr-o
forma pe cat posibil egala cu cea a originalului din punct de vedere al expresivitatii, logicii,
exactitatii si accesibilitatii. In aceste conditii, traducatorul, dispus si capabil sa preia rolul
autorului, trebuie, in primul rand, sa descifreze codul semantic al originalului cu denotatie si
conotatie, precum si codul/sistemul sau formal, constand in imagistica, figuri de stil, prozodie
etc. In al doilea rand, el trebuie s& redea pe cat posibil aceleasi elemente la acelasi nivel, fard
pierderi semantice sau expresive, dar si fara castiguri, care ar putea oferi 0 mai buna claritate —
poate nedorita - in descifrarea textului. Pe parcursul procesului de traducere, traducatorul de
literatura parcurge mai multe faze:

- mai intai, este receptor, unul din multii cititori ai textului, care intelege codul fara mari

dificultati lingvistice,

- 1in acelasi timp, el devine interpretul textului, care face uz de experinta sa sociald, psihica si
literara in descifrarea mesajului;

- 1in ultima faza, traducatorul apare in calitate de co-autor sau co-producator, oferind
textului o dimensiune complet noud, prin imbricarea intr-o altd haina lingvistica, fara
stirbirea esentiala a continutului

Produsul finit, poezia, trebuie sa induca receptorului aceleasi sau, cel putin, reactii
asemanatoare cu originalul.

In cazul de fata, in procesul de traducere, nu avem de-a face cu o pura transaltare a
cuvintelor dintr-o limba in alta. Mai degraba, este vorba de o actiune complexa, prin care se
creeaza noi conditii de comunicare sub aspect functional, cultural si lingvistic, acestea
conturand o cu totul alta situatie textuala de comunicare. Aceasta noua situatie trebuie redata,
sub aspect formal, cat mai aproape de textul-sursa.

Scopul actiunii de traducere este producerea de texte, care sa corespunda si din punct de
vedere cultural mesajului din textul initial. Transferul de mesaj presupune coordonarea de

256\/[adu, 2008, p. 101 f.
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intrepatrunderi actionale si comunicative. Astfel, traducdtorul are misiunea de-a «intelege»
intentia autorului si, folosindu-se de 0 noua situatie culturala, el trebuie sa reinterpreteze si sa
recreeze. Traducatorul, ale carui strategii de lectura difera complet de cele ale unui “cititor
normal”, trebuie sa descopere elementele particulare ale culturii textului-sursa si sa stie si le
redea in celdlalt context cultural. Astfel, traducatorul este un mediator intre doua limbi,
apartinand unor culturi diferite. Doar atunci este indeplinit scopul actiunii interpretative, cand
rezultatul final corespunde intentiilor actionale ale emitatorului si cand receptorul poate sa
interpreteze mesajul primit in conditiile situatiei nou-create.

Calitatea unei traduceri poate fi evaluata doar sub aspectul calitatii sale pragmatice. Aceasta
iese cel mai mult in evidentd intr-o traducere de ordin comunicativ, nu semantic?7. Acest tip de
traducere:

- se axeaza mai mult pe cititor, urmarind intentiile autorulu, nu gandirea acestuia,

- se adapteaza continutului cultural al originalului, facandu-1 mai accesibil cititorului;

- se concentreaza asupra efectului, in detrimentul formalului;

- este realizata mai liber, fiind si de aceea mai eficienta sub aspectul trairilor explicite;

- este mai usor de citit, decurgand mai clar si firesc, mai direct si conventional,

- deseori, poate fi mai reusita decat originalul, datorita castigurilor in claritate si exprimare,

in pofida eventualelor pierderi semantic-formale;

- intervine in text, imbunatatind prin sine logica si stilul originalului, clarificand

ambiguitati, trasaturi specifice jargoanelor sau stilului personal,

- este conforma cu pozitia universalista, traducatorul devenind, datorita interventiilor sale

in text, coautor si mestesugar, pastrand doar mesajul initial.

3. “Erlkonig” de J. W. Goethe ca text-sursa

Dam, in continuare, textul poemului “Erlkénig” de J. W. Goethe:
Wer reitet so spit durch Nacht und Wind?

Es ist der Vater mit seinem Kind;

Er hat den Knaben wohl in dem Arm,

Er fasst ihn sicher, er hilt ihn warm.

