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SPIRITUL CRITIC IN FATA MASINIL INTELIGENTA ARTIFICIALA
SI VIITORUL CERCETARII UMANISTE

Aliona GRATI Nicoleta IFRIM

Spiritul critic in fata masinii. Inteligenta artificiala si viitorul cercetirii umaniste

Rezumat. Dialogul despre impactul inteligentei artificiale asupra cercetarii umaniste o are ca interlocutoare
pe Nicoleta Ifrim, specialist in filologie, director de scoala doctorala si coordonator de studii doctorale. Discutia
evidentiazd atat potentialul, cat si limitele utilizarii IA in domenii precum literatura, critica i interpretarea textu-
ala. IA se insinueaza tot mai vizibil in spatiul umanist, generand nu doar oportunititi, ci si nelinisti legate de na-
tura autenticd a creatiei. Literatura, inteleasé ca expresie a unui ,,eu” creator si ca forma de cunoastere profundi,
nu poate fi redusé la simple combinatii algoritmice sau la modele statistice. IA poate simula structuri narative, dar
nu poate reproduce experienta ontologica si sensibilitatea estetica care stau la baza actului literar autentic. Pe de
alta parte, inteligenta artificiala poate fi integrata util in cercetarea filologica, mai ales in cadrul digital humanities,
unde faciliteazd analiza cantitativa a textelor. Echilibrul dintre distant reading si close reading ramane esential, iar
interpretarea datelor trebuie sa apartina cercetdtorului uman. Dialogul abordeazi si implicatiile etice ale utilizarii
IA in mediul academic, subliniind necesitatea transparentei si a responsabilitatii individuale. Totodatd, detecta-
rea textelor generate de IA raméne imperfectd, existind riscul unor erori si al unor evaludri incorecte.

Cuvinte-cheie: IA, digital humanities, distant reading, close reading, etica academica.

Critical Thinking in the Face of the Machine. Artificial Intelligence and the Future of Humanities Research

Abstract. The dialogue on the impact of artificial intelligence on humanities research features Nicoleta Ifrim
as its interlocutor, a specialist in philology, director of a doctoral school, and supervisor of doctoral studies. The
discussion highlights both the potential and the limitations of AI use in fields such as literature, criticism, and
textual interpretation. Al is becoming increasingly present in the humanities, generating not only opportunities
but also concerns related to the authentic nature of creation. Literature, understood as an expression of a creative
“self” and as a form of profound knowledge, cannot be reduced to mere algorithmic combinations or statistical
models. Al can simulate narrative structures, but it cannot reproduce the ontological experience and aesthetic
sensitivity that underlie genuine literary creation. On the other hand, artificial intelligence can be usefully inte-
grated into philological research, especially within the framework of digital humanities, where it facilitates the
quantitative analysis of texts. The balance between distant reading and close reading remains essential, while the
interpretation of data must belong to the human researcher. The dialogue also addresses the ethical implications
of Al use in academia, emphasizing the need for transparency and individual responsibility. At the same time, the
detection of Al-generated texts remains imperfect, with the risk of errors and misjudgements.

Keywords: Al, digital humanities, distant reading, close reading, academic ethics.
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AG: Pentru acest dialog, consacrat unei
teme care preocupa tot mai intens mediul cer-
cetarii stiintifice si al invatamantului superi-
or - inteligenta artificiald, promovatd la nivel
global prin platforme performante precum
ChatGPT, Copilot, Gemini, Claude (Opus si
Sonnet), Grok, Llama, Ernie, Qwen, DeepSeek
si altele similare —, am invitat-o pe doamna
Nicoleta Ifrim, profesor, doctor abilitat in fi-
lologie, cadru didactic universitar, critic literar
si cercetdtor in domeniul studiilor literare, im-
plicatd in proiecte nationale si internationale,
precum si director al Scolii Doctorale de Stiinte
Socio-umane a Universitatii ,,Dunarea de Jos”
din Galati. In calitate de mentor si conducitor
stiintific, domnia sa a coordonat si coordoneaza
numerosi doctoranzi, dintre care opt si-au fina-
lizat parcursul doctoral prin sustinerea publica
a tezei si obtinerea titlului de doctor.

Stimata doamna Nicoleta Ifrim, in ce ma-
sura va preocupa sau va nelinisteste integrarea
tot mai profunda a inteligentei artificiale in via-
ta noastrd cotidiana, inclusiv in activitatile de
predare, cercetare si creatie in domeniul uma-
nist?

NI: In opinia mea, suntem martorii unei
prezente din ce mai acute a mecanismelor inte-
ligentei artificiale in toate domeniile cunoasterii
actuale, spatiul umanist (in cele trei forme de
manifestare mentionate de citre dumneavoas-
tra — predare, cercetare, creatie) fiind unul din-
tre campurile in care IA generativa se insinuea-
zd cu o persistenta tacutd, uneori bine primita,
alteori acid blamata. Aici, unde actul scriiturii
defineste o forma creatoare de auto-cunoastere,
de re-definire a eului fatd de marea Istorie, unde
scriitura in sine devine reprezentare in oglinda
polimorfa a Lumii si a Celuilalt, mecanismele de
folosire a IA nasc intrebari legate nu de angoasa
automatizdrii artificiale, ci de insdsi esenta cre-
atoare a literaturii: in ce masura un text generat
prin calcul statistic mai este ,literaturd”, fiind
deposedat de acel ,eu” pivotal care mediaza,
prin text, valente estetice? Post-umanismul,
intr-adevar, genereazd astfel de provocari, une-
ori nelinisti, care pot fi decriptate prin prisma

conceptului heideggerian de Gestell (,,substare”),
care defineste specificul tehnocentrist modern.

AG: Desigur, atat provocarile si nelinistile
dumneavoastrd, cét si ale mele, se leagd, in spe-
cial, de literatura - in acceptiunea ei beletristica
—, dar si de actul interpretativ, care inseamna, in
acelasi timp, cunoastere si creatie.

NI: Daca literatura functioneazd drept spa-
tiu al ,,dezvéluirii” adevarului (aletheia), inteli-
genta artificiala o demanteleaza pana la reduce-
rea la un ,fond de rezerva” (Bestand) construit
din clisee si structuri narative optimizate, lipsite
insa de marcile autenticitatii rezultante din ex-
perienta ontologica nemediatd. De fapt, am con-
vingerea cd creatia literara nu se poate substitui
modelelor de limbaj standardizate algoritmic, nu
este ,simulare” stereotipd hranind iluzoriu un ci-
titor — simplu consumator de probabilitéti. Spe-
ranta mea este ca iubitorul actual de literaturd nu
va inceta sa caute in text o ,intalnire” cu Celalalt
si nu se va multumi compensatoriu cu oglinda
deformatoare a unui pattern matematic recurent
si reductionist, care nu ar face decat sd confirme
propriile prejudecati intern-statistice. De altfel,
heideggeriana ,locuire poeticd a lumii” anulea-
za, in spatiul literar, efectul manipulator-combi-
natoriu al mecanismelor generative IA. Intr-un
interviu acordat criticului Ion Simut si publicat
in revista ,,Vatra” in anul 2024, profesorul Ioan
Roxin surprinde specificul folosirii instrumente-
lor IA astfel: ,,In ciuda acestor capacititi remar-
cabile, TA intdmpind limitari semnificative in
domeniul judecatii de valoare si al interpretarii
nuantate a operelor literare. Utilizarea IA in cri-
tica literard trebuie privita ca o extensie a instru-
mentarului criticului, nu ca un substitut. Critica
literara autenticd transcende simpla analiza teh-
nicd, implicand nu numai o cunoastere a teoriei
literare, ci si o profunda intelegere a contextului
cultural, istoric si emotional al unei opere. Ju-
decata de valoare a unui critic literar se bazeaza
pe o vasta experientd personald, sensibilitate es-
tetica si capacitatea de a percepe subtilititile si
implicatiile care depasesc nivelul textual imediat
intrucat Noi nu suntem masini care gindesc si
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simt, ci masini care simt si gdndesc (Antonio Da-
masio). [A poate oferi analize obiective bazate pe
criterii predefinite, dar nu poate (inca) sa capteze
complexitatea experientei umane reflectata in li-
teratura. Evaluarea autenticd a unei opere litera-
re raméane, deocamdati, in domeniul exclusiv al
inteligentei umane. Un critic literar care utilizea-
za IA ca instrument poate deveni mai eficient in
anumite aspecte ale muncii sale, dar judecata sa
de valoare ramane indispensabild. Critica literara
dainuie ca o vocatie umana. Totusi, viitorul criti-
cii literare, la fel ca viitorul literaturii, probabil ca
se va indrepta catre o simbioza intre capacitatile
analitice ale IA si discerndmantul uman. IA poa-
te oferi criticilor literari instrumente puternice
in procesul de analiza a textelor, dar esenta cri-
ticii literare - stabilirea unei judecati de valoare
informatd, nuantatd si contextualizatd - rimane
harul inteligentei umane. Criticul literar al viito-
rului, probabil, va folosi IA pentru a-si mdri ca-
pacitatile analitice, dar bazdndu-se pe propria sa
experienta, intuitie si sensibilitate pentru a oferi
judecdti de valoare autentice si relevante.” [I,
p. 6].

AG: Am intalnit recent, in spatiul online,
o afirmatie care mi-a dat de gandit: insdsi no-
tiunea de ,inteligenta” pare sa-si modifice ac-
ceptiile cu vremea. Daca, timp de secole, omul
inteligent era definit prin capacitatea de analiza
logicd, memorare si calcul, care il deosebea de
animale, iar odatd cu aparitia computerului si a
internetului accentul s-a deplasat spre creativi-
tate, astazi, in contextul dezvoltdrii inteligentei
artificiale, chiar si aceastd dimensiune pare re-
lativizatd, intrucat sistemele IA pot genera solu-
tii adesea surprinzitor de inventive. In aceastd
logica, se afirma cd inteligenta umana ar consta
mai ales in capacitatea de a discerne si selecta
informatia valida dintr-un flux tot mai saturat
de continut incert sau fals.

NI: Intr-adevir, asistim astizi, in contex-
tul celei de-,a patra revolutii”, asa cum defi-
neste Luciano Floridi dinamica ,,varstei” algo-
ritmice intr-o carte celebrd din 2014 publicata
la Oxford University Press [2], la aparitia unui

spatiu fluctuant al ,infosferei”, in care inventi-
vitatea solutiilor generate de sistemele artificia-
le de inteligentd poate fi, doar partial, asimilata
creativitatii specifice gandirii umane. Fluidiza-
rea granitelor dintre ,producdtorul” artificial
si creatorul uman este, in opinia mea, o ches-
tiune iluzorie, uneori flamboaiant amplificata,
deoarece pune in relatie de inferioritate limitele
abilitatilor de algoritmizare recurent-artificiala
fata de competentele de evaluare ce confera sub-
stanta si profunzime gandirii critic-ontologice.
Pentru spatiul filologic, ,efectul Google” despre
care gloseaza Sparrow, Liu si Wegner gliseaza
inspre negocierea unei ,memorii transactive”
in sensul in care spatiul internetului moduleaza
fundamental dinamica unei memorii externa-
lizate, ,where information is stored collective-
ly outside ourselves.” [3]. Si da, instrumentele
de tip IA devin utile in analiza criticd a textelor
literare doar in uzanta lor de mecanisme de do-
cumentare bibliograficd, de selectare tematica a
resurselor secundare, de inventariere si decupa-
re a teoriilor critice aplicabile textului fictional
si asumate drept ,grile” de receptare — o miza
de utilizare, asadar, preponderent informativa,
nu una de delegare a generarii de continut, fie el
analitic sau creator-literar. De altfel, fenomenul
»halucinatiilor” algoritmice cu efecte vulnerabi-
le din punct de vedere epistemic si ocurent in
functionarea modelelor de limbaj mari (LLM)
— precum GPT, Gemini sau Claude, bazate pe
deep learning si predictibilitate recurenta — pro-
iecteaza, sub haina unei autoritati lingvistice
ireprosabile, informatii false, usor detectabile
si combatute prin filtrul uman al géndirii cri-
tice. Mai mult, in spatiul literar, ranforsarea
relatiei dintre scriitor/critic si opera literara/
studiu analitic este definitorie, dezarticuland
eficienta ,goald de sens” a mimetismului sti-
listic algoritmizat, generat de ,masina de scris”
inteligent-artificiald. Asa cum Margaret A. Bo-
den puncta in cartea sa publicata in 2004, The
Creative Mind. Myths and Mechanisms (second
edition), discutdim despre ,transformational
creativity” [4, p. 320] (,evaluation typically has
to be done by people, not programs”) si despre
~combinational creativity” (,a computer could

8 E-ISSN 1857-2537

DIALOGICA nr. 1, 2026



merrily produce novel combinations till king-
dom come” - [4, p. 7]).

Pe de alta parte, gdndirea critica si prima-
tul judecitii de valoare din partea ,agentului”
uman joacd un rol esential in scenariul multi-
functional rezultat din intersectarea studiului
spatiului literar cu digital humanities, unde jo-
cul dintre distant reading (studiul cantitativ al
datelor literare cu instrumente IA si cartografie-
rile recurente tematic) si close reading (studiul
calitativ operat prin gandire critica) cere un
necesar echilibru, asa cum sustine Franco Mo-
retti in sa Distant Reading [5]. Sau, in viziunea
lui Alexandru Vaisies, cel care analizeaza ,,muta-
tii ale studiilor comparatiste”, ,,in cadrul digital
humanities, distant reading-ul ignord asadar in
mod explicit caracteristicile specifice ale unui
text individual, cu scopul de a opera cu directii si
pattern-uri mai ample dintr-un corpus de texte.
Distant reading-ul nu reprezinta, totusi, doar o
digitalizare a metodologiilor umaniste traditio-
nale, ci un nou mod de cercetare, prin interme-
diul instrumentelor computerizate, care permit
ridicarea unor noi intrebari despre istoria ide-
ilor, despre limbajul folosit sau despre valorile
culturale si diseminarea lor intr-o anumita epo-
cd. Intr-adevir, distant reading-ul poate implica
lipsa chiar totald a lecturii directe, dar, in acelasi
timp permite cercetatorilor sd observe scheme si
relatii care nu sunt deductibile prin analiza unui
singur text. In plus, o arata si Jockers, umanistul
care foloseste metodele digitale este capabil sa
alterneze intre macro si micro, sa desfisoare o
analizd locala, dar si una globala, cu alte cuvin-
te sd treaca de la close reading (o microanaliza
caracterizatd de esantioane reduse, selective) la
legi generale de dezvoltare.” [6, p. 12].

AG: Un alt studiu interesant in continua-
rea celor mentionate de dumneavoastra despre
posibilitatile tehnicilor digitale — astdzi, ale in-
teligentei artificiale — de a ne ajuta sa ,citim”
un numar urias de texte, este semnat, in ace-
easi revistd ,,Transilvania”, incd din 2019, de un
grup de cercetatori — Vlad Pojoga, Stefan Ba-
ghiu, Emanuel Modoc, Daiana Gardan si An-
dreea Coroian Goldis -, care propuneau ,,unele

dintre cele mai promititoare metode si instru-
mente utile” de analiza cantitativa a literaturii:
textometria, stilometria si analiza retelelor [7, p.
9-16]. Este interesant daca aceste metode mai
sunt necesare, de vreme ce inteligenta artificiala
presupune, la randul ei, astfel de operatii? Cum
vedeti integrarea inteligentei artificiale in cerce-
tarea umanista fara a compromite dimensiunea
criticd si interpretativa, care constituie insdsi
esenta acestor discipline?