“Mein Sohn, was birgst du so bang dein Gesicht?”
“Siehst, Vater, du den Erlkonig nicht?

Den Erlkonig mit Kron und Schweif?”

“Mein Sohn, es ist ein Nebelstreif.”

“Du, liebes Kind, komm, geh mit mir!

Gar schone Spiele spiel ich mit dir;

Manch’ bunte Blumen sind an dem Strand,
Meine Mutter hat manch’ giilden Gewand.”

“Mein Vater, mein Vater, und horest du nicht,
Was Erlkonig mir leise verspricht?”

Sei ruhig, bleib ruhig, mein Kind;

In diirren Blattern siuselt der Wind.”

“Willst, feiner Knabe, du mit mir gehen?
Meine Tochter sollen dich warten schon;
Meine Tochter fithren den nichtlichen Reihn,
Und wiegen und tanzen und singen dich ein.”

“Mein Vater, mein Vater, und siehst du nicht dort
Erlkonigs Tochter am diistern Ort?”

“Mein Sohn, mein Sohn, ich sehe es genau:

Es scheinen die alten Weiden so grau.”

“Ich liebe dich, mich reizt deine schone Gestalt;
uUnd bist du nicht willig, so brauch ich Gewalt.”

257Bantas et alii, 1998, p. 15ff.
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“Mein Vater, mein Vater, jetzt fasst er mich an!
Erlkonig hat mir ein Leids getan!”

Dem Vater grauset’s, er reitet geschwind,
Er hilt in Armen das dchzende Kind,
Erreicht den Hof mit Miih’ und Not;

In seinen Armen das Kind war tot.

Prima faza a procesului de interpretare incepe cu analiza textului-sursd din perspectiva
autorului si a intentiilor acestuia. Cu cat poezia este mai ermeticd, cu atat este mai greu de
descifrat si tradus. Traducatorul are, in egald masura, nevoie de o solida competenta lingvistica
si de cunostinte temeinice de literatura. Pana la un punct, el isi asuma rolul criticului literar.

Sub aspect semantic, vocabularul textului-sursa este simplu si traditional, insumand cativa
termeni arhaici cu specific cultural, care tin de o anumita dimensiune temporala social-istorica:

“Erlkonig”, “Erltochter”, “giilden Gewand”, “nichtlicher Reihn”.

Nu toate cuvintele sunt ancorate in prezent, astfel incat efectul expresiv vadit arhaic-legendar
al enunturilor din poezie se face pe deplin simtit. De aceea interpretarea se poate realiza numai
prin depasirea micro-textului si concentrarea pe macro-text, care faciliteazi o mai buna
intelegere a intregului.

Sub aspect gramatical, poezia parcurge cateva inversiuni, tesatura ei fiind insa destul de
solidd, ferita de licente poetice deosebite, intreaga constructie narativa dezvaluind, astfel, lim-
pezime prin succesiuni informativ-descriptive clare:

“Siehst, Vater, du den Erlkonig nicht?”, “Meine Tochter sollen dich warten schon”, “In seinen Armen
das Kind war tot”.

De reguld, fiecarui vers ii corespunde cate un enunt si fiecare strofa se concentreaza pe cate o
imagine vizuala, auditiva sau tactila:

“Wer reitet so spat durch Nacht und Wind?/Es ist der Vater mit seinem Kind;”; “Siehst, Vater, du den
Erlksnig nicht?...”; “Mein Vater, mein Vater, und hdrest du nicht,/Was Erlkonig mir leise verspricht?”;
“Meine Tochter fithren den nichtlichen Reihn,/Und wiegen und tanzen und singen dich ein.”; “Mein
Vater, mein Vater, jetzt fasst er mich an!...”

Traducatorul nu numai ca descifreaza codul semantic al originalului cu denotatie si
conotatie, dar dezleaga si formalul, imagistica, figurile de stil si prozodia.

Prozodia din rima si ritm curge destul de clar, oferind, prin melodie si intonatie, indicii asup-
ra elementelor de ordin paraverbal, precum articularea, tempoul si dinamica. Ritmul poeziei
este perfect acordat cu ideile-cheie;

“...Den Erlkonig mit Kron und Schweif?”/“Mein Sohn, es ist ein Nebelstreif.””; “...Sei ruhig, bleib ru-
hig, mein Kind;/In diirren Blattern siduselt der Wind.”; “Mein Sohn, mein Sohn, ich sehe es genau:/Es
scheinen die alten Weiden so grau.”; “Mein Vater, mein Vater, jetzt fasst er mich an!/Erlkonig hat mir
ein Leids getan!”; Erreicht den Hof mit Miih’ und Not;/In seinen Armen das Kind war tot.”

Datorita jocului de cuvinte si a asonantelor variate, limbajul folosit capata ecouri deosebite:

“durch Nacht und Wind”, “mit Kron und Schweif”, “mit Miih und Not”, “was birgst du so bang”,
“meine Mutter hat manch giilden Gewand”, “Gestalt-Gewalt”, “Miih und Not-tot”.

Sonoritatea de ansamblu a poeziei e remarcabila, cu trecere treptati de la vocale si diftongi
deschisi (a), (4) si (ei) catre vocale si diftongi mai inchisi (i), (6), (i) si (0):

Vater, Knaben, Arm, warm, spit, nichtlich, sei, scheinen, Schweif, Nebelstreif, nicht, verspricht,

schon, fithren, diistern, Miih, Kron, Sohn, tot.

4. “Regele ielelor”28 ca text-tinta (in romaneste de Daniela Vladu)
Cine prin vant si prin noapte, tarziu
Vine calare? Un tata si-un fiu.

258\/Jadu, 2009, p. 54-55.
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Tatal il tine in bratele lui,
Sa-i fie bine si cald fiului.

- Fiule, fata-ti ascunzi temator?
- Tats, il vad pe regele ielelor!
Are coroana si coada mare.

- Fiule, dara de ceata tie-ti pare.

- Baiete drag, hai, vino cu mine!
Jocuri mandre juca-voi cu tine;
Flori colorate-s pe plajd, mii,
Muma mea are haine-aurii.

- Tata, o, tatd, tu n-ai auzit,

Ce regele imi promite soptit?

- Copilul meu drag, linisteste-te;
Susura vantul in crengi vestede.

Vii tu cu mine, biiete ales?

Fiicele mele te-asteapta frumos;
Dansul nocturn e condus tot de ele,
Te-adorm in cant si leagan de iele.

Tati, o, tatd, cum, tu n-ai viazut

Pe fiicele-iele in locul urat?

- Ba vid foarte bine, de vrei sa stii:

Sunt salcii batrane ce-ti par cenusii.

- Te iubesc, m-atata faptura-ti frumoasa;
De nu te-nvoiesti, am nevoie de forta.

- Tata, m-apucd cu bratul sau!

Al ielelor rege, vai, mi-a facut rau!

Ingrozit, tatil di zor galopand,
Purtand pe brate copilul gemand,
De-abia ca-n ograda s-a pomenit-
Pe brate copilul i-a si murit.

In a doua fazs, traducerea trebuie si redea pe cat posibil aceleasi elemente la acelasi nivel,
fara pierderi semantice sau expresive, dar si fara castiguri, care ar putea oferi o0 mai buna clari-
tate — poate nedorita - in descifrarea textului. Astfel, traducatorul isi asuma rolul infam al coau-
torului, fiind nevoit si producd o poezie cat mai apropiata de original din punct de vedere al
sensului, destul de curgdtoare si, in ansamblu, pronuntat poetica. Produsul finit trebuie sa
induca receptorului aceleasi sau, cel putin, reactii asemanatoare cu originalul. Totodata, scopul
actiunii de traducere este producerea de texte, care sa corespunda si din punct de vedere cul-

s z tural mesajului din textul initial.

Materialul baladei lui J. W. Goethe este de inspiratie daneza, iar
personajul principal se numeste “Ellerkonge”, deci “Elfenksnig”/”rege
al zanelor”. Johann Gottfried Herder a fost primul, care a transpus nu-
mele craiului sub forma acestui substantiv compus “Erlkonig”, pe care I-
a preluat ulterior J. W. Goethe in “Die Fischerin”.

Echivalarea termenilor de “Erlkénig” cu “regele ielelor”25 impune
similitudini in denotatie si conotatie, apropiind sfera cultural-legendara
germana de cea romaneasca. Spre exemplificare, imaginea monumentu-
lui “Erlkonig” din Jena, Germania.