NI: Utilizarea mecanismelor inteligentei
artificiale reprezintd o provocare in domeniul
umanioarelor, in special atunci cand abordam
teritoriul criticii literare, care poate valorifi-
ca aceste noi instrumente tehnologizante cu
pastrarea filtrului de generare/judecata critica
umana si, bineinteles, cu respectarea riguroasa
a principiilor eticii cercetarii stiintifice. De pil-
dd, mé gandesc la un tip de hermeneutica com-
putationald exploatatd in studiile actuale din
zona digital humanities care inca dezbat rapor-
tul principial dintre rigurozitatea algoritmica a
modeldrii si primatul libertatii de interpretare
a »centrului” generator uman. ,,Lecturile la dis-
tanta” sintetizate prin procesul de distant rea-
ding (teoretizat de Franco Moretti), in contextul
studiilor aplicate ,Literaturii Lumii” ca sistem
global interconectat rizomatic (in siajul teorii-
lor lui Moretti si Casanova cu a sa ,,Republica
Mondiala a Literelor”) remodeleazid hermene-
utic acea close reading (plonjarea analitica in
interstitiile micro-elementare ale imaginarului
fictional) pentru a cartografia macro-structuri
literare sau tematice, invariante sau retele de
sens dezvoltate caleidoscopic diacronic (pe par-
cursul a mai multor perioade ale istoriei literare
universale) sau sincronic (difuz dispersate de-a
lungul spatiilor multiculturale aflate acum in
dialog). In opinia lui N. Katherine Hayle, sun-
tem martorii tacuti ai unei ,tehnogeneze” (“hu-
mans and technics have coevolved together”) in
care IA nu ,citeste” uman decodificarea sensu-
rilor, ci executd virtual operatiuni standardizate
de identificare si recunoastere a pattern-urilor
(culturale, stilistice etc.). Pornind de aici, ,the
Digital Humanities include, among other kinds
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of projects, text encoding and analysis, digital
editions of print works, historical research that
recreates classical architecture in virtual reality
formats such as Rome Reborn and The Theater of
Pompey, archival and geospatial sites, and, sin-
ce there is a vibrant conversation between scho-
larly and creative work in this field, electronic
literature and digital art that draws on or reme-
diates humanities traditions.” [8, p. 27]. In egald
masura, studiile dedicate geografiei literare pot
beneficia de instrumentarul IA in operatiuni de
cartografiere culturald si ,spatializare” a istoriei
ideilor surprinse in dinamica formelor literare,
sub rezerva asumata cd o harta virtual-culturala
rdmane o reprezentare mediata tehnologic asu-
pra cdreia trebuie sa intervina criticul in vede-
rea reconstructiei si validarii sensurilor. Cu alte
cuvinte, acesta legitimeaza o ,hermeneuticd a
algoritmului” - o instanta de validare critica a
modului in care tehnologia IA gestioneaza, prin
codificare, realitatea imediatd proiectatd cul-
tural. Un exemplu in acest sens este proiectul
Mapping the Republic of Letters, coordonat de
o echipd de cercetdtori de la Stanford - pagina
web a proiectului include urmatorul descriptiv:
~Before email, faculty meetings, international
colloquia, and professional associations, the
world of scholarship relied on its own networ-
ks: networks of correspondence that stretched
across countries and continents; the social ne-
tworks created by scientific academies; and the
physical networks brought about by travel. The-
se networks were the life lines of learning, from
the age of Erasmus to the age of Franklin. They
facilitated the dissemination (...) and the criti-
cism (...) of ideas, the spread of political news,
as well as the circulation of people and objects.
But what did these networks actually look like?
Were they as extensive as we are led to believe?
How did they evolve over time? Mapping the
Republic of Letters, in collaboration with in-
ternational partners, seeks to answer these and
other questions through the development of
sophisticated, interactive visualization tools. It
also aims to create a repository for metadata on
early-modern scholarship, and guidelines for fu-
ture data capture” [9]. Rezultatele obtinute sunt

prezentate intr-un studiu interesant, disponibil
online - AHR Forum Historical Research in a
Digital Age: Reflections from the Mapping the
Republic of Letters Project, co-autori Dan Edel-
stein, Paula Findlen, Giovanna Ceserani, Caro-
line Winterer, and Nicole Coleman [10]. Un alt
exemplu de ,,bune practici” in domeniul digital
humanities il reprezinta proiectul coordonat de
Institutul de Istorie si Teorie Literara ,,G. Ca-
linescu” al Academiei Roméne, Solutii digitale
inteligente pentru cercetarea si diseminarea li-
teraturii romdne vechi si premoderne, care si-a
propus implementarea unei platforme digitale
inteligente (INTELLIV - https://intelliv.ro/#/),
»care sa permitd accesul la colectii de referinta
academica plasate in perimetrul de cercetare al
literaturii romane vechi si premoderne. Astfel,
platforma software integratd INTELLIV devine
suport pentru implementarea digitala a corpu-
surilor ELIV - Enciclopedia literaturii romdne
vechi, CLRV - Cronologia literaturii romdne
vechi, HLRV - Harta interactivd a literaturii
romdne vechi, TLVR - Texte fundamentale ale
literaturii romane vechi, si prin aceasta contri-
buie la diseminarea de cunostinte fundamenta-
le de identitate culturald si nationald, pertinente
racordarii la sistemul radicular al literaturilor
europene.” Accesul in platforma INTELLIV a
fost realizat prin dezvoltarea de instrumente
software de cautare automata si analiza seman-
tica avand ca suport tehnicile de prelucrare afe-
rente limbajului natural menite s permita ana-
liza si clusterizarea unor cantitati importante de
informatii si materiale aferente spatiului cerce-
tarii vechii noastre literaturi in extensia lui sin-
cronica si diacronica (studii de istorie si critica
literard dedicate literaturii vechi, editii critice/
diplomatice, cartografie specializatd pe difuza-
rea scrierilor vechi romanesti, evolutia topicelor
emergente tematic, estetic s.a., precum si obser-
varea diferentelor stilistice de-a lungul etapelor
limbii romane literare).

Toate aceste practici concretizate prin
asumarea ,critica” a mecanismelor digitaliza-
te redefinesc, in esentd, statutul cercetatorului
umanist, nu in sensul asumarii ipostazei unui
utilizator pasiv, ci a celei de ,,procesator uman”
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al mecanismelor digitale, unul care mentine in
echilibru balanta intre precizia computationald
si profunzimea interogatiei umane. In aceasta
ordine de idei, nu imi pot imagina, de exemplu,
0 ,Arcd alui Goma” (am in vedere volumul pu-
blicat recent de catre dumneavoastra la editura
Arc din Chisinau in anul 2025) generata de IA
prin furnizarea unui input de date ale scriitoru-
lui, deoarece nu ar putea surprinde, polifonic,
ipostazele multiple ale unui profil creator apar-
te, care se ,vindeca” in regim compensatoriu
prin naratiunile fondatoare ale unei ,,mitologii
personale” distincte; si nici nu ar putea reda
»algoritmul” constiintei captive intre dileme si
sfasieri interioare sau reconstrui scenariul plu-
rimorf al fragmentelor de oglinda, redefinind
sensuri perspectivate coerent intr-o constructie
amprentata identitar.

AG: Vi multumesc pentru mentionarea
cartii mele. Utilizarea instrumentelor de inte-
ligenta artificiald poate deveni un sprijin real
pentru doctoranzii din domeniul filologic care
studiaza literatura, le poate oferi un anumit
grad de comoditate. Totusi, exista si riscul pier-
derii autenticitatii, care, alaturi de plagiat — si
poate chiar intr-o masura mai mare decat acesta
- poate compromite insdsi ideea de cercetare.
Cum putem evita substituirea efortului intelec-
tual autentic? Ce mecanisme institutionale ar
putea fi implementate pentru a asigura origina-
litatea si rigoarea lucrarilor academice intr-un
context in care inteligenta artificiala devine tot
mai accesibila?

NI: In cercetarea filologicd doctorala limi-
tele utilizarii IA sunt clar definite in legislatia
romaneasca aplicabila spatiului academic, cer-
cetarii si inovarii, in descendenta normativelor
europene privind folosirea etici a instrumente-
lor inteligentei artificiale, chestiunea abordand
aspecte orientate asupra gradului de inovatie
metodologica si reglementdrii clare a profilului
integritatii etice apartinand doctorandului uti-
lizator. In principiu, standardele de elaborare
a unei teze de doctorat in filologie, un travaliu
intelectual care marcheazd esential devenirea

profesionala a autorului, presupune apelul la
mecanismele IA doar ca adjuvant in procesul
de documentare, de selectie a surselor biblio-
grafice specifice tipului de demers asumat si nu
folosirea lor pentru generarea de continut. Sau,
pentru o teza cu tematica incadrabild in dome-
niul digital humanities, IA devine util in realiza-
rea unor analize stilometrice complexe (vizand
abordarea cantitativa a stilului, prin utilizarea
unor metode computationale pentru a identi-
fica pattern-uri tematice, frecventa ocurentei
unor itemi sau alte aspecte specific-structurale
ale unui text), identificarea recurentelor lexica-
le intr-o multitudine de manuscrise digitalizate
asumate drept corpus aplicativ sau chiar carto-
grafierea dinamicii diacronice a unui concept.
Toate aceste date obtinute trebuie insa interpre-
tate/analizate critic de cdtre doctorand pentru a
elabora o cercetare de specialitate, originald, in
care este respectat principiul human-centric Al
dublat de rigorile proprietatii intelectuale.
Reglementirile etice si metodologice sunt
prezente in cadrul normativ roménesc ince-
pand cu anul 2025, evidentiind faptul ca IA nu
poate detine statutul de ,autor”, doctorandul
avand responsabilitate etica pentru orice afir-
matie stiintifica. Codul de eticd si deontologie
profesionald al personalului din cercetare, dez-
voltare si inovare, elaborat de Ministerul Educa-
tiei si Cercetarii si publicat in Monitorul oficial
nr. 1187 din 23 decembrie 2025 este structurat
pe baza prevederilor Codului european de con-
duitd pentru integritatea cercetdrii (The Euro-
pean Code of Conduct for Research Integrity)
redactat de Federatia Europeana a Academiilor
de Stiinte si Stiinte Umaniste (All European
Academies) — ALLEA, 2023, Berlin, cele ale
Cartei europene a cercetdtorilor si Codului de
conduitd in recrutarea cercetditorilor din 2005,
actualizat prin Carta europeand a cercetitori-
lor din 2023 si pe baza Regulamentului (UE) nr.
1.689/2024 de stabilire a unor norme armoniza-
te privind inteligenta artificiald (Regulamentul
privind inteligenta artificiald). Aspecte impor-
tante ale folosirii IA sunt inserate in capitolele
3.1 Procedurile de cercetare (,Cercetatorii isi
raporteaza rezultatele si metodele, inclusiv
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utilizarea serviciilor externe sau a inteligentei
artificiale (IA) si a instrumentelor automatizate
intr-un mod compatibil cu normele acceptate
ale disciplinei si care faciliteaza verificarea sau
replicarea, dupa caz”) si 4.1. Abateri de cerce-
tare si alte practici inacceptabile (,ascunderea
utilizarii inteligentei artificiale (IA) sau a in-
strumentelor automate in crearea de continut
sau redactarea de publicatii”.) Prin urmare,
principiul transparentei totale reprezinta un
Lir rosu” in demersul doctoral, continuturi-
le dedicate alfabetizarii in IA (AI Literacy) din
Programul de Pregatire Universitara Avansata
(PPUA), oferite de scolile doctorale filologice
in cadrul disciplinei obligatorii Etica cercetdrii
stiintifice, reprezentand o componenta de for-
mare esentiald in sensul respectdrii integritatii
in cercetare. Universitatile romanesti au prelu-
at aceste directive normative la nivelul fiecirei
institutii organizatoare de studii doctorale (I0-
SUD). De exemplu, Universitatea Babes-Bolyai,
prin Consiliul sdu stiintific, a elaborat in anul
2024 un punct de vedere vizand folosirea inteli-
gentei artificiale in scrierea academicd [11], din
care selectam fragmentar : ,,publicatiile stiintifi-
ce (si nu numai) trebuie sa diferentieze clar in-
tre continutul generat nemijlocit de catre om si
continutul generat cu ITAGen. (...) Nu trebuie
lasata sa persiste iluzia ca articole stiintifice scri-
se cu ITAGen si fie apreciate la aceeasi valoare
si cu aceleasi standarde ca si cele scrise inainte
de era [TAGen” [11, p. 4-5]; ,,Atunci cand scri-
em un text stiintific destinat specialistilor, fie el
propunere de proiect/grant, articol sau carte,
regula trebuie sa fie aceasta: la frontiera cunoas-
terii IIAGen nu este antrenat sd opereze, deci
nu ar putea scrie acest text; dacd am scris insa
acel text cu IIAGen, inseamnd cd am renuntat
la ambitia de a ne plasa la frontierele cunoas-
terii, adicd de a face CDI cu impact serios asu-
pra domeniului stiintific.” [11, p. 5]; ,autorii
pot folosi ITAGen pentru a obtine intelegerea
unor concepte sau o viziune de ansamblu, sau/
si pentru a-si organiza ideile, dar vor parcurge
si utiliza literatura de specialitate, argumentare
logica si gandire criticd pentru fundamentarea
lucrarii” [11, p. 8]; ,autorii pot folosi AI-ul pen-

tru a identifica surse si autori relevanti, dar vor
consulta si cita aceste surse in mod adecvat in
cadrul lucrarii lor” [11, p. 8]; ,,autorii pot folosi
ITAGen ca un instrument de imbunatatire sti-
listica a lizibilitatii textului formulat de catre ei
si a limbajului academic folosit de cétre acestia”
[11, p. 8]; ,autorii pot utiliza formularile si stilul
Al-ului ca punct de plecare pentru redactarea
proprie, insa se vor asigura cd lucrarea finala
este rezultatul propriilor cunostinte si cercetari.
Preluarea textului formulat integral de catre AI
fara a marca clar acest lucru este o frauda aca-
demica” [11, p. 8].

Mai mult, politica editoriala a jurnalelor
Clarivate (Web of Science) include delimitéri
clare in modul de intrebuintare a IA - precum
revista Humanities and Social Sciences Commu-
nications, publicata de Springer Nature (impact
factor - 3,6 in anul 2024, quartilal) care pune
la dispozitia potentialilor autori o sectiune con-
sistenta despre Artificial Intelligence (Al) usage
din care citam selectiv: ,Large LanguageModels
(LLMs), such as Chat GPT, do not currently sa-
tisfy our authorship criteria. Notably an attri-
bution of authorship carries with it accounta-
bility for thework, which cannot be effectively
applied to LLMs (...). Use of an LLM should be
properly documented in the Methods section
(and if a Methods section is not available, in a
suitable alternative part) of the manuscript. The
use of an LLM (or other Al-tool) for AI assisted
copy editing purposes does not need to be decla-
red. In this context, we define the term AI assis-
ted copy editing as Al-assisted improvements to
human-generated texts for readability and style,
and to ensure that the texts are free of errors in
grammar, spelling, punctuation and tone. The-
se Al-assisted improvements may include wor-
ding and formatting changes to the texts, but
do not include generative editorial work and
autonomous content creation. In all cases, there
must be human accountability for the final ver-
sion of the text and agreement from the authors
that the edits reflect their original work.” [12].

In ceea ce priveste mecanismele institu-
tionale de detectare a textelor generate cu IA,
in sistemul academic romanesc este folosit
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https://cercetare.ubbcluj.ro/wp-content/uploads/2024/10/IA_scriere_UBB_eng-1.pdf

SistemAntiPlagiat.ro, o platformd care inte-
greaza mecanisme specifice avansate de detec-
tare a textelor create artificial si care se bazeaza
pe analiza statistic si lingvistica in identifica-
rea amprentei specifice unui model de limbaj.
Raportul generat de platforma permite con-
ducatorului de doctorat s compare maniera
stilistica de elaborare a fragmentelor suspecte
cu restul tezei, ceea ce poate conduce la indi-
carea unei folosiri nedeclarate a instrumentelor
IA (LLMs). Unele voci actuale ale specialistilor
sustin ideea unei ,,simbioze critice”; in viziunea
mea, prioritard ramane capacitatea de analiza
si sinteza doctorandului, care exploateaza cri-
tic, integru, toate resursele utilizate in demersul
sdu, fard a abdica de la onestitatea stiintifica gi-
rata prin statutul sau de cercetator filolog.

AG: E adevirat, au aparut instrumente prin
care institutiile academice pot verifica daca un
text a fost scris de om sau generat de inteligenta
artificiala. Cu toate acestea, unii dintre cei care
le-au utilizat, s-au intrebat, intre timp si, proba-
bil, pe buna dreptate, dacd pot avea incredere in
acuratetea rezultatelor oferite. Instrumentele de
detectare nu sunt infailibile si nu ofera dovezi
certe, comparabile cu cele in cazul plagiatului.
Experienta a arétat cd acestea pot gresi din mai
multe motive: inteligenta artificiald genereaza
destul de bine continut de tip uman, deoarece
a invdtat din texte scrise anterior de oameni i,
uneori, este foarte dificil sd distingi intre textul
generat artificial si textul uman. Dintre aces-
tea, cel mai predictibil si, deci, confundat cu Al
este stilul academic - riguros, rational, orientat
spre claritatea expunerii si corectitudinea gra-
maticald, care implica utilizarea unor structuri
lingvistice si formuldri uzuale, recurente. Cei
mai vulnerabili s-au pomenit cercetatorii care
abordeaza teme de actualitate, in special su-
biecte intens discutate in mediul de limba en-
gleza, si a cdror activitate presupune publicarea
de articole, studii si monografii in reviste si pe
platforme online. In plus, existd programe ca-
pabile sd pacaleascd instrumentele de detectare,
generand un text ,,nepredictibil”, care depaseste
capacitatea acestora de identificare [13]. Aceste

situatii ridicd probleme importante pentru
etica si evaluarea lucririlor academice noi. In
fine, responsabilitatea evaluarii corectitudinii
si autenticitatii lucrarilor de doctorat revine tot
omului - in cazul cercetdrii doctorale, inclusiv
conducatorului de doctorat, precum si membri-
lor comunitatii academice, care trebuie sd ad-
opte o perspectiva criticd si responsabila, bazata
pe dialog deschis. Cel putin in momentul de
fata, supervizarea cercetdrii trebuie sd ramana
una umana, intemeiatd pe profunzimea si ex-
perienta judecatii umane. Doamna profesoara
Nicoleta Ifrim, va sunt recunoscatoare pentru
implicare si pentru explicatiile oferite.
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ANTROPOFAGIA CA PARADIGMA A VIOLENTEI EXTREME.
REFLECTARI IN DISTOPIILE ROMANESTI
(V. BENES, GHEORGHE SASARMAN SI LIGIA PARVULESCU)

Critic si istoric literar, doctor, conferentiar universitar la Catedra de
Literaturd romana ,,G. Ibraileanu”, Facultatea de Litere a Univ. ,Alexandru
Ioan Cuza” din Iasi. Preocupiri de natura inter- si pluridisciplinara, care se
reflectd in noud cérti de autor, sute de articole si numeroase volume stiintifice
coordonate sau co-editate. Cele mai recente cérti scrise sunt Corpuri, exiluri,
terapii (2020), Un dictionar al exilului feminin romdnesc. Autoare emblematice,
volume reprezentative (coord. si co-autor, 2024) si Infernul cotidian. Imaginarul
bolii in literatura romdnd (coord. si co-autor, 2025).

Emanuela ILIE

Antropofagia ca paradigma a violentei extreme. Reflectari in distopiile romanesti
(V. Benes, Gheorghe Sasiarman si Ligia Parvulescu)

Rezumat. Studiul de fatd examineaza modul in care antropofagia functioneazi in distopiile roménesti ca dis-
pozitiv narativ al violentei totale, explordnd nu atét filiatiile ei antropologice, cat semnificatiile ei politice si cultura-
le, prin raportare la contextul elaborarii fiecarui text in parte. In acest scop, voi incepe prin a sintetiza principalele
valente si semnificatii atribuite antropofagiei in diferite cAmpuri academice. In continuare, voi analiza trei distopii
romanesti diferite tipologic, scrise in intervale istorice tulburate socio-politic si ideologic. Nuvela lui V. Benes, Amo,
amas, amat... (1943), ilustreaza distopia totalitard asa-zis clasica, mizind pe un personaj masculin fird nume ori
identitate precisd, angajat intr-o lupta inegala cu o lume barbard, in actiunile violente ale cireia se ghiceste extre-
mismul de dreapta si, prin extensie, orice sistem totalitar. Vizionara prozid Motopia, pe care Gheorghe Sisirman
reuseste sa o publice in 1975, incapsuleazé deja imaginarul cyberpunk. Asigurdnd insa omobilelor o partiturd nara-
tivd de o cruzime rara, scriitorul isi transforma sinistrul protagonist colectiv intr-o alteritate tehnicd monstruoasa
a partidului comunist. Romanul Ligiei Parvulescu, intitulat Translucid (2021), ilustreaza pe deplin trisdturile spe-
cifice distopiei feministe, pariind in prima lui parte pe o adevirata scenografie a ororii, in care femininului ii sunt
rezervate roluri narative limitate si tulburatoare. Chiar si atunci cdnd nu devine, ca in schema distopica, un nexus
narativ esential, antropofagia nu poate simboliza decat degradarea umanului pana la extinctia lui totala.

Cuvinte-cheie: antropofagie, violentd, distopie totalitara, distopie tehnologica, distopie feminista.

Anthropophagy as a paradigm of extreme violence. Reflections on Romanian dystopias
(V. Benes, Gheorghe Siasarman and Ligia Parvulescu)

Abstract. My study examines the way in which manhunt and anthropophagy function in Romanian dystopias
as narrative devices of total violence, exploring not only their anthropological filiations, but also their political and
cultural meanings, by relating them to the context in which they were elaborated. To this end, I will begin by syn-
thesizing the main valences and meanings attributed to anthropophagy in different academic fields. Next, I will ana-
lyze three typologically different dystopias from Romania, written in socio-politically and ideologically disturbed
historical epochs. The short story Amo, amas, amat... (1943) by V. Benes illustrates the so-called classic totalitarian
dystopia, relying on a male character without a name or a precise identity, engaged in an unequal struggle with a
barbaric horde, in whose violent actions one can guess any totalitarian system. The visionary prose Motopia, which
Gheorghe Sdsirman manages to publish in 1975, incapsulates the cyberpunk imagery. However, by giving these
sinister creatures a narrative functionality of rare cruelty, the writer transforms them into a monstrous technical
otherness of the communist party. Ligia Parvulescu’s novel, entitled Translucid (2021), fully illustrates the specific
features of feminist dystopia, betting in its first part on an authentic scenography of horror, in which the feminine
receives limited narrative roles. Even when it does not become an essential narrative nexus, as in the dystopian
scheme, anthropophagy can only symbolize the degradation of the human being to the point of total extinction.

Keywords: anthropophagy, extreme violence, totalitarian dystopia, technological dystopia, feminist dystopia.
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Introducere. Antropofagia si diferitele ei
variante poarta o incdrcaturd simbolica pro-
vocatoare, pe care in special etnologia si varii
subdomenii ale antropologiei (de la cea religi-
oasa la cea politica) incearcd de peste un secol
s o interpreteze. Intr-un articol sinteza despre
canibalism [1, p. 124], M. Carneiro da Cunha
mentioneaza cele mai importante semnificatii
atasate consumului de carne de om. Astfel, la
inceputul anilor 1890, J.G. Frazer asocia cani-
balismul cu insusirea virtutilor mortilor; doar
cativa ani mai tarziu, in 1896, M. Mauss ex-
plica endocanibalismul (devorarea cadavrului
de cdtre membrii propriului grup social) ca o
modalitate de pastrare a acelei pdrti a spiritu-
lui familiei pe cale sd se piardd. Prin compara-
tie, exocanibalismul (consumarea membrilor
altui grup) era inteles ca ,formd ocolitoare de
atingere a aceluiasi scop, restaurarea integrita-
tii grupului social”. Cercetérile ulterioare, din
anii ’70, au raportat antropofagia la specificul
anumitor grupuri sociale (H. Clastres, M. Deti-
enne) sau i-au dat, dimpotriva, explicatii aplica-
bile universal, vorbind despre ratiuni psihologi-
ce sau nevoi biologice primare care i-ar fi impins
pe oameni sa consume alti oameni (E. Sagan,
M. Harris). In fine, incepand din anii ’80, prin
lucrarile lui J. Parry si G. Gillison, ea este inter-
pretata plurivalent: ,,practica funerard, alimen-
tard, sacrificiald, legata de scheme semantice,
articulata pe niste structuri sociale, canibalismul
poate fi si 0 modalitate de ajungere la uitare, si
un mod de obtinere a hranei necesar productiei,
si asceza, si pietate funerard” [1, p. 124].

Daca antropologia a reinterpretat antro-
pofagia dincolo de stereotipul barbariei, sub-
liniind dimensiunea ei ritualicd si simbolica
(lucrari din deceniile urmatoare au subliniat
faptul cd, in anumite culturi, consumul ritual
al trupului unui dusman sau al unui membru
al comunitatii era asociat cu transferul fortei
vitale, al curajului sau al sacralitatii), din per-
spectiva mitologica, devorarea celuilalt apare ca
gest fondator al puterii absolute. Figurile devo-
ratoare paradigmatice, precum titanul Cronos,
zeul Saturn, ciclopul Polifem sau gigantii Lestri-
goni, dar si monstrii antropofagi sau creaturile

infernale din varii mituri, legende si basme de
circulatie universald ilustreaza o logicd arhaica
a dominatiei totale, in care consumul trupului
demonstreazd forta imensd a consumatorului,
suspenda continuitatea vietii si anuleaza alteri-
tatea. In diverse naratiuni cu o mizi identitara
indubitabila, antropofagia marcheaza insa si
ruptura definitivd dintre ordine si haos, dintre
uman $i non-uman.

Totusi, chiar si in unele forme codificate,
antropofagia este reprezentata ca un act de vi-
olentd radicala strict reglementat, ceea ce suge-
reazd cd ea apare tocmai in punctele de tensiune
maxima ale relatiei dintre comunitate, corp si
moarte. Intr-un mod explicabil, pe plan soci-
ologic si politic, antropofagia functioneazd ca
metaford extrema a dezumanizarii si a relatiilor
de putere. Teorii recente din campul biopoliticii
si al necropoliticii (Michel Foucault - Societatea
trebuie apdratd..., Achille Mbembe — Necropolis
s.a.) au aratat cd modernitatea tarzie nu se li-
miteaza la gestionarea vietii, ci produce ierarhii
ale mortii, stabilind cine poate fi sacrificat fara
consecinte morale. In acest context, vAnitoarea
de oameni si consumul de carne umana ar re-
prezenta forma cea mai brutald a excluderii: in-
dividul este eliminat nu doar din comunitate, ci
si din categoria fiintelor intangibile.

Literatura distopica recentd reactiveaza
aceste semnificatii pentru a exprima anxietati
specifice prezentului: fragilizarea pana la sterge-
rea completa a vietii, instrumentalizarea corpu-
lui, normalizarea violentei sistemice. Vandtoa-
rea de oameni cu scopul umilirii si al anihilarii
lor totale introduce in textele de acest tip o logi-
ca pradatoare, in care spatiul social devine teren
de vanitoare, iar locuitorii lor fie agresori, fie
victime. Ca formd de agresiune extrema asupra
celuilalt, antropofagia finalizeazd acest proces
prin consumul literal al prazii. Impreuns, cele
doud motive - traducand, desigur, imagini-li-
mita ale dezumanizarii - marcheaza colapsul
complet al eticii si al solidaritatii, transformand
societatea distopica intr-un mecanism de exter-
minare fara niciun rest.

Studiul de fatd isi propune sd examineze
modul in care vandtoarea de oameni si mai ales
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antropofagia functioneazd in distopiile roma-
nesti ca dispozitive narative ale violentei tota-
le, explorand nu atat filiatiile lor antropologice,
cat semnificatiile lor politice si culturale, prin
raportare la contextul elaboririi. In acest sens,
voi avea in vedere trei distopii temerare, scri-
se in perioade istorice tulburate socio-politic
si ideologic: prozele scurte Amo, amas, amat...
(1943) de V. Benes si Motopia (1975) lui Ghe-
orghe Sasarman, respectiv romanul Translucid
(2021) de Ligia Parvulescu. Prin investigarea
acestor motive literare de un impact major in
textele selectate, lucrarea urmareste si eviden-
tieze felul in care distopia reflectd temerile le-
gate de disparitia umanului pe fond totalitarist
(cazurile V. Benes si Gheorghe Sdsarman) sau
radicalizeaza, pe fond pandemic, spaimele pro-
duse de ipoteza substituirii brutale a antropo-
cenului printr-o formd de tehnocen monstruos
(cazul Ligia Parvulescu). Un tip de contiguitate
simbolica pe care il prefigureaza, de altfel, si alte
distopii romanesti ce valorifica tiparul vanatorii
cu (posibil) final antropofag: Razvrdtirea din in-
sula Maladona (1946) de Victor Papilian, Cerul
ca otelul (2022) de Cosmin Leucuta ori Safari
(2025) de Mihai Maniutiu.

Amo, amas, amat... de V. Benes. Sensuri
ale antropofagiei in distopia totalitara. Nuve-
la Amo, amas, amat... [2] de V. Benes a vizut
lumina tiparului in timpul celei de-a doua con-
flagratii mondiale, asadar intr-un context isto-
ric, socio-politic si ideologic extrem de tulburat.
Acest mic miracol editorial a fost posibil dato-
ritd faptului ca scriitorul a asezat-o in finalul
volumului Semn rdu. Nuvele fantastice (1943),
apeland strategic la un alibi fictional care sa ii
permita sa transmitd nestingherit convingerea
in victoria fanteziei compensatorii asupra ori-
carei forme de agresiune exterioarda. Departe
de-a constitui un exercitiu fantastic minor, o
simpla variatiune pe tema canibalismului [3,
p. 286], o povestire noir de extractie gotica sau
o fictiune horror grefatd pe o formuld poesca in-
delung verificatd, aceasta naratiune reprezinta
insd una dintre cele mai curajoase distopii tota-
litare romanesti.

Dupa cum am ardtat intr-un studiu recent
[4], textul pare cd brodeaza, cuminte, pe margi-
nea unei scheme narative cunoscute, ce bifeaza
in mod uzual prin happy end intalnirea dintre un
erou civilizator si un grup de salbatici. Cliseele
factuale de care se foloseste in acest scop proza-
torul sunt cele previzibile: nasterea unei hoar-
de de barbari, iesirea ei din grota necunoasterii
si descoperirea luminii, incercarea nereusitd de
structurare a unei comunitdti, aparitia strainului
civilizator, tentativa esuatd de civilizare a acesto-
ra, moartea violentd a strdinului. Ele se vor do-
vedi totusi functionale doar pani la un punct. In
ciuda strategiilor narative valorificate de V. Be-
nes (ingrosarea pana la o caricatura hada a per-
sonajului colectiv, atmosfera intunecata si finalul
apocaliptic, care neagd categoric umanului orice
sansd de redemptiune), sensurile parabolice ale
povestii, dinadins ignorate sau miraculos ratate
la data aparitiei, ii vor fi insd evidente cenzurii
comuniste. Din acest motiv, Amo, amas, amat...
va fi scoasd, fara explicatii, din editiile postume
ale prozei scurte adunate, simbolic, sub un titlu
caldut si fard urma de personalitate: Hanul rosu.