Ca traducatoare, am optat, in ansamblu, pentru o traducere de ordin

259 jele: s.f. pl. (mai ales artistic): fiinte imaginare din mitologia populara romaneasca, infatisate ca niste
fete frumoase, imbréacate in alb, care apar numai noaptea, vrajind, prin cantecul si jocul lor, pe barbati,
asupra cirora au puteri nefaste (...) [DEX, 1998, p. 47]. Anu confunda ielele cu ele (pl. f. al lui el).
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comunicativ, evaluand textul-sursa sub aspectul sau pragmatic, axandu-se mai mult pe cititor,
urmarind intentiile autorului de redare a atmosferei de frica si groaza, generate de aparitiile re-
petate ale regelui ielelor. Astfel este mentinut efectul, neglijandu-se pe alocuri formalul, iar
imperfectiunile gramaticale sunt clarificate in context:

Tatal il tine in bratele lui,/Sa-i fie bine si cald fiului
- Fiule, dara de ceata tie-ti pare...

Totusi, desi traducerea denota interventii in textul-sursa, ea pastreaza mesajul initial.
Semantic, pierderile sunt mici, traducerea indicand o claritate destul de apropiata de cea a
originalului:

“Siehst, Vater, du den Erlkonig nicht?”/-Tata, il vad pe regele ielelor! (intrebarea devine enunt),
“Manch’ bunte Blumen sind an dem Strand”/Flori colorate-s pe plaja, mii;

“Du, liebes Kind, komm, geh mit mir!”/Vii tu cu mine, bdiete ales? (indemnul devine intrebare);

“Und wiegen und tanzen und singen dich ein.”/Te-adorm in cant si leagin de iele (pierderea jocului, to-
tusi mentinerea lui in intreg);

Erlksnigs Tochter am diistern Ort?/ Pe fiicele-iele in locul urdt;

“Mein Vater, mein Vater, jetzt fasst er mich an!”/Al ielelor rege, vai, mi-a ficut rau! (pierderea
punctului culminant din original se compenseaza cu interjectia “vai”) ;

Erreicht den Hof mit Miih’ und Not/De-abia ca-n ograda s-a pomenit (expresia frazeologica din origi-
nal e compensata prin alta expresie idiomatica in romana.

In genere, conotatiile originalului se pot pierde prin utilizarea unui vocabular de alt tip in
traducere. Pentru a evita acest lucru si pentru a surprinde cat mai bine exprimarea arhaica a
originalului, traducerea apeleaza la dativul etic (fata-ti, faptura-ti), inversiuni (juca-voi, al
regelor iele, baiete ales), accentuari prin repetitie (tie-ti, vii tu cu mine), vocabular restrictiv
(muma, mandre, ograda).

Prozodia este mentinuta, rimele si ritmul curgand poetic si melodios.

Fiind vazuta ca un gen superior de sinonimie, traducerea de poezie presupune investigarea
profunda a tuturor elementelor care conditioneaza alegerea constienta si competenta a unor
mijloace paralele, sinonimice de exprimare, egale cu cele ale originalului. Asadar, cercetarea
generald, completd a elementelor recomandate in cadrul analizei complexe devine esentiala
pentru traducerea poeziei, daca tindem, cu adevarat, la o echivalenta corespunzitoare a
originalului si a mesajului acestuia.

Intr-un cuvant, traducerea poeziei are un cod extrem de complicat. Asadar, nu e de mirare de
ce atat de putine traduceri de poezie merita acest titlu, deoarece traducerea poetica include, de
la inceput, doi parametri — traducerea si poezia.
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Georgiana Elisabeta PANAIT,

sufletul meu in ciutarea ta incepe s rataceasca

printre pietrele vietii, necontenit alearga

deschide usa gandurilor si iese -
tacerea filosofica...

sub soare, legata strans, sta iubirea.
inima-mi spune:

“miroase a pasari calatoare™!

Despre Dragoste

poti pasi catre iubire
pe cararile amintirilor.
poti zbura catre iubire
pe aripi de vise.

poti canta iubirii

la pianul timpului.
poti sau nu...?

iubirea poate....