Actiunea se petrece la o margine a lumii,
intr-un spatiu insular care se transforma foarte
repede in ceea ce in termenii lui Michel Foucault
s-ar putea defini drept o heterotopie. Aici, pro-
zatorul proiecteazd o poveste cu nucleu entro-
pic: oamenii nu mai actioneazad conform unor
norme rationale sau etice, ci dupa instincte pri-
mare, sub presiunea foamei, fricii si agresiunii
reciproce. Structura narativd urmeazd evolutia
confruntarii dintre individul civilizat si comu-
nitatea primitiva, creand tensiune si evidentiind
prapastia dintre cultura si barbarie. Pentru a o
ilustra, naratorul introduce un personaj cheie:
naufragiatul venit din Imperiul Roman, simbol
al ratiunii, al civilizatiei si al unui sistem de va-
lori morale bine articulate — care pe parcursul
textului se clatind serios, pe masura ce romanul
isi dezvoltd instinctele dominatoare. In opozi-
tie, primitivii care il intimpina pe tarm nu sunt
altceva decét o haitd de oameni-animale, ghi-
data de reguli de grup strict biologice si de im-
pulsuri violente. Proto-oamenii din Amo, amas,
amat... sunt creionati de la inceput ca un fel de
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primate ceva mai evoluate fizic, capabile exclu-
siv sd lupte pe viatd si pe moarte intr-un mediu
ostil. Desi reusesc sd iasa din grote si folosesc
unelte din piatrd pentru a vana, sunt incapabili
sd comunice printr-un limbaj articulat (scot
exclusiv sunete guturale) si se atacd ori se ucid
fard urma de ezitare. Comportamentul atavic le
este specific tuturor, indiferent de vérstd ori sex
— spre exemplu, femeile mai puternice le trag in
tepuse pe nefericitele care prind un peste, apoi
le lasd, impasibile, sd agonizeze pe nisip.

Din pacate pentru el, strdinul nu cautd sa
inteleagd prea mult modul de functionare a
gloatei, fiind prea ocupat sa trateze bastinasii ca
pe niste animale ceva mai rasdrite, numai bune
de domesticit. Treptat, chiar ii invata sa vineze
eficient, sa faca si sa foloseasca focul, apoi sd isi
spele trupurile si curete grotele. Cand reuseste
sa 1i determine sa scoata si sunete ce aduc a lim-
baj articulat, viseazd, orgolios, ca ii poate trans-
forma intr-o armatd perfect organizata, ,,cu care
s&’ ncerce ruperea acelui zid al padurii. Sa faca
cu ei expeditii, sd biruiasca si daca se putea sa-si
taie cu ei drum péana ,n depdrtata lui tara.”

Realitatea lumii configurate in Amo, amas,
amat... este insd una extrem de durd, in care
instinctele primare inlocuiesc legile si valorile
morale, iar actele de violentd devin inevitabile.
Aceastd opozitie nu este doar narativa, ci si sim-
bolica: la o prima vedere, civilizatia si cultura
sunt reprezentate prin naufragiat, iar barbaria
primitiva prin haita care ii ascunde, deocamda-
td, predispozitia canibala. La o lecturd mai aten-
ta, insd, devine limpede cd, in raport cu bésti-
nasii printre care ajunge, si strdinul se plaseaza
foarte repede intr-un raport de fortd, asa incét
legiturile surprinse in Amo, amas, amat... pot
fi interpretate intr-o grild coloniald. In ebosa,
povestea romanului care ajunge, in urma unui
naufragiu, pe coasta unui tinut total necunos-
cut, populat de salbatici pe care vrea cu orice
pret sa ii supuna, seamdnd vag cu naratiunea
coloniald prototipica a lui Defoe sau cu rescri-
erile ei celebre (via Michel Tournier & comp.).

Protagonistul lui V. Benes rateaza insa cu
totul proba intalnirii teribile cu Celalalt. Pe ma-
surd ce povestea avanseazd, tensiunea incon-

gruentei radicale dintre roman si noii lui supusi
creste, culmindnd cu un act de transgresiune
final (consumarea individului civilizat de cétre
haitd) care functioneaza ca nexus de forta al dis-
topiei. Dupa o cina la care salbaticii consuma in
liniste carnea unei capre gatite la focul comun si
impartite generos, civilizatorul isi incepe obis-
nuita lectie de gramatica. Simbolic, in centrul
activitatii de invatare pedagogul (pretins) lu-
minat - dar in care instinctele tiranice isi arata
vizibil coltii — plaseaza chiar verbul amare, prin
conjugarea cdruia sperd sa le transmita pseu-
do-invétaceilor o intreaga conduitda bazata pe
iubirea neconditionata a aproapelui. Dar exact
cand ,,corul salbaticilor reusise sa ingéne vorbe-
le calde, a-mo, a-mas, a-mat”, unul dintre pri-
mitivi il loveste pe educator in spate cu o secure
de piatra, iar ceilalti se reped sa il sfasie si sa il
madnance. Iluzia civilizdrii se risipeste dureros,
iar primatul violentei extreme ca sinecdoci a
barbariei se re-instaureaza.

Climaxul dramatic al scenei de o cruzime
neasteptatd este atins insa in ultima secventd,
ale carei semnificatii extrapoleazd rama fantas-
ticd a textului, transformandu-l intr-o distopie
totalitard cu miezul in sfarsit la vedere. In vre-
me ce masculul alfa (pe care romanul il numea
Hahan) stinge ultima stralucire din ochii victi-
mei, un alt membru al gloatei dezlantuite se im-
braci cu toga ei si ii maimutareste gesturile. In-
tunericul absolut se lasa peste universul in care
astfel nu mai irizeaza nicio farama de speranta:

»oin timp ce Hahéan sorbea din orbita
unui ochiu ultimul strop din cristalul de lu-
mind al strdinului, pe stinca din fatd, unul
dintre sdlbatici, cu toga cea rosie aruncata
stupid pe spate, cu’n sul in ména, imita in ur-
lete pe strain, ca si cand ar recita versuri.

Si, cum soarele era in apus, umbra aces-
tei caricaturi se intindea nemdrginit, peste
mare, ca si cum ar fi vrut sd cuprindd intreaga
lume.” (subl. mele, E.I.)

Actul final, consumul naufragiatului de ca-
tre gloata feroce, poate fi interpretat in diverse
moduri. In primul rand, el functioneazi ca o
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metaford antropologica si ontologica deosebit
de puternicd: haita de oameni-animale nu doar
ucide, ci integreazd individul dominat prin for-
ta bruta in structura ei biologicd, subliniind
ideea de supravietuire primara si transformarea
relatiilor sociale in relatii de consum si domi-
natie. Antropofagia devine astfel un simbol al
instinctului primar depasind ratiunea, iar indi-
vidul civilizat este redus la stadiul de non-fiinta
si perceput ca un simplu aliment, destinat prin
urmare exclusiv consumului. In al doilea rand,
acest instrument narativ si simbolic central
densifica liniile distopice ale prozei, subliniin-
du-i miza esentiald — aceea de a realiza o critica
voalata a totalitarismului [5] si a sistemelor re-
presive. Consumarea strainului de catre salbati-
cii din Amo, amas, amat... simbolizeaza practic
modul in care societatile extremiste pot absorbi
si elimina orice element diferit, transforméand
alteritatea in hrand - o criticd indirecta a meca-
nismelor totalitare care ,,consuma” individul in
numele unor ideologii sau structuri puternice.
Nu in ultimul rand, nuvela tematizeaza fragili-
tatea si degradarea eticd lentd, ca etape cheie ale
dezumanizdrii. Devorarea trupului unui indi-
vid civilizat marcheaza abandonarea completa
a codurilor morale, transforménd omul intr-o
resursad pur biologica. Iata o metafora alternati-
va pentru prabusirea civilizatiei in fata violentei
necontrolate, in care individul indezirabil devi-
ne obiectul unor instincte colective primitive.

Masina ca specie dominanta: Motopia lui
Gheorghe Sasarman si avertismentul tehno-
logic. Desi contureazd o distopie tehnologica
in care sunt strecurate, subtil, si particularitati
specifice textului distopic totalitar, Motopia lui
Gheorghe Sasiarman a reusit si ea sd apard (de
data aceasta, in plin regim comunist) datorita
unui truc auctorial eficient. Pe de o parte, proza
scurta a fost plasata, strategic, intr-un volum de
proza SF destinat in aparentd doar admiratori-
lor fideli ai genului [6]. Pe de alta parte, subtitlul
opului, Fals tratat de urbogonie, a putut adormi
vigilenta cenzurii, trimitand, cu o inocentad juca-
ta, la capacitatea scriitorului - arhitect de profe-
sie — de a trasa cartografii fictionale utopice.

In traditia distopiilor moderne, tehnologia
nu mai functioneaza ca extensie a umanului, ci
ca mecanism autonom de dominatie si exclu-
dere. De la Minunata lume noud a lui Aldous
Huxley, unde omul este modelat industrial,
pand la 1984 al lui George Orwell, unde contro-
lul este informational si total, distopia se defi-
neste prioritar prin anularea libertatii si degra-
darea ontologicd a subiectului uman. In acest
context, folosindu-se de un spatiu textual foarte
redus in care se descrie, chipurile, o urbogonie
plasatd intr-un viitor foarte indepartat, Moto-
pia lui Sasirman se distinge prin radicalitatea
imaginii sale: umanitatea nu este doar subjuga-
ta, ci transformata in resursa biologicd pentru o
specie mecanica emergenta. Proza configureaza
astfel o tehnodistopie in care orasul insusi devi-
ne organism devorator, iar masina dobandeste
statutul de specie dominanta.

Inca din incipit, vocea narativa problema-
tizeazd natura si statutul spatiului descris: ,,Mo-
topia este un oras in explozie. Dar este el, oare,
un oras?”. Departe de-a fi un simplu artificiu
retoric, interogatia se dovedeste una fundamen-
tald. Plasatd intr-un perimetru in forma de cerc
cu diametrul de 100 kilometri, Motopia nu este
o aglomerare urbana clasica, ci un sistem teh-
nologic autoreplicant, aflat intr-o expansiune
continud. Combinele gigantice care niveleaza
munti, deseca lacuri si distrug ecosisteme su-
gereaza o forma de entropie aparent extrem de
bine organizata, asemandtoare ,,megamasinii”
descrise de Lewis Mumford (v. The Myth of the
Machine II: The Pentagon of Power, 1970), in
care tehnologia devine o structura totalizanta ce
subordoneaza complet natura si omul. Aceastd
expansiune nu are o finalitate umana recognos-
cibild. Reteaua de autostrazi, parcdrile suprapu-
se, norul albdstrui permanent vizibil sunt ele-
mente ale unei infrastructuri fard cetéteni, ale
unui urbanism din care bios-ul real este cu totul
exilat. Motopia este, in acest sens, o anti-cetate,
un spatiu in care civilizatia nu mai serveste via-
ta, ci o exclude sistematic:

,Perimetrul acestui cerc este alcatuit din
peste 100.000 de exemplare dintr-un soi de
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combine gigantice, asezate una langd alta, an-
gajate intr-o lentd miscare radiala, catre exte-
rior. Pe masura de, departandu-se de centru,
intre ele incep sa se formeze intervale libere,
alte combine se aliniaza in frontul de activita-
te. Rostul acestor adevarate uzine ambulante,
complet automatizate, este de a pregiti ofen-
siva.”

Una dintre cele mai pregnante si mai ne-
linistitoare inventii distopice ale textului este
specia omobilelor. Aceste entitati nu sunt sim-
ple masini, ci organisme pseudo-biologice, do-
tate cu ,,inimd”, ,coloand vertebrald” si ,,fami-
lii”. Ele reprezinta de fapt o denaturare hidoasa
a umanului, o formd de trans-umanism avant
la lettre, in care valorile evolutiei sunt deturnate
definitiv de o tehnologie devia(n)ta.

Desigur, omobilul poate fi citit si ca o va-
riantd autohtond de cyborg. Teoreticieni pre-
cum Donna Haraway (v. A Cyborg Manifesto:
Science, Technology, and Socialist Feminism in
the Late Twentieth Century) au vazut in figura
cyborgului o posibilitate de depasire a seriilor
binare clasice: om/masina, naturd/cultura, mas-
culin/ feminin scl. Dar in universul omobili-
zat al lui Gheorghe Sasirman, hibridizarea nu
depéseste, nu serveste eliberdrii, ci anihileaza
complet subiectul uman. Omobilele nu sunt
nici fiinte non-umane optimizate, nici androizi
inzestrati cu sentimente ori emotii, aparand di-
rect ca magindrii perverse, care mimeazd biolo-
gia pentru a legitima epurarea. Deloc intampla-
tor, ele au o particularitate de constructie care
indeamna la o lectura intertextuald: in crestet le
este plasat un ochi rosu, ,ca o rana sangeran-
dd, in crestetul indivizilor, unde clipeste hidos,
fara un sens inteligibil”. In mod evident, acesta
functioneaza ca simbol al unei constiinte artifi-
ciale opace, lipsita de empatie, evocind un ele-
ment distopic clasic, ochiul care vede totul, dar e
golit de orice functie morald. Nu supravegherea
oamenilor este scopul final, ci capturarea si ani-
hilarea lor — un proces de exterminare multifa-
zat, care presupune, intre altele, atragerea prin-
tr-o propagandd menita a raspunde unor nevoi
umane primare:

»Pe scurt, aici se practicd antropofagia.
Principalul aliment al omobilelor sunt oame-
nii. Atrasi din orasele lor patriarhale printr-o
propaganda mincinoasa, dar bine regizat,
capturati datoritd unei naivitati proverbiale,
oamenii ademeniti sunt descdrcati, in numar
mare, in gdrile si aerogérile Motopiei, de unde
sunt fie azvarliti direct haitelor flamande, fie
transportati, in vrac, in depozite speciale - nu-
mite pompos hoteluri si legate nemijlocit de
edificiile in care familiile localnice isi petrec
noaptea — pentru a le fi serviti de vii la micul
dejun. Satule, ghiftuite, cu burtile atdrnandu-le
la citeva degete de fata asfaltului si aplecan-
du-se lenes la curbe, omobilele pornesc apoi
sa-si digere prada. Fruntile lor tesite, opace,
ascund ganduri dintre cele mai obscure. Cu
exceptia celor cétiva reporteri, amintiti mai
sus — si care sunt adeviratii nostri mantuitori,
caci primejdia cea mare nu este atit existenta
Motopiei, cat ignorarea acestei existente — ni-
meni nu s-a mai intors din lugubrul oras.”

Dincolo de aluziile transparente la meca-
nismele perverse de care se folosesc regimurile
totalitare, motivul central al textului - consu-
mul literal al oamenilor de citre masini — con-
fera Motopiei o dimensiune alegoricd extrem de
durd. Antropofagia practicata de omobile poate
fi citita ca o metaford radicalizata a relatiei din-
tre sistemele tehnologice moderne si individul
care (probabil) le-a creat: omul devine mate-
rie prima, ,resursa” exploatabila. Aceastd idee
se regaseste, intr-o formd mai abstractd, atat
in literatura distopica occidentala (v. textele
lui William Gibson), cat si in teoriile lui Jean
Baudrillard despre absorbtia realului de cétre
simulacru. La Sdsarman insd, nu simularea este
pericolul suprem, ci disparitia fizica a umanu-
lui, redus la functia de hrana. Propaganda min-
cinoasd care atrage oamenii in Motopia amin-
teste de asemenea de mecanismele ideologice
din distopia lui Orwell, dar finalitatea acestei
vandtori camuflate este mai cruda: omobilele
nu vizeaza reeducarea victimelor umane, ci fo-
losirea lor pe post de combustibil tehnologic.

Secventele dedicate tentativelor de evada-
re reprezintd punctul maxim de tensiune etica
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al textului. Omobilele nu isi pazesc victimele,
pentru cd infrastructura insasi este o capcana
suficient de eficientd pentru a anula prazii ori-
ce posibilitate de a evada. Autostrazile ce par
nesfarsite, benzile de asfalt suprapuse, distanta
impresionanta dintre centrul si marginea to-
posului circular transformd fuga intr-o iluzie.
Aceastd strategie este utilizatd si in alte distopii
catastrofice europene, precum cele ale lui J.G.
Ballard, unde peisajul tehnologic devine un
mediu ostil, imposibil de traversat pentru cor-
pul uman. Sadismul omobilelor, care ucid ,,din
pura placere” inclusiv cand sunt satule, mar-
cheazd in acelasi timp o ruptura definitiva intre
tehnologie si etica. Masina nu mai este neutra;
ea dezvoltd o plicere a distrugerii, semn al unei
autonomii morale negative:

»oupravietuitorii povestesc lucruri in-
flordtoare despre cruzimea fird margini a
omobilelor, care ucid adeseori nu pentru a
se hrani - de altfel se hrdnesc numai cu oa-
meni vii - ci din purd plicere. De indata ce
incep sd devina constienti de pericolul care-i
amenintd, gandurile prizonierilor se adund
concentric in jurul unei posibile, salvatoare
evaddri. Si, cum singura solutie este aceea a
unei fugi pedestre, ei incearcd sa pardseascd
celulele nefastelor hoteluri. Sadismul rafinat
al localnicilor abia acum isi aratd adevarata
madsurd: iesirile nici mdcar nu sunt pazite.
Omobilele stiu - si cinismul lor intrece ori-
ce inchipuire - ca, pe parcursul celor cateva
zeci de kilometri, pana la hotarele Motopiei,
chiar de-ar fi s& umble numai noaptea, cand
traficul este mai redus, iar ziua sd se ascun-
d3i, oamenii au de strabatut sau de traversat
atatea benzi de asfalt, incat numai o minune
le-ar putea ingadui sd reuseasca. Din ferici-
re, cAteva asemenea minuni s-au produs. Dar
un numdr urias de fugari au platit cu viata
aceste rare miracole. Cici, ldsindu-i si spe-
re si surprinzandu-i apoi pe rand, haituiti si
infometati, omobilele i-au strivit necrutétor,
scragnind sinistru, si le-au lasat starvurile sa
putrezeasci pe locul cumplitelor executii,
neingropate, sd le albeasca oasele pe asfalt,
pentru ca inspaimantatoarele harci sa atraga

si altora atentia, sd le sugrume de la inceput
orice gand de impotrivire.”

Motopia de Gheorghe Sasirman se im-
pune ca una dintre cele mai radicale distopii
tehnologice din literatura est-europeand. Spre
deosebire de distopiile occidentale clasice, care
lasd uneori loc rezistentei sau ambiguitatii mo-
rale, acest text vizionar propune o viziune fara
rest: cu toate cd (prin marturiile putinilor su-
pravietuitori sau dovezile celor cativa jurnalisti
ramasi pe meterezele exterioare Motopiei) oa-
menii primesc acces la informatiile vitale despre
omobilele ucigase, ei continud sa se lase vanati,
consumati si inlocuiti.

Orasul-organism, locuit de o specie unica,
dotatd cu o inteligentd diabolicd apta a-1 pro-
iecta ca un vast necropolis, ii serveste prozato-
rului romén nu doar pentru a cartografia o po-
sibila urbogonie. Motopia lui anticipeazd temeri
contemporane legate de disparitia centralitatii
umanului, functionand si ca un avertisment
sumbru: atunci cand tehnologia nu mai este su-
bordonata vietii, ea nu produce progres, ci ge-
nereazd exclusiv moarte.

Cand femeia intelectuald devine sushi.
Consum si thanatopolitica in romanul Trans-
lucid al Ligiei Parvulescu. Spre deosebire de
cele doua distopii analizate supra, care au reusit
sd vada lumina tiparului in plin regim totalitar
(de dreapta - cazul Benes, respectiv de stanga
- cazul Sdsairman), romanul distopic al Ligiei
Péarvulescu a aparut in 2021 si a fost aprins dis-
cutat in intervalul pandemic. Adica exact atunci
cand, din cauza factorilor cunoscuti (de la an-
xietatile motivate de situatia dramatica a siste-
mului de sdndtate si mutatiile sociale accelerate
la reactiile acutizarea violentei sistemice exerci-
tate asupra corpului, fie el uman, social ori po-
litic), distopia literara a fost re-vitalizata, gratie
functiilor obisnuite: compensatorie, meta-criti-
ca, prospectiva/ de avertizor politic scl. Ba chiar,
in anumite spatii, a fost transformata intr-unul
dintre cele mai fidele dispozitive de expunere
a vulnerabilititii extreme a umanului. Trans-
lucid se inscrie in aceastd paradigma evolutiva,
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configurandu-se ca o distopie radicald, in care
normalizarea vanatorii de oameni anticipeaza
finalul antropocenului, controlul social aluneca
rapid spre exterminarea fals ritualizata, corpul
uman capturat devine marfd, mijloc de divertis-
ment sadic sau hrana, iar hibridul om-masina
prolifereaza intr-un ritm halucinant.

Dupa modelul textelor lui Huxley, Zamiatin
& co, amestecind insa voit elementele structurale
specifice distopiilor totalitare, stiintifice, respec-
tiv catastrofice, prozatoarea contureazi in prima
parte a cartii harta unei noi ordini mondiale.
Intr-un viitor nu foarte indepértat, dupa o noua
crizd economica la finele careia ,incultii, adica
pozitivistii” ajung la putere, intreaga umanitate
se metamorfozeaza subit intru rau. Initial pe te-
ritoriul Americii, apoi peste tot in lume, forte
obscure impun cateva masuri perverse ce urma-
resc, de fapt, destructurarea totala a modelelor
sociale cunoscute si dominatia ,pozitivistilor”.
Astfel, sunt interzise toate religiile, principiile,
deprinderile si obisnuintele de viata considera-
te nocive, de la consumul de carne (vom vedea
imediat exceptia) la cel de cultura. Pozitivistilor
li se repeta sistematic importanta principiului de
bazd promovat de NMS/ Noua Miscare Spiritu-
ala (,,Toti suntem unul. Si atunci toti trebuie sa
fim la fel.”) si li se implanteaza un cip care asigu-
ra uniformizarea si controlul absolut.

Pe teren romanesc, pentru a-si ardta pute-
rea nelimitata, noul conducator schimba rapid
toponimia [7], dupd o logicd stramba: Arcul de
Triumf devine Arcul infrﬁngerii, Calea Victori-
ei se schimbd in Calea Infrangerii, Bucurestiul
se transforma in Tristesti, Ploiestiul in Soresti
s.a.m.d. Continua prin a legifera o serie de ini-
tiative de uniformizare si dez-umanizare care
starnesc emulatie la nivel global. Ele sunt con-
cepute, dinadins, ca mijloace de ucidere a celor
vulnerabili. Intelectualii, femeile slabe, copiii
nevolnici si bolnavii devin rapid categorii vana-
bile, legitime pentru decimare. Vénitoarea nu
este haotica, ci birocratic organizata, integrata
in mecanismele noii ordini pozitiviste. Asa cum
observa Michel Foucault, biopolitica moderna
gestioneaza viata; in Translucid, asistam insd la

un pas suplimentar: thanatopolitica, adminis-
trarea mortii ca principala forma de guvernare.
Alte madsuri sinistre sunt justificate ideolo-
gic printr-o retorica a purificarii si a utilitatii.
Intelectualii sunt trimisi in lagdre sau ucisi pen-
tru ca ,,au avut idei multe si proaste”, dispar pro-
fesii gresite sau ostile regimului (spre exemplu,
aceea de medic), iar copiii fara protectie reala
devin materie primd negociabild: parintii saraci
ajung sd ii vanda pe doar cétiva infanti - noua
moneda oficiald - fabricilor de pielarie al caror
profit creste ametitor, deoarece ,,noul trend al
modei bogatilor cerea geci, genti, fotolii si ca-
napele facute din piele fina de copil.” Cu scopul
controlarii instinctelor de reproducere si impli-
cit al nagterilor, cele mai multe dintre femei sunt
transformate intr-un fel de masinarii sexuale
obligate a presta servicii in toaletele publice (fie
ca aldptatoare, fie ca sugdtoare). Altele sunt for-
tate sa asigure supravietuirea in forme hibride a
anumitor pozitivisti muribunzi. Aceasta logica
perversd de transformare a relatiilor de natura
sociald si familiald aminteste de distopiile tota-
litare clasice, dar se distinge prin cruzimea ei
explicita si prin eliminarea oricdrei iluzii a ree-
ducirii. In Noi sau in 1984, individul este distrus
simbolic inainte de a fi eliminat; in Translucid,
distrugerea este direct corporald, fara niciun
rest, si in acest sens emblematic este in special
tratamentul aplicat femeii intelectuale, adicd
Celeilalte ca materializare a Raului absolut.
Daca vanatoarea oamenilor vizeaza umani-
tatea in ansamblu, corpul feminin ocupa un loc
privilegiat in economia violentei. Femeile sunt
vanate nu doar pentru a fi ucise, ci pentru a fi
folosite, expuse, degradate gradual. Cu precide-
re intelectualele devin obiecte sexualizate gro-
tesc, hrana pozitivistd, piese de mobilier sau artd
performativa. Aceasta suprapunere a functiilor
— sexuala, esteticd, gastronomicd - le transfor-
mad trupul intr-un palimpsest al agresivitatii ex-
treme si al dominatiei, de care masculii Alfa ai
macro-comunitatii pozitiviste se folosesc intr-o
forma de spectacol totalmente degradat, caci
vidat de orice urma de sacru [8]. Aduse cu for-
ta in barurile speciale din Noul Centru Vechi,
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sedate cu un cocktail care si le inhibe atat IQ-ul,
cat si reactiile nedorite de tortionari, victimele
sunt legate de desk-uri previzute cu geamuri
deasupra carora scrie SCHIMB VALUTAR.
Dupa ce le determind sa danseze lasciv, cocota-
te pe sandale-platforma din plastic transparent,
cu tocuri de douazeci de centimetri, pozitivistii
premiati pentru jocul de-a corporatistii le con-
sumd cat sunt inca vii, ca pe o singurul tip de
carne permis:

»leatru, jocuri de rol si strategie care,
oricat de prost si ilogic concepute ar fi fost,
erau recompensate de Guvernul Pozitivist cu
premii ce constau in satisfacerea oricdror fan-
tezii ale pozitivistului castigitor, atita timp
cat acestea erau, desigur, in concordanta cu
NMS. (...) Cele mai cautate baruri erau cele in
care, din loc 1n loc, bufetele erau asezonate cu
victime umane, complet dezbricate si legate
pe birouri, cu tacamurile frumos aranjate pe
abdomen, pentru servire directd cu garantia
unei mancari proaspete — pentru ca ce pu-
tea fi mai proaspat decat ceva inca in viata.
Aceasta fusese varianta gastronomicd pe care
pozitivistii o gasiserd la sushi, avand in vedere
cd NMS le interzicea sa faca rau «oricarei alte
fiinte vii». In spiritul literei NMS, pozitivistii
interpretaserd ca cei din aceeasi specie nu se
incadrau in expresia «altd fiintd vie», tocmai
pentru ca nu erau altd specie. Asa ca, pentrua
tine omorurile sub control si pentru a furniza
un minim de carne pentru cei cu ADN car-
nivor, guvernul aprobase aceasta modalitate
de hranire.”

Aceastd forma monstruoasa de antropofa-
gie poate fi citita si in cheia sugerata de Achille
Mbembe in cunoscutul sau eseu despre Necro-
politica [9]. Pentru cd macro-statul care ajunge
la putere in Translucid decide, dupa bunul plac,
nu numai cine moare, ci §i cum este consumata
moartea. El transformd practic supliciul si cri-
ma intr-o noud forma de panem et circenses,
intr-un spectacol degradat, golit de orice urme
de sacru, numai bun de consumat in doze din-
tre cele mai tari. O logicd juridica aberanta, prin

care omul indezirabil devine consumabil pentru
ca nu apartine aceleiasi specii, functioneazd in
acest univers ca o satird neagrd a discursurilor
contemporane despre drepturi, minoritéti si in-
cluziune. Pentru ca, pe langa pozitivistii corpo-
ratisti ce merita gratificati (v. supra), noul stat
recunoaste oficial criminalii sadici si vampirii ca
minoritati discriminate si in consecinta le reda
dreptul la carne umana, in timp ce victimele
sunt reduse la statutul de ,, materie proaspatd”.

Translucid contine si trasaturi specifice dis-
topiilor feministe [10], abordand lucid si teme
precum inegalitatea flagrantd intre sexe, reifica-
rea trupului feminin, rolurile restrictive de gen,
asa-numitul male gaze s.a. Prin urmare, il putem
pune intr-un dialog fertil cu cele mai relevante
naratiuni de acest tip, de la Noaptea svasticii pe
care Katharine Burdekin a publicat-o, sub pseu-
donimul Murray Constantine, in 1937, la arhi-
cunoscutele distopii ale lui Margaret Atwood, in
special Povestea slujitoarei (1985) si Testamen-
tele (2019). In heterotopia sumbra imaginata de
Burdekin, nazistii ajunsi la putere privesc feme-
ile ca simple ustensile demne de dispret, menite
s4 ramand in umbra. In Gileadul cartografiat de
Atwood, corpul feminin este strict instrumenta-
lizat reproductiv, atunci cdnd se dovedeste ca-
pabil sa procreeze. Prin comparatie, in universul
pozitivist femeia poate fi simultan obiect sexual,
victima ,,estetizata” si hrana, in sensul elementar
al termenului. Violarea, torturarea si uciderea ei
sunt integrate intr-un ritual social acceptat, ba
chiar pretuit, in ciuda (sau, din perspectiva po-
zitivistilor, tocmai pentru!) cruzimea iesitd din
comun. Din roman nu lipseste nici perechea
dualitate-transgresiune la care se refera unde-
va Dunja M. Mohr, fictiunea Ligiei Parvulescu
impunand, in special prin finalul neasteptat, o
alternativa feminista ce valorifica in sens pozitiv
diferentierea si multiplicitatea. [11]

La revelatia din closure-ul textual, dezvalu-
ita prin mijlocirea Creatoarei, nu vor avea acces
insa decat foarte putine personaje (Flam, Rosa
si Ken/Cadlin), cu ajutorul cdrora se va re-face
personajul-sinteza Tria. Pana sa fie anihilata
pe deplin, restul umanitétii creionate distopic
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va simti pe propria piele cruzimea lipsei totale
de sperantd, pe care cele doua tipare narative
dominante (vanatoarea, respectiv consumul) o
vor pune suficient in valoare.

Concluzii. Cele trei proze pe care le-am
analizat in acest studiu apartin, bineinteles,
unor varste diferite ale distopiei romanesti.
Dincolo de diferentele stilistice si mizele aucto-
riale diferite, in fiecare dintre ele se pot astfel
evidentia tipologii, conflicte si, la un nivel mai
profund, chiar teze specifice acestor moduri de
existentd. Publicata in plin regim antonescian,
nuvela Amo, amas, amat... de V. Benes ilus-
treazd distopia asa-zis clasicd, mizand pe un
personaj farda nume si identitate precisd, anga-
jat intr-o lupta total lipsitd de sanse cu o lume
barbard, in spatele careia se ghiceste extrema
dreapta si, prin extensie, orice sistem totalitar.
Vizionara proza Motopia, pe care Gheorghe
Sasiarman reuseste sa o publice in deceniul al
optulea, anticipeaza imaginarul cyberpunk; asi-
gurind insd omobilelor o partiturd narativa de
o cruzime rard, scriitorul isi transforma sinis-
trul protagonist colectiv intr-o alteritate tehni-
ci a partidului unic. In fine, romanul publicat
recent de Ligia Parvulescu ilustreaza pe deplin
trasaturile specifice distopiei feministe, pariind
in prima lui parte pe o adevérata scenografie a
ororii, in care femininului ii sunt rezervate ro-
luri narative injositoare: de obiect sexual, bun
de consum, sursa de divertisment masculin etc.