Mama

tu aduci raze

de fericire in suflet

pentru tine mainile mele -

creeaza primaveri cu fluturi

pentru tine lira mea -

imbina ritmul cu vibratia amintirilor.
pentru tine si numai pentru tine

noi prefacem fluturii

in vise, in zambete si-n flori !
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Cheia

cheia e la tine -

ascunsa-n labirintul inimii.

poarta spre cunoastere au inchis-o
gandurile negre.

simt cum valul sperantei

te impresoara cu fluturi de gheata...
asculta ruga mea

e ultimul geamat din floarea vietii
nu lasa sa te doboare

cheiae latine...

Rasturnare

cuprinsa de vraja timpului

am rasturnat pe oglinda timpului
anii, lunile, bogatia.

pana cand sa indur?

0 viata in cavoul timpului?

pana cand sa accept

lumea cu pateticile-i vorbe?

pana cand s3 agonisesc?

si sa constat ca -

n-am nimic?!
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Lilia RACIULA, Variabilitatea diafazicd 7n cadrul unor serii stilistico-istorice,
Chisinau: Editura ,,Bons Offices” SRL, 2010. 190 p.

Monografia avizatd se inscrie, preponderent, in aria cercetarilor actuale de lingvisticd a
textului, accentul fiind pus, in lucrare, atat pe latura functionala a fenomenelor de limbaj poetic
studiate, cat si pe aspectele lor conceptual-teoretice, pe problemele de natura epistemologica, pe
care acestea le suscita, in mod iminent.

Insusi obiectul de studiu al investigatiei — formele de manifestare si mecanismele de generare
a variabilitatii diafazice, precum si specificitatea, din perspectiva acestor forme si mecanisme, a
unor serii stilistico-istorice, alese de autoare in calitate de spatii liminale ce permit interpretarea
fenomenelor investigate, au impus cercetarii un demers interdisciplinar, fapt care se atesta in
mod pregnant in lucrare. Astfel, cercetarea efectuata tine, concomitent, de mai multe domenii
teoretice conexe, atat traditionale, cat si mai noi, insa imbinate armonios: lexicologia, stilistica
lingvistica si stilistica literard, semasiologia, onomasiologia, semantica structurald, semantica
interpretativa (cognitiva si referentiala), semiotica lingvistica si literara, poetica, hermeneutica
etc., ceea ce denota actualitatea incontestabild a lucrarii si, totodats, ii imprima un plus de
valoare stiintifica si aplicativa.

Pentru a realiza cercetarea la tema vizata, autoarea isi construieste riguros, esalonat pe intreg
parcursul investigatiei, o paradigma epistemologica congruenta fenomenelor de limba si
discurs poetic investigate, precum si problematicii teoretice subiacente. Astfel, asimiland
creator viziunile asupra problemelor de ordin teoretic, luate in discutie in lucrare, ale unor
lingvisti reprezentativi din spatiul limbii romane (T. Vianu, I. Oancea, D. Irimia, P. Miclau, 1.
Coteanu, S. Berejan, D. Caracostea, P. Cornea, lu. Popescu, V. Bahnaru, V. Pavel etc.),
cercetatoarea isi apropriaza, in acelasi timp, o serie de concepte teoretice emise de teoreticieni
notorii, deschizatori de noi perspective de cercetare in domeniile de referinta ale lingvisticii (E.
Coseriu, R. Jakobson, C. Kerbrat-Orecchioni, Fr. Rastier, B. Pottier, U. Eco, R. Carnap, Ch.
Morris, Ch. Peirce, Tz. Todorov , M. Riffaterre, A. J. Greimas, etc.), reusind sa le aplice in mod
adecvat la fenomenele investigate din limba romani. Aceasta demonstreazi nu doar
specificitatea fenomenelor lingvistice, investigate in lucrare, ci si caracterul lor universal,
importanta deosebita pe care o prezinta cercetarea lor in contextul preocuparilor actuale din
lingvistica contemporana.

Viziunea autoarei asupra fenomenelor investigate este exprimata atat prin intermediul unor
concepte-cheie de larga circulatie in lingvistica contemporana — serie stilistico-istoricd, stilistici
lingvisticd/stilistici literard, variabilitate diafazicd, variantd/invariantd, intensiune/extensiune,
sens/semnificatie, denotatie/conotatie, transfer de sens (metasemie), semn poetic, interpretant, referent-
referintd, care au fost preluate din teoriile lingvistilor mentionati anterior si utilizate in lucrare in
mod creator, precum si prin mijlocirea unor concepte specifice si a unor termeni speciali,
congruenti fenomenelor investigate, care apartin autoarei, in propriu. E vorba, in speta, de
conceptele supraserie stilistico-istorica (p. 30-31) si variabilitate paradigmatica individuald (p. 85), ce
constituie marca de noutate stiintifica a cercetdrii la care ne referim si care denotd, totodata,
contributia personala a autoarei la studiul acestei problematici lingvistice de certa actualitate.