Faptul ca cei trei scriitori plaseaza vana-
toarea oamenilor si mai ales consumul de car-
ne umana in chiar miezul naratiunii nu este,
desigur, intdimplator. Departe de-a reprezenta
simple excese narative, scenele teribile articu-
late in jurul acestor motive vorbesc despre vi-
olenta extrema, anarhia sistemicd, anihilarea
umanului si chiar falimentul ontologic. Chiar si
atunci cand nu devine, ca in schema distopica,
un nexus narativ esential, antropofagia nu poa-
te simboliza decat degradarea umanului pana la
extinctia lui totala.
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Gabriela CIOBANU

History and Fiction in the Novel The Prince

Abstract: Eugen Barbu’s novel Princepele (The Prince) is a complex work that depicts the Phanariot era in
18th-century Bucharest. The author used numerous authentic documents (church texts, chronicles, letters, offi-
cial acts) but stated in the “Warning” that he did not aim for a faithful historical reconstruction of a single reign.
Critics consider The Prince to be akin to several novel types (historical, bildungsroman, pamphlet, epistolary,
allegorical), serving as a synthesis of them without being definitive for any one category. The documentary ma-
terial is processed, modified, and enriched with invented facts, characters, and descriptions, all integrated into a
new structure. Eugen Barbu employs the collage technique and is not interested in historical truth, occasionally
altering old texts to convey a different message. Critics such as Eugen Simion and Emil Manu have labeled it an
“atmosphere novel” due to the extremely meticulous descriptions of ceremonies, intrigues, costumes, feasts, and
the city plagued by the plague, demonstrating vast research into the 18th century and the Istanbul of that time.
Many critics consider the historically charged pages merely a pretext, with the work’s true theme being power,
thus becoming a meditation on this idea. The Prince is considered a parable, with the biography of Ioan Valahul
symbolizing the historical destiny of the Romanian people, situated at the confluence of the Occident and the
Orient. Furthermore, the novel has been categorized as a parable of the human condition.

Keywords: historical novel, parable, allegory, The Prince.

Istorie si fictiune in romanul Princepele

Rezumat: Romanul Princepele de Eugen Barbu este o operd complexa care reda epoca fanariotd din Bucu-
restiul secolului al XVIII-lea. Autorul a folosit numeroase documente autentice (texte bisericesti, cronici, scrisori,
acte oficiale), dar a precizat in ,,Avertisment” ca nu a urmarit o reconstituire istoricé fideld a unei domnii. Criticii
considerd ca Princepele se inrudeste cu mai multe tipuri de roman (istoric, bildungsroman, pamflet, epistolar,
alegoric), fiind o sinteza a acestora, fird a fi definitoriu pentru niciunul. Materialul documentar este prelucrat,
modificat si imbogitit cu fapte, personaje si descrieri din imaginatie, integrandu-se intr-o structura noua. Eugen
Barbu foloseste tehnica colajului si nu este interesat de adevarul istoric, schimband uneori textul vechi pentru a
spune altceva. Critici precum Eugen Simion si Emil Manu I-au numit ,,roman de atmosferd” datorita descrierilor
extrem de minutioase ale ceremoniilor, intrigilor, costumelor, ospetelor si ale orasului bantuit de ciumé, demon-
strand o documentare vastd asupra secolului al XVIII-lea si a Stambulului acelor timpuri. Multi critici considerd
paginile cu incarcatura istorica doar un pretext, tema reald a lucrdrii fiind puterea, devenind astfel o meditatie
in jurul acestei idei. Princepele este considerat o parabola, biografia lui Ioan Valahul simbolizand destinul istoric
al poporului roman, aflat la confluenta dintre Occident si Orient. De asemenea, romanul a fost catalogat ca o
parabola a conditiei omenesti.

Cuvinte-cheie: roman istoric, parabold, alegorie, Princepele.
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Written over a period of seven years, start-
ing in 1962, and published in 1969, Eugen
Barbu’s The Prince (Principele) is a novel that
portrays the Phanariot era by “copying from
everything” (an idea expressed in the “Warn-
ing” placed at the beginning of the book), yet
it does not represent an anthology of texts re-
ferring to a specific reign or historical period.
All the material used by the writer is processed,
modified, and enriched with facts, characters,
and descriptions derived from imagination.
Everything is integrated into a new structure,
a new pattern that seems to relate to all types
of novels (historical, bildungsroman, pamphlet,
epistolary, allegorical), without being defini-
tively one type, but rather a synthesis of all. In
other words, the book is “a synthesis, a fairy
tale, and a lyrical work”. The Prince begins as
a historical novel, evoking a period that can be
chronologically placed at the end of the Phanar-
iot era, in 18th-century Bucharest.

The vast majority of critics have attempted
to answer the question of whether Eugen Barbu’s
book is a historical novel or not, with differing
results. Most proceeded from the author’s decla-
rations made in the “Warning”: “In the author’s
desire to render the Phanariot era as faithfully as
possible, he informs the reader that he has used
fragments from old church texts, chronicles of
the time, as well as authentic documents rang-
ing from private letters to official acts. In this
regard, he makes no claim to originality, just as
he did not intend to make a faithful historical
reconstruction of any reign. This novel is a syn-
thesis, a fairy tale, and a lyrical work at the same
time; whoever wishes to interpret it otherwise
does so only at their own risk”.

Starting from Eugen Barbu’s idea of ren-
dering the atmosphere of the 18th century as
faithfully as possible, researchers conclude that
the novelist sometimes goes as far as reproduc-
ing the old text, which he occasionally changes
to convey something different than the chron-
icle, indicating he is not interested in histor-
ical truth. Through the technique of collage,
Eugen Barbu utilized everything that the doc-
uments and chronicles of the time could offer

him. Some critics have compared the text of The
Prince with its models in comparative studies.

Opinions are divided regarding the success
of the Phanariot era reconstruction. Emil Manu
[8, p. 227] and G. Dimisianu [5, p. 131] believe
that the novelist attempted a faithful rendering
of the 18th-century atmosphere and achieved
it through the use of fragments from church
texts, contemporary chronicles, authentic doc-
uments, and private letters. Termed a “peri-
od print” by Nicolae Dragos, an ,,atmosphere
novel” by Eugen Simion, or a “fresco” by Emil
Manu, The Prince is abundant in descriptions of
extreme meticulousness realized through end-
less series of enumerations. The descriptions of
ceremonies, court intrigues, period costumes
and women’s jewelry, Gargantuan feasts, youth
parties, hunting scenes, the princely retinue,
travels throughout the country, peasants with
petitions on stakes, church treasures, the in-
teriors of princely palaces, boyar houses (such
as Baron Meitani’s house), old courts, the city
plagued by the plague and the full tables offered
to the dead, and the decapitation of the Prince
— a description that juxtaposes the garbage with
the splendor of the princely palaces - are proof
of exceptional documentation on the 18th cen-
tury. Through the image of the Phanariot rul-
er’s enthronement and the information provid-
ed about the customs in Istanbul, Eugen Barbu
demonstrates extensive knowledge of Istanbul
during those same times. The aforementioned
details, along with the avalanche of Turkish and
Neo-Greek words, might entitle one to speak of
a historical work.

Al. Piru does not share this opinion; for
him, neither the vestments nor the archaisms
make The Prince a historical work, “because the
historical novel represents a written plea for an
era, for an event, for a personality from the past”.

In Romanian literature, the historical nov-
el has two directions of evolution, which were
analyzed by Dumitru Micu in his study, “The
Contemporary Romanian Novel”. The critic be-
lieves that the main difficulty raised by the crea-
tion of the historical novel is respecting the real
biography of the historical personalities who
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inspire the writer. Nevertheless, the novel is a
work of fiction; its role is to interpret and gen-
eralize the data taken from reality. Therefore,
it cannot limit itself merely to unearthing past
events and personalities, nor can it create leg-
ends. Dumitru Micu divides the writers of his-
torical novels into two categories based on their
source of inspiration. Some recruit their char-
acters from the penumbra of history - these
are lesser-known people, about whom data is
limited and scarcely verifiable, thus giving the
writer the freedom to unleash creative imag-
ination. The critic provides examples of such
works here: Alexandru Lapusneanul by C. Ne-
gruzzi, Razvan and Vidra by B.P. Hasdeu, and
Despot Vodd by V. Alecsandri. Others use the
biographies of well-known, first-rank historical
figures, such as the novel Peter I or the drama
Ivan the Terrible.

Eugen Barbu, through the figure of the
Prince, does not present a specific personali-
ty belonging to the past; he synthesizes, in the
guise of his hero, the figures of all Phanariot
rulers. The book presents the reader with a large
number of secondary characters drawn from
reality. The novelist extracted the necessary
data for their creation from the chronicles and
documents of the time he studied. Most charac-
ters are based on a very small amount of infor-
mation, and for the construction of some, the
writer started only from a name that impressed
him with its sonority. “The Prince’s Notebooks”
contain lists of such names that inspired certain
characters for Eugen Barbu. For others, such
as the boyar Dudescu, messer Ottaviano, and
the astrologer Ioan Valahul, the information
derived from documents is much more numer-
ous. Eugen Barbu’s book includes a series of im-
aginary characters such as the Prince’s mother,
Evanghelina, his wife Haricleia, her family, and
the ruler’s children. These have no real basis.

Dumitru Micu identifies two main di-
rections for the development of the historical
novel: one romantic, the other realistic. The ro-
mantic direction brings a predilection for the
picturesque and the chromatic, for adventure
and enigma, into Romanian writing. Realists

abandon these in favor of precise depiction, ex-
tending to the presentation of the smallest de-
tails of historical events. Dumitru Micu applies
this theory to the works of two Romanian writ-
ers: A Man Among Men by Camil Petrescu and
Nicoard Potcoavda by Mihail Sadoveanu. The
first work fits well into the category of the real-
istic historical novel, but difficulty arises when
the critic attempts to categorize the second writ-
er’s work, about which he states that it belongs
to realism but also contains numerous roman-
tic elements. The characters are also construct-
ed realistically, as they do not lack weaknesses.
They are armed with a specific understanding
of the foundations of the world, thus becoming
symbols of an ancient wisdom. Dumitru Micu
observes Camil Petrescu’s appeal to verified his-
torical data and his attempt to restrict the role
of fiction as much as possible. The writer enters
the atmosphere of the era through laborious in-
vestigations. Proposing to create the image of
Nicolae Bélcescu, Camil Petrescu researched
all historians’” works referring to the first half of
the past century, the press of the time, and the
works of writers from Muntenia. While Camil
Petrescu prefers newer times that can be stud-
ied in detail, Sadoveanu is attracted to those his-
torical periods that allow for the deployment of
imagination.

Eugen Barbu cannot be aligned with either
of these directions because there is an indecision
stemming from an agglomeration of elements
that cause him to pendulate between these types
of writing. He approaches Sadoveanu through
the narrator’s placement within the era, the lo-
cal color, and the period atmosphere (achieved
in the scenes presenting the characters’ cloth-
ing or meals), through enigma, through am-
biguity, especially in the dialogue between the
Prince and the Messer, and through the pictur-
esque and chromatic elements in the scenes of
the butterfly invasion, the arrival of the plague,
the enthronement, and the description of the
parties, interiors, clothing, and dishes. To ex-
emplify these points, a fragment extracted
from the chapter The Plague is reproduced be-
low, a chapter that contains images of the table
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dedicated to the dead: ,Everything that was
best in the world was thrown to the dead on the
long tables, and tired eyes watched the rotting
of the fruits because death and its dead did not
come to the forced, empty feast. The peaches,
yellow at first, turned purple or red like sores,
the artichokes hardened (...). The golden mel-
ons taken out of jars decomposed in the mer-
ciless heat, the raisins looked like a yellow bake
on the shining tables on the fourth day. The figs
no longer looked as they did at the beginning
and smelled heavily, rotting”.

The appearance of Ottaviano and the de-
piction of his preoccupations, the inscriptions
in Arabic and Persian, the Kabbalah images on
the walls of Baron Meitani’s house, and the par-
ty at Mogosoaia transformed into a Sabbat, re-
move the book from the sphere of the historical
novel, in the view of Liviu Leonte.

Critics have viewed the historically charged
pages merely as a pretext, with the true theme of
the work being power, making the novel a med-
itation on this idea. The symbol of the sign of
power was seen in the image of the princely pal-
ace and in the person of the prince, and for Cor-
nel Ungureanu, the Prince’s fatigue is the fatigue
of power. The book has also been commented
on as a meditation on transient power, patriot-
ism, and violent death, by Ion Vlad and Cornel
Robu. For Laurentiu Ulici, the novel is nothing
more than a Platonic dialogue, constructed sim-
ilarly to the one featuring Socrates as protago-
nist, therefore based on the inequality of the po-
sitions held by the two discussion partners. In
the critic’s view, the dialogue becomes dictato-
rial, with the power residing in the hands of the
Prince. The ideas that dominate this confronta-
tion come from Machiavelli’s writings, as Cor-
nel Ungureanu observes, or from philosophers
of the time, thus giving the novel the character
of a philosophical work. Emil Manu [8, p. 231]
brings into discussion the concept of power
held by each character individually. Ioan Val-
ahul represents the peasant’s vision of it, which
by extension becomes the vision of the Romani-
an people. On the other side is placed Messerul
Ottaviano, who brings to attention an initiatory

conception, which is why he is compared to
Satan himself. Ioan Holban outlines two facets
of power: one is the conceptual power materi-
alized in the text through Ottaviano’s destiny,
the other belongs to instinctual power present
in the book through the image of Malamos [6,
p. 46]. The Prince is a parable about the rise and
fall of despotic Caesarism, the primary element
of which, in Eugen Simion’s view, would be the
Phanariot.

The reception of the literary work broadens
its boundaries, becoming much more compre-
hensive by elevating a local case to one that can
appear anywhere in the world, hence by evolv-
ing from the particular to the general. According
to this idea, for Emil Manu, the parable of Ioan
Valahul’s biography coincides with the parable
of the historical destiny of the Romanian people
[8, p. 232], a people under the influence and at
the confluence of two totally different worlds:
the West and the East, as Simona Antofi stat-
ed: ,Situated at the intersection of geopolitical,
economic, and cultural routes of the West and
East, annexed to the Eastern Question, the Ro-
manian space has always manifested two appar-
ently opposing, but in reality complementary,
tendencies: one centrifugal, of refusal of the
West, and the other centripetal, of synchroniza-
tion on all levels with the Western world”. From
this perspective, he analyzes the destinies of the
three central characters of the novel. Their end
is interpreted as symbolic. The Messer’s death is
the death of the idea of the initiate in the secrets
of the universe, the Prince’s death is the death
of the idea of power, and Ioan Valahul’s retreat
into the mountains is not seen as a death, but as
a parable of life. Bugariu Voicu cited The Prince
as a parable of the human condition (illustrated
by the Phanariot ruler’s destiny) and analyzes it
from this perspective in his article published in
the journal “Astra”.

Regarding time and plot, critics agree that
these are circular. The most commonly used ex-
amples are the beginning of the novel (with the
atmosphere of decay and decomposition caused
by the arrival of the plague, the recollection of
the Prince’s enthronement and Ottaviano’s
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arrival in the country) and its end, dominated
by the same apocalyptic feeling and the news
of the enthronement of another Prince and the
arrival of another messer in the country, this
time from the East. A.D. Munteanu sees this
as a meditation on the theme of cyclic history,
arguing that when “the cycle ends, we retain
not the facts, nor the silhouettes of the charac-
ters, but pure significations”. This movement
of history is akin to the eternal return, “a cyclic
regeneration of time and its forces”. Time be-
comes, in another article by the same critic, the
symbol of destiny, ,,0f social putrefaction” [10,
p. 218]. Simion Barbulescu defines time as one
of uncertainties, of waiting, and for Titus Mora-
ru and Calin Manilici, it is “a suspended time”.
In the article ,,Time and History,” Popa Marian
distinguishes between a time of individual and
collective existence and a cosmic time.
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despre romanul romanesc, literatura romana interbelica, istoria literaturii.