Astfel, in deplind conformitate cu natura neunivoci a obiectului de cercetare, lucrarea este
structurata in trei capitole distincte, primele doua dintre care demarcheazd cele doua
dominante teoretice ale investigatiei — seria/supraseria stilistico-istoricd si variabilitatea diafazicd,
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identificand esenta si specificitatea fiecareia dintre ele, iar cel de al treilea este consacrat
studiului teoretic si aplicativ al genezei si formelor de manifestare a variabilitatii paradigmatice
individuale, alias al variabilitatii diafazice in cadrul unor supraserii stilistico-istorice concrete -
paradigmele poetice ale lui M. Eminescu, N. Stanescu si St. A. Doinas.

In Capitolul 1, intitulat ,,Definirea paradigmei de cercetare”, se urmireste, de fapt, stabilirea
limitelor de natura cognitiva si referentiala ale spatiului liminal, care favorizeaza producerea si
perceperea variabilitatii diafazice. Analizand critic opiniile pertinente ale mai multor cercetatori
in problema variabilitatii limbajului, autoarea ajunge sa sustina teza ca variabilitatea diafazica
este un tip de variabilitate individuala, care trebuie abordata in termeni de proces si produs, si
care reclama un demers de cercetare din perspectiva semiotica si stilistica (p. 12). Ea conchide,
pe buna dreptate, ci variabilitatea diafazica este localizata, preponderent, la nivelul discursului,
care permite alegerea/selectia elementelor potentiale de variere de pe axa paradigmatica a limbii
si combinarea lor pe axa sintagmatica a discursului - procese care se presupun reciproc si care
favorizeaza varierea individuala a mijloacelor linguale de catre subiectul creator. Tot aici,
autoarea stabileste pertinentele acelui spatiu liminal, care, dupa ea, permite relevarea si
identificarea variabilitatii diafazice — supraseria stilistico-istoricd, un concept care ii apartine in
propriu si pe care ea il defineste dintr-o dubla perspectiva: lingvistica si axiologic-literara,
insistand, dupa noi, usor exagerat, asupra laturii axiologic-estetice a fenomenului definit, si nu
asupra celei lingvo-poetice, dupd cum o impune insusi subiectul si caracterul cercetarii la
subiectul vizat. Astfel, in contextul posibilitatilor de manifestare a variabilitatii diafazice,
autoarea sustine ideea privind asa-zisa ,,superioritate a poeziei fata de proza” (p. 43), facand, in
special, trimitere intru sustinere la afirmatiile unor personalitati din timpuri diferite, care, in
ultima instantd, ii permit sa considere supraseriile stilistico-istorice drept ,,privilegiul exclusiv
al poeziei”. Dupa noi, afirmatiile invocate de autoare contin argumente prea putin suficiente
pentru a prezenta aceasta idee drept un adevar absolut. Se pare, autoarea insasi nu este sigura
de veracitatea acestei pretinse ierarhii, mai ales atunci cand evoca notiunea de ,,complexitate”,
raportata la poezie si proza, care ,,deriva din caracterul informational” (p. 44) al celor doua,
ceea ce o face, in consecinta, sa declare totusi ipotetic caracterul acestei perspective de abordare.
Evident, o atare incercare de ierarhizare implica multiple riscuri; cert e insa faptul ca poezia, in
comparatie cu proza, ofera cu mult mai mult teren pentru varierea diafazica, ceea ce motiveaza
pe deplin alegerea facuta de autoare in favoarea unor anumite paradigme poetice ca surse
pentru corpusurile de exemple, menite si valideze demersul teoretic al cercetarii.