Raluca BABII

Octav Dessila si romanul sentimental romanesc interbelic

Rezumat. Articolul de fatd propune o incursiune in literatura sentimentala interbelicd a romancierului Oc-
tav Dessila. Dat fiind faptul ca acest studiu este parte dintr-o tezd doctorald in lucru care cerceteaza romanul
sentimental in literatura romanai interbelicd, obiectele analizei mele sunt constituite de cele doud romane senti-
mentale ale autorului publicate la inceputul si la sfarsitul anilor "30: Bucuresti, orasul prabusirilor (1930) si Doud
chemdri (1938). Pe de o parte, voi urméri cum se configureaza acestea in raport cu tehnicile si procedeele specifice
romanului sentimental. Pe de alta parte, in cercetare voi avea in vedere explorarea manierei in care Dessila aduce
in prim-plan factorul social care polarizeazi intriga sentimentald. In acest sens, mi intereseaza cum se raporteazi
personajele la modernitate si mai ales la opozitia dintre traditionalism si modernitate zugravita sugestiv in pagi-
nile celor doud romane. Studiul lui Z. Ornea, Traditionalism si modernitate in deceniul al treilea, este reprezenta-
tiv pentru suportul critic, mai ales prin analiza pe care o face dihotomiei dintre civilizatia patriarhala si civilizatia
capitalista reflectata literar. Cercetarea de fatd reprezinta si un demers de valorificare a literaturii de consum si
a unor profiluri de autori de romane sentimentale interbelice care merita (re)aduse in atentia studiilor literare.

Cuvinte-cheie: roman sentimental, Octav Dessila, literatura de consum, literatura roména interbelica, studii
literare.

Octav Dessila and the Sentimental Novel in Interwar Romanian Literature
Abstract. This article offers an exploration of the interwar sentimental literature of the novelist Octav Dessi-
la. Given that this study is part of an ongoing doctoral thesis investigating the Sentimental Novel in Romanian
Interwar Literature, my analysis focuses on the author’s two sentimental novels published at the beginning and
at the end of the 1930s: Bucuresti, orasul prabusirilor (1930) and Doud chemdri (1938). On the one hand, I will
examine how these works are configured in relation to the techniques and devices characteristic of the senti-
mental novel. On the other hand, the research aims to explore the manner in which Dessila foregrounds the
social dimension that shapes and polarizes the sentimental plot. In this regard, my interest lies particularly in
how the characters relate to modernity, and especially to the opposition between traditionalism and modernity,
depicted suggestively throughout the novels. Z. Ornea’s study, Traditionalism si modernitate in deceniul al treilea
(“Traditionalism and Modernity in the Third Decade”), serves as a representative critical framework, particularly
through its analysis of the dichotomy between patriarchal and capitalist civilizations as reflected in literature. At
the same time, this study constitutes an effort to re-evaluate popular literature and to bring back into scholarly

discussion certain profiles of interwar sentimental novelists who deserve renewed critical attention.
Keywords: sentimental novel, Octav Dessila, popular literature, interwar Romanian literature, literary studies.
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Octav Dessila se inscrie in randul romanci-
erilor interbelici care si-au construit parcursul
literar dupa Primul Razboi Mondial, inspiran-
du-se atat din literatura predecesorilor ante-
belici, cét si din modelele momentului care se
bucurau de succes, precum Cezar Petrescu sau
Ionel Teodoreanu [1, p. 797]. Debutul din 1927,
cu Dragomir Valahul, in care sunt relatate eve-
nimente istorice din preajma ,momentului
19187, accentuate de intriga amoroasa pe care o
creeaza romancierul, il plaseaza pe acesta in lite-
ratura de consum si pe directia romanului sen-
timental. Dessila scrie trei romane sentimentale:
doud in interbelic, Bucuresti, orasul prabusirilor
(1930), Doud chemdri (vol. I, II) si o trilogie, in
perioada celui de-al Doilea Razboi Mondial, Tu-
bim (I-111, 1942-1943). Literatura lui include, de
asemenea, romane de senzatie si romane natu-
raliste, precum Zvetlana (1930), Noroi (1934)
sau Turba (1936). Spre deosebire de cazul lui
Mihail Drumes, succesul editorial al lui Dessila
s-a epuizat odatd cu epoca. Anii postbelici si in-
staurarea noului regim comunist il transforma
intr-un scriitor nefrecventabil. Putinele intervi-
uri din periodice contureazd imaginea unui scri-
itor pasionat si dedicat literaturii pe care o scrie.

Desi provine dintr-o familie cu traditie
militara, el insusi fiind ofiter, scriitorul este ra-
cordat la tendintele culturale si literare ale vre-
mii [1, p. 799]. Dictionarul general al literaturii
romdne il descrie ca pe o prezenta discreta [2,
p. 143] in lumea literara a epocii si aceasta ob-
servatie se aliniaza si cu una dintre mizele cer-
cetarii mele, anume cd Octav Dessila a rdmas la
fel de discret si in studiile literare, actualmente
neexistand o abordare hermeneutica a litera-
turii sale la nivel de cercetare literard. ,,Mede-
lenismul” pe care i-l reproseazi critica literara
provine din abordarea unei tematici paseiste,
cu accent pe dimensiunea emotionald, precum
decidderea familiilor boieresti moldovenesti de
altadatd, pe care Dessila o ilustreazd in Doud
chemari, dar si in trilogia Iubim. [3]. In altd or-
dine de idei, romanele scriitorului Dessila se
evidentiazd prin dominarea temelor sentimen-
tale, iubirea si erotismul fiind tratate ca factori
decisivi in destinele personajelor.

Bucuresti, orasul prabusirilor (1930). Pu-
blicat chiar la inceputul anilor ’30, Bucuresti,
orasul prabusirilor expune povestea Anei Scuta-
ru care insista sa-si faca studentia la Bucuresti,
in pofida dezacordului tatalui sdu ce considerd
Capitala un loc al pierzaniei si al degradarii mo-
rale. Fascinatia pe care o are Ana fatd de Bu-
curesti i va face incontestabild decizia de a-si
dori mutarea, in aceeasi masurd in care intra in
contradictie cu tatdl care este marcat de trauma
unei povesti de ,,iubire” pe care Bucurestiul i-a
»prabusit-o” in tinerete. O pasiune adolescen-
tina pentru o vaduva care obisnuieste sd initie-
ze tinerii liceeni si studenti in arta amorului,
ii frange inima adolescentului Dinca Scutaru.
Evenimentul prin care isi surprinde amanta
mult mai in varsta in bratele unui militar care
il umileste, sddeste in sufletul sau ura pentru
Bucuresti, perceput ca pe un mediu al degene-
rescentei sufletesti si morale. Orasul devine el
insusi un personaj caracterizat de haos si imora-
litate. Dinca Scutaru stie din propria experienta
cd un oras precum Bucurestiul nu este capabil
sa ofere implinire pe plan sentimental, ci doar
deziluzii si traume. Temerea principald a tatdlui
este sd nu isi vada fiica zdrobitd de metropola
inseldtoare, asa cum l-a zdrobit si pe el candva.

Viata studentiei bucurestene o apropie pe
Ana Scutaru mai mult de dimensiunea mon-
dend a Capitalei decat de cea academica. Prie-
tenia cu Marie Jeanne Zitreanu (cunoscuti in
cercurile societétii bucurestene) ii insufla liber-
tinajul specific Bucurestiului interbelic pe care
Ana Scutaru nu l-a cunoscut in Ramnicu Sarat.
Aceastd legatura reprezinta inceputul decaden-
tei pentru Ana Scutaru. Influentatd de sfaturi-
le prietenei sale, Ana devine amanta platita a
unui barbat mult mai in varsta si bogat, fapt ce
ii va distruge perceptia despre iubirea adevira-
ta. Considerata o normalitate in epoca vremii,
statutul de femeie intretinuta este incurajat de
Marie Jeanne si se situeazd in contrapunere cu
educatia si mediul in care s-a format Ana.

Pe parcursul actiunii romanului, foarte in-
teresantd este perspectiva feminitatii pe care o
propune Dessila, in contextul unui Bucuresti
interbelic libertin. Aldturi de celelalte eroine ale
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romanului sentimental interbelic, Ana Scutaru
isi infruntd cu convingere tatal cand ii spune ca
prefera ,zestrea capului” [4, p. 20] decét ideea
madritisului. Existd aceasta aparentd eliberare de
conservatorismul existent in mediul provinci-
al, dar nu oricum, ci printr-o relatie de opozitie
suficient de vizibila, intre doud medii unde isi
pozitioneaza autorul eroina. Ceea ce face Dessila
prin aceasta tehnica este caracteristic romanului
sentimental. Romancierul doreste sa evidentieze
0 ,lectie de viata” cu tentd moralizatoare — proce-
deu specific poeticii romanului sentimental. Tot
ceea ce traieste Ana in mediul bucurestean ,al
pierzaniei” are rolul sd o determine sé se intoar-
ca pe ,calea cea buna”. Pe parcursul intregului
text, putem observa un contrast intre cele doud
medii, intre urbanul monden al Bucurestiului,
impreuna cu suita sa de elemente si mediul casei
parintesti cu atmosfera statica a targului de pro-
vincie. Cind Ana se intoarce acasd in vacanta de
iarna, se intoarce cu amprenta urbana, moderna
si contrastiva a vietii bucurestene. Fumeaza si isi
tine tigdrile in tabachera din poseta si are o trusa
cu farduri, obisnuind si se machieze asa cum fac
toate tinerele Capitalei. Atractia pentru acest stil
de viatd contravine cu mediul restrictiv si lipsit
de stralucire din care a plecat, unde viata cur-
ge in lipsa petrecerilor unde se danseazi tango,
foxtrot american si se bea ceai.

Urmarind tipologia personajelor in con-
cordantda cu poetica romanului sentimental,
romanul lui Dessila prezinta personaje cu ro-
luri specifice si bine definite. Acestea manifesta
fondul pasional si melodramatic al romanului
sentimental, prin dialoguri abundente si dis-
cursuri tensionate. Inca din debutul romanului,
observam nucleul sentimental ilustrat de relatia
de iubire dintre Ana Scutaru si Doru Mihalcea
— barbatul stabil si conventional, dar lipsit de
magnetism. Personajul sdu intra in contrast cu
tipologia masculind cu care interactioneazd Ana
la Bucuresti. Daca Doru Mihalcea este un tanar
functionar la primdria din targul Ramnicului,
care isi pastreaza intentiile pure fata de Ana prin
prisma povestii de iubire care ii leagd, in anti-
tezd cu el se afld Dan Kornea, sublocotenent la
Bucuresti, aventurier si libertin, dar si Armand

Zatreanu, fratele lui Marie Jeanne, ,clubist sic
al capitalei” [4, p. 104]. Tiparul eroului pasional
si atrdgitor, dar instabil emotional este infatisat
de Dan Kornea, care nu este interesat de iubirea
profunds, ci de experiente erotice tranzitorii, lip-
site de implicare emotionald. Ne putem gandi la
Tudor Petrican si la Dinu Gherghel din romane-
le lui Drumes, insé spre deosebire de cei doi care
devin profunzi in iubire pand la paroxism, Dan
Kornea preferd sa colectioneze numele tuturor
iubitelor pentru a-si satisface orgoliul masculin.
In oglindd cu Dan Kornea, Marie Jeanne
reprezinta varianta feminina a unui stil de viata
neconventional, la care contribuie semnificativ
si emanciparea feminina din perioada interbeli-
ca. Personaj construit drept contraexemplu, cu
o influenta negativa asupra Anei Scutaru, Marie
Jeanne ilustreaza sursa alegerilor distructive ale
Anei. Cele doud colege reliefeaza doud lumi di-
ferite, contrastante: lumea luxului bucurestean
versus lumea provinciald a targului sdracacios.
Marie Jeanne frecventeazd cafenelele si loca-
lurile bucurestene, organizeaza serate si baluri
acasa, iar cdnd nu face plimbari lungi pe Calea
Victoriei unde isi etaleazd matasurile scumpe,
hobby-ul ei sunt iesirile in oras cu ,Benz-ul
rosu de 65 de cai” [4, p. 55]. Personaj-stereotip
al fetei bogate care urmeaza studii univeristare
dintr-un capriciu si care nu cunoaste ,,adevara-
ta viata studenteascd” [4, p. 55], petrecandu-si
verile la Deauville si la Vichy, Marie Jeanne este
»pedepsita” de autor si moare intr-un accident
de magina. Sigur cd acest element senzational
survine si poartd ambalajul unei lectii moraliza-
toare, influenta romanului sentimental specific
lui Rddulescu-Niger o putem observa in aceasta
atitudine cu tentd conservatoare a romancie-
rului in plina epocd interbelicd. Desi suntem la
1930 si eroinele lui Dessila sunt studente si cu-
nosc libertatea amorului, autorul le expune mo-
ravurilor pentru a sublinia fragilitatea iluziilor
si a vietii in fata unor alegeri nepotrivite. Me-
sajul care se desprinde din consecintele acestor
actiuni subliniazd importanta pastrarii unui
parcurs in care s predomine valorile morale.
Astfel, aidoma romanelor sentimenta-
le de factura Vechiului Regim, observim si in
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romanul de fatd fragmente ale interventiei au-
torului in care isi manifestd indirect opiniile
despre epocd. Din acest motiv, Bucuresti, ora-
sul prabusirilor ilustreazd si o dimensiune so-
cio-culturala a perioadei interbelice. Relevant in
acest sens este discursul lui Dessila despre incli-
natia catre studiile superioare a tinerilor genera-
tiei posterioare Primului Ridzboi Mondial. Din
tonul cu care autorul prezinta dorinta tinerilor
din provinciile romanesti sd studieze in marile
centre universitare, remarcam o atitudine criti-
ca fata de aceste aspecte. Prin vocea naratorului,
Dessila afirma: ,,[...] Copii care n-au gandit nici-
odata la o cariera culturala si care in continua-
rea meseriei parintilor lor ar fi putut duce peste
vremuri traditia de meseriasi a familiei carora
apartineau, acum, razvratiti din cadrul nazuin-
telor de pana atunci si atatati de democratizarea
culturalizdrii, au pornit de acasa, in dezolarea
parintilor, sd infrunte cu buzunarele goale viata
marilor centre universitare.” [4, p. 54].
Influentata de sfaturile lui Marie Jeanne,
Ana Scutaru accepta o relatie cu Nini Negrea,
barbat bogat, mult mai in varsta decat ea, care
ii asigura o existentd luxoasd in schimbul unor
intalniri si favoruri erotice. Tipologia persona-
jului negativ, lipsit de empatie si de profunzime
sufleteascd, condus de instinctualitate si bazat pe
puterea financiara pe care o are, Nini Negrea tra-
teaza femeile ca pe simple resurse pe care le poa-
te cumpdra pentru a-si satisface capriciile eroti-
ce. Prin personajele pe care le creeazd, romanul
lui Dessila exploreazi o lume decdzutd moral si
sentimental, cu evenimente melodramatice si
senzationale care intdresc imaginea unui oras
fragil, ce se prabuseste sub greutatea iluziilor si
a moravurilor. Bucuresti este un fundal nepriel-
nic iubirii. Ana Scutaru devine prizoniera unui
mediu in care nu exista loc pentru sentimente,
ci doar pentru suferinta, deziluzii si decadere
sufleteascd. Motivul cezarpetrescian al capitalei
care ucide, in cazul de fata, este reconfigurat sub
forma ,,prabusirii” destinelor: incepand cu tatal
Anei in tinerete, pana la Marie-Jeanne, Nini Ne-
grea, care este asasinat, si Ana Scutaru. Orasul
capata functia de personaj in naratiune, fiind de-
scris prin aceeasi tehnica a contrastului: o lume
straluctioare si decadenta deopotriva. Luxul si

strdlucirea nu compenseaza instabilitatea senti-
mentald pe care Bucurestiul o are.