Capitolul al Il-lea al monorafiei (,,Conceptul de variabilitate”) ia in dezbatere conceptul de
variabilitate a limbajului si fenomenele la care el se refera, autoarea stabilind si caracterizand
aici un spectru extins de fatete si aspecte problematice congruente fenomenelor investigate.
Efectuand o sistematizare a bibliografiei si a terminologiei domeniului, autoarea constata cu
justete ca ,,in epistema romaneasca a variabilitatii, bibliografia problemei se reduce la unele
observatii si consideratii sporadice ”(p. 49), ceea ce o determina sa se plaseze cu fermitate in
albia conceptiilor, emise in aceasta privinta de catre unii cercetatori rusi, dar si basarabeni —
nume de notorietate in domeniul de referinta (Gorbacevici, Golovina, Graudina, Evghenieva,
Gak, Piotrovsky, Berejan, Pavel, lonita), creandu-si, astfel, o baza teoretica solida, care ii
permite sa abordeze plenar si adecvat acest fenomen in limba romana contemporana. Astfel,
variabilitatea diafazicd este cercetatd aici, dupd cum e si firesc, in contextul larg al teoriei
variabilitatii, prin prisma cauzelor/factorilor variabilitdtii si a principiului  de
varianta/Zinvarianta, cu referire la cuvant. Un merit deosebit al investigatiei la acest capitol il
constituie consideratiile autoarei vizand variabilitatea lexico-semantica in limba romana
(pentru care indica si ilustreazd mai multe modele caracteristice (vezi p. 61), precum si tipologia
propusd a fenomenelor de limbaj variabile, care, ulterior, va fi validata prin corpusurile de
exemple selectate din paradigmele poetice, analizate in cadrul capitolului 111 al lucrarii. Tot aici,
merita a fi retinuta si apreciata, in speta, viziunea novatoare a autoarei privind conceptul de
variabilitate diafazica, expusa amanuntit in § 6. al capitolului vizat. Astfel, autoarea sustine, cu
totala justete, ca variabilitatea diafazica e recognoscibila anume la nivelul stilurilor individuale,
si ca aceasta ,este ilustratda prin variante lexico-semantice care denomineaza obiectiv sau
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figurativ aceeasi realie, indiferent daca se intersecteaza sau nu sub aspect semantic” (p. 81) in
cadrul idiolectelor estetice, care ofera cele mai surprinzatoare exemple de variere diafazica, ce
se produce, preponderent, la nivelul semnificatului unitatilor lexicale. Importanta se arata, in
acest context, si constatarea autoarei privind schimbarea de identitate a unitatii lexicale, care are
loc in procesul varierii diafazice: ,unitatea lexicald poate dobandi, in planul textului, o
identitate sintagmatica, ce difera de identitatea sa paradigmatica in planul limbii” (p. 83).
Aceastd constatare 1i permite autoarei si emitd ipoteza privind necesitatea unei triple
perspective de cercetare a sensului semnelor limbii, atunci cand se studiazid fenomenul
variabilitatii diafazice: planul paradigmatic al limbii (caruia ii corespunde intensiunea
semnului, exprimata in termenii unei semantici cognitive), planul paradigmatic al autorului si
planul sintagmatic al textului (carora le corespunde extensiunea semnului, exprimata in
termenii unei semantici referentiale). Demersul propus de citre autoare reprezintd, de fapt,
traiectoria de transformare a semnului lingual in semn artistic (semn poetic si semn estetic sau
simbol auctorial) — o metamorfozad iminenta in cazul varierii diafazice in cadrul limbajului
poetic, reprezentdind un proces logogetic, marcat intens de subiectul creator, dupa cum
remarcs, subtil si veridic, autoarea.

Totodata, ne vedem obligati a remarca, la acest capitol, aparenta carenta de formulare a ideii
autoarei privind existenta unei relatii directe intre variabilitatea diafazica si sens (a se vedea
compartimentul 6. 2., intitulat ,,Sensul-mecanism al variabilitatii individuale™). In esentd,
autoarea are perfecta dreptate cand afirma ca exista o legatura nemijlocita intre variabilitatea
diafazica si semantica. Aceastd legatura intrinseca iese in evidenta, in special, la nivelul corelarii
varierii individuale cu sensul (care, dupa noi, este nu doar un produs, ci, mai intai de toate, un
proces, 0 categorie dinamicd, si nu una staticd, imuabild). La fel ca si varierea diafazics,
constructia de sens isi are embrionii in limba (sub forma de sens conventional si sens potential),
si ea se produce gradual, prin transformarea virtualului in actual, conform unor mecanisme de
constructie a sensului si de articulare a sa cu o structura referentiala anume. Doar astfel
interpretat, sensul poate fi admis in calitate de mecansim al variabilitatii individuale, ceea ce, in
ultima instanta, denota ca autoarea a intuit corect relatia iminenta dintre sens si variabilitatea
diafazica, desi formularea propusi de citre ea in lucrare a acestui postulat lasi, oarecum, loc
pentru discutii.

Cu referire la acest capitol al lucrarii, e de notat ca asertiunile emise de autoare sunt de o
certa valoare teoretico-stiintificd, ele denotand caracterul profund inovator al investigatiei
efectuate si capacitatea autoarei de a inainta solutii adecvate unor problematici de stringenta
actualitate din lingvistica contemporana.

Capitolul 11l al lucrarii (,,Variabilitatea diafazica in cadrul unor supraserii/Zserii stilistico-
istorice”) se impune prin consistenta teoretica si prin subtilitatea analizelor unor fapte de limbaj
poetic pertinente pentru fenomenul de limbaj investigat. In speta, se interpreteaza mostre de
variabilitate individuald din 2 supraserii stilistico-istorice - paradigmele poetice ale lui M.
Eminescu, N. Stanescu si din creatia lui St.A. Doinas. Astfel, pentru a valida postulatele
teoretice emise in capitolele anterioare, autoarea procedeazd la cercetarea mostrelor de
variabilitate individuala in spatii de constituire a mesajului artistic de doua tipuri; mesajul e
considerat, deci, in cadrul a doua spatii liminale, unul dintre care il reprezinta un text aparte al
subiectului creator (avand ca obiectiv de cercetare textualizarea), iar celdlalt - o serie de texte care
constituie un esantion reprezentativ al paradigmei poetice a subiectului creator si se
subordoneazi obiectivelor de contextualizare. Demersul pluridimensional, pe care autoarea il
adopta in raport cu fenomenele investigate la acest capitol, este un merit incontestabil al
investigatiei si el se arata a fi pe masura complexitatii acestor fenomene de limbaj investigate.
Autoarea aplici, asadar, de o manierd adecvatd, perspectiva onomasiologicd, atunci cand
cerceteazd, in plan comparat in cadrul celor trei paradigme poetice, zona conceptuala
~feminitate”; perspectiva semasiologicd, cAnd urmareste variabilitatea diferitelor lexeme (icoand) si
ale unor grupuri nominale/verbale, organizate in jurul anumitor lexeme (virtute, ord);
perspectiva semioticd, aplicatd in raport cu variabilitatea unor simboluri auctoriale (in cadrul
paradigmei poetice a lui S.A. Doinas, in special). In plus, pentru a scoate plenar in evidenta
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mecanismele variabilitatii diafazice, investigate la nivelul semnificatelor, autoarea opereaza o
analiza semantica complexa a acestor unitati, recurgand la analiza semica a continutului lor
semantic si la compararea celor doua componente (intensionald si extensionala) din structura
semantismului unitatilor lexicale analizate, ceea ce-i permite a deduce ca metaforizarea este, de
fapt, mecanismul dominant al variabilitatii individuale in paradigmele poetilor vizati. Lucrarea
capata valoare si prin faptul ca acestei analize semantice si semiotice pluridimensionale i se
suprapune analiza hermeneutica, care valorifica potentele si profunzimile semantice,
conceptuale si afective ale cuvintelor in cadrul paradigmelor poetice vizate.

Efectuand, pe intreg parcursul lucrarii, studiul analitic al diferitelor fatete ale fenomenului in
discutie, prin aplicarea unor metode de analiza conjugate, in planul vorbirii individuale,
autoarea ajunge, in consecinta, la o serie de concluzii finale judicioase si pertinente, de o
incontestabild valoare stiintifica si aplicativa, in baza carora ea propune o serie de recomandari
binevenite intru ameliorarea procesului instructiv-educativ la diferitele cicluri din invatamantul
filologic. Cu certitudine, rezultatele cercetarii la tema in discutie pot constitui bazele teoretice si
practice ale unor cursuri universitare noi, precum si ale elaborarii unor dictionare speciale,
axate pe variabilitatea diafazica in cadrul unor supraserii stilistico-istorice.

Veronica PACURARU,
conferentiar universitar, doctor in filologie,
Universitatea de Stat din Moldova
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