Un personaj foarte interesant pe care il re-
marcam in romanul lui Dessila este Alexandru
Voinea, arhetipul confidentului - o trasaturd
specifica romanului sentimental. Echivalentul
lui Mihai Robotd din Doud chemdiri, dar intr-o
formuld intelectuala a unui literat, romancie-
rul Alexandru Voinea poate fi considerat un
alter ego al autorului [5, p. 2]. Scriitor tandr,
care cunoaste succesul literar si popularitatea
in cercurile aristocrate din Bucuresti, desi tra-
ieste la limita subzistentei, Alexandru Voinea
devine prietenul confident al Anei, cel care ii
aduce o perspectiva critica asupra vietii: ,,Si de
fapt e singurul care ar putea sd ma inteleagd”
[4, p. 109]. Un episod reprezentativ al acestei
relatii apropiate de prietenie vizeaza discutia
despre alegerea Anei Scutaru de a fi amanta
intretinutd a lui Nini Negrea si despre conse-
cintele inevitabile. Constatim ca prin discursul
lui Alexandru Voinea sunt atinse nuante pro-
funde pe care Ana, prinsd in capcana iluziilor
de suprafata, nu le poate integra. Romancierul
mimeazd vocea constiintei si invoca moralita-
tea si importanta moralei ca valoare fundamen-
tala. Prin vocea scriitorului-personaj, Dessila
condamna ,,moda noud” si, evident, face refe-
rire la schimbarile socio-culturale din perioada
interbelica, moravurile vremii nefiind ocolite.

Cazul eroinei Ana Scutaru vine sé intareasca
ideea reintoarcerii la dimensiunea morald a lu-
crurilor si nu dintr-o pornire rudimentara, ci din
principiul unei etici sufletesti care nu merita sa
fie pretul unei vieti luxuriante. Alexandru Voi-
nea coreleazd toate acestea cu importanta fami-
liei si a mediului in care Ana este jubitd cu ade-
varat: orasul natal. Predica cu scop moralizator
exista in romanul sentimental ca un instrument
conservator menit sd corecteze escapadele (prea)
moderne ale personajelor, dar si sa critice mo-
ravuri, comportamente si deprinderi distructive
ale societatii. Prabusirea pe care o invoca roman-
cierul este, in fapt, o prabusire eticd, spirituald,
sufleteascd, intelectuald si mai ales sentimentala.

»— ldeile de moda noud, domnisoard Ani,
au distrus cel mai de bazd edificiu al vietii: mo-
rala. Au alungat-o din viata conjugald, din viata
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publica, din adéncul tuturor constiintelor, li-
vrand lumea unei desantiri monstruoase.” [4,
p. 134].

Spre sfarsitul romanului, actiunea aluneca
spre senzational si reliefeazd o rasturnare de
situatie cu intriga politista, completatd de ele-
mente senzationale: Ana este acuzatd de asasi-
narea lui Nini Negrea; Dincd Scutaru incearcd
sa se sinucida si ramane nevazdtor. Scenele me-
lodramatice perturba ritmul initial al naratiu-
nii, modificand parcursul actiunii.

Ultimul capitol, intitulat ,medelenistic”
»Intoarcerea pe ulita copiliriei”, o prezintd pe
Ana pardsind Bucurestiul si revenind acasa.
Fragmentul in care care isi ia rdmas-bun de la
orasul care i-a ,,prabusit” viata, confirma faptul
ca Bucurestiul este un personaj al romanului ce
raméne implacabil in fata a ceea ce a provocat,
asemenea unui (anti)erou malefic. In continua-
re, acesta isi duce existenta sub acelasi semn al
haosului in care ,,geme de viatd” [4, p. 184]. Cea
mai intensd perspectiva despre Bucurestiul ca
loc al pierzaniei o are Dinca Scutaru, iar orasul
devine o metaford a instabilitdtii, dar mai ales a
nenorocirilor:

»in clipa aceea pe Dincé Scutaru l-a bu-
curat faptul ci e orb. Orasul care i-a murda-
rit copilaria, inselindu-i atita amar intiia in-
mugurire a dragostei; orasul care i-a palmuit
obrajii, pentru cd a iubit; orasul in care copi-
lul lui s-a réticit de viata curatd, altoindu-si
trupul cu veninul suferintelor josnice; orasul
care i-a ridicat lumina, cufundindu-1 pentru
totdeauna in bezna intunericului, nu-1 mai
vedea acum. Isi simtea doar pasii murdiriti
pe pamintul lui.” [4, p. 185].

Existenta unui eveniment major care trans-
forma complet naratiunea si evolutia personaje-
lor este 0 componenta importantd a romanului
sentimental, iar Octav Dessila foloseste aceste
tehnici si procedee definitorii, de la tentative de
sinucidere, la accidente, boli grave, situatii limita
care transmit o incarcaturd emotionald intensa.

Esecul Aneila Bucuresti este o lectie de mo-
rala. Intoarcerea acasi si cisitoria cu Doru Mi-
halcea reprezinta revenirea pe ,,calea cea buna”,

un sfarsit caracteristic romanului sentimental,
in care ,tot raul este spre bine”, iar valorile pri-
mordiale sunt familia si caminul.

Doud chemdri (1938). Romanul Doud che-
mari a fost publicat in doud volume apérute in
anul 1938 si potrivit Dictionarului cronologic al
romanului romdnesc, este cel de-al doilea roman
sentimental scris de Octav Dessila, la distantd
de 8 ani fata de Bucuresti, orasul prdabusirilor.
Observam la Dessila un procedeu preferat, cel
al contrastului intre teme, elemente, lumi, asa
cum am vazut anterior in Bucuresti, orasul pra-
busirilor, prezent si in romanul de fatd. Autorul
problematizeaza raportul dintre tema decaderii
mediului patriarhal moldovenesc si tema iubi-
rii. In aceeasi masurd, nu trebuie si ignorim
afinitatea lui Octav Dessila pentru zona Moldo-
vei si a Tasului in particular, unde este detasat
cu serviciul militar in anul 1939 si despre care
afirma ca ,,[...] am regasit Iasul asa precum l-am
dorit. Si cred cé voi rimane definitiv la Iasi, in
timp ce altii fug la Bucuresti.” [6, p. 1-2].

Naratiunea expune povestea lui Alexan-
dru Darie, romancier descendent din familia
Diriestilor, singurul mostenitor al unor vechi
boieri moldoveni, care a fost nevoit s se mute
la Bucuresti aldturi de Profira, doica-servitoa-
re intruchipand o prelungire vie a trecutului in
viata eroului. Nu putem ignora asemdnarea cu
eroul lui Teodoreanu din Lorelei, Catul Bogdan
romancier la randul sau care si-a pierdut mama
prematur si de casa caruia se ingrijeste Hazi-
aica, echivalenta Profirei. Pe de o parte, tema
sociald care exploreaza dinamica dintre Bucu-
resti si Moldova, pe de alta parte, planul vietii
interioare a lui Alexandru Darie care se situeaza
la rascrucea dintre doua alegeri, denumite sim-
bolic in titlu doud chemdri, vor fi in antiteza pe
tot parcursul naratiunii: ,, Jatd, am ajuns iardsi in
fata a doua fiinte. Pe semne ca acesta este desti-
nul meu: sa stau mereu in fata a doud.” [7, p. 27].

Intriga sentimentald se formeaza cand Ale-
xandru Darie o intalneste pe Magda Vardopol,
sotia lui Pucu Machedon, noii proprietari ai
mosiei de la Trifesti pe care boierul Cristu Da-
rie (tatal eroului) o pierde din cauza jocurilor
de noroc. Intalnirea intimplitoare cu Magda
Vardopol la o petrecere de revelion trezeste
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in Alexandru Darie o atractie inexplicabila.
Indragostitd de el prin intermediul romanelor
pe care i le citea in copildrie, Magda reprezin-
ta conexiunea cu Trifestii, cu trecutul si cu un
spatiu care nu-i mai apartine. Tipologia acestei
figuri feminine a romanului este redatd de ima-
ginea unei sotii nefericite si neiubite, casétori-
te cu un vanator de averi, care simte nevoia sa
se refugieze in universul livresc pentru a evada
de realitate, dar mai ales pentru a-si proiecta o
lume in care cunoaste iubirea adevirata, la fel
ca eroinele romanelor lui Alexandru Darie. Ste-
reotipa, tema aceasta nu este una deloc straina
romanului sentimental, instanta feminind iubi-
toare de lecturd care se indrdgosteste de scrii-
torul ce ii furnizeaza toate aceste lumi imagi-
native, confundandu-se cu ele si proiectand in
realitate propriile fantezii, o regasim si in alte
romane sentimentale. Amintesc aici, cronolo-
gic, pe eroinele Liliana Gherménescu, indragos-
titd de romancierul Ermil Avereanu in Femei
(Radulescu-Nuger) si Lucia Novleanu, Lorelei,
din romanul omonim al lui Ionel Teodoreanu,
indragostita de scriitorul Catul Bogdan.

Este cert faptul ca romanul Doud chemdri
este construit pe un fundament emotional, care
se inscrie in traditia romanului sentimental.
Dessila incearcd sa-1 nuanteze psihologic, bine-
inteles, la un nivel adaptat si apropiat literaturii
de consum, insa nu putem discuta despre un
sentimentalism psihologizant asa cum este in
cazul lui Drumes. Concentrarea pe latura emo-
tionald este anuntatd inca din titlu §i mi-am
propus sé analizez valentele acestor chemdri si
cum situarea constanta a eroului intre doua ele-
mente ii influenteaza intregul parcurs. Scriitorul
utilizeazd substantivul ,,chemare” in sensul sdu
conotativ care se axeaza pe ideea unei inclinatii,
meniri sau vocatii. Totusi, pentru versiunea ce-
lor doud chemdri, intotdeauna doud, proportia
sentimentala este mai pregnantd. Care sunt cele
doua chemari din romanul lui Dessila?

O primad valenta a chemadrilor are legatura
cu intriga romantica, sentimentald, reprezenta-
ta de cele doud iubiri. Alegerea pe care trebuie
sd o faca Alexandru Darie intre doua femei care
sunt indrdgostite de el, simultan, si pe care le
iubeste deopotriva, este transpusa intr-un con-

flict interior permanent: ,,Acum e intre Corina
si Magda.” [7, p. 364]. In timp ce Magda Vardo-
pol ilustreaza un declansator al amintirilor si un
liant viu al celor doi lumi din viata lui, Corina
Vlasceanu intruchipeaza viitorul, integrarea si
depdsirea traumelor trecutului. Cele doud figuri
feminine reprezinta, de fapt, cele doud lumi in-
tre care oscileaza Alexandru Darie, dar si doua
tipologii diferite de femei. Desi amandoua se
indragostesc de el prin acelasi mecanism, cel li-
vresc, de la bun inceput se pozitioneaza diferit:
Magda doreste sa fie observata in realitate, in
timp ce Corina preferd sd raméana misterioasa si
sd isi exprime sentimentele prin scrisori. Mag-
da evadeaza din realitatea mult prea apéasatoare
si insuportabild pentru o fiinta sentimentald ca
ea, in lecturile nesfarsite de romane - cliseu al
romanelor sentimentale: ,,Citeam, citeam me-
reu si mereu intorceam coperta, numele tipa-
rit nemaifiind pe ea un nume, ci o fotografie.”
[7, p. 364]. Astfel, Alexandru Darie dobandeste
imaginea unui salvator, este mai mult un con-
cept decat un barbat, o fiinta concreta: , Te-am
chemat fiindcd vreau si fiu si eu sé fiu o femeie
cdreia i se poate vorbi ca in romane.” [7, p. 329].
Introspectiv, Alexandru Darie descopera ca nu
il atrage, in fapt, persoana Magdei, cat asocierea
acesteia cu locurile copildriei si cu trecutul de la
Trifesti: ,Dacd a venit la Trifesti, e cd a raspuns
unei alte chemdri. Chemarii pamantului, nu
chemarii dragostei.” [7, p. 330]. Interactiunea
cu ea este doar o interfatd pentru a raspunde
chemadrii locului (Trifesti) si nu chemdrii iubi-
rii. Aceastd confuzie dintre cele doud planuri,
planul jubirii si planul conectarii cu mediul co-
pilariei il determind pe Alexandru Darie sd se
concentreze mai curdnd pe Corina Vlasceanu si
pe scrisorile sale, timp in care legatura cu Mag-
da se volatilizeaza.

Volumul al doilea al romanului debuteaza
cu discutia dintre Alexandru Darie si persona-
jul-confident, Mihai Robota, in care binomul
Magda-Corina este dizolvat de marturisirea prin
care eroul isi recunoaste sentimentele pentru
Corina Vldsceanu. Intriga sentimentald evolu-
eazd avand ca nucleu relatia celor doi, iar actiu-
nea culmineaza intr-o manierd cu care romanul
sentimental ne-a obisnuit, respectiv printr-un
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episod senzational si foarte apropiat de melodra-
ma. Un accident de masina il imobilizeaza la pat
pe Alexandru Darie care este salvat de Corina
Vlasceanu cu o transfuzie de singe. Acest mo-
ment coincide i cu prima lor intalnire fizica, in
afara epistolarului. Nu intdmplator alege Dessila
sd insereze in naratiune momentul transfuziei de
sange, fiindca dincolo de virtutea fenomenului
medical, actul acesta are in cazul de fati o puter-
nica simbolistica romantica. Reprezintd un prilej
al conectarii indragostitilor prin puterea sangelui
si, totodatd, o declaratie de dragoste. In cele dou
romane sentimentale pe care le scrie in perioa-
da interbelica si pe care le-am expus aici, Dessila
este adeptul finalurilor fericite, unde cuplurile se
logodesc, se casdtoresc si ramén impreund.
Dimensiunea secundara a celor doud che-
madari este reliefatd de perspectiva spatialitatii.
Cele doud locuri, Trifesti si Bucuresti, reflectd
la randul lor doud lumi complet distincte, dar
si doud epoci. Pe langa nucleul romantic, la fel
ca in Bucuresti, orasul prabusirilor, in Doud che-
mdri autorul recurge la un discurs emotionant
prin care contureaza cele doud spatii. Atmosfe-
ra sociald devine un spatiu al sentimentului prin
evocarea trecutului. Mosia Ddraiestilor a fost
instrainata, Alexandru Darie se simte stingher
atunci cand revine in casa copildriei sale, printre
lucrurile noilor proprietari. Naratiunea capatd
aerul nostalgic asemandtor cu cel din Bal mascat
allui Ionel Teodoreanu, si marcheaza clivajul ire-
cuperabil dintre Iasi si Bucuresti, dintre centru si
periferie, dintre fosta si actuala capitald a tarii,
dar mai ales dintre copiléria ramasa acolo (Mol-
dova) si maturitatea prezentd aici (Bucuresti).
Dincolo de aceasta atmosferda sugestiva,
Dessila reia in romanul sau tema boierimii care
decade sub greutatea ascensiunii lumii capitalis-
te. Astfel, gasesc aici foarte utild analiza pe care o
realizeazd Z. Ornea in Traditionalism si moderni-
tate in deceniul al treilea si care imi confirma pre-
supunerea cd personajele romanului si actiunea
sunt construite dupa acest tipar tematic. Deme-
rsul lui Z. Ornea de a evidentia contrastul dintre
»civilizatia patriarhald” si ,civilizatia capitalistd”
[8, p. 503-521] in romanele lui Sadoveanu, Stra-
da Lapusneanu (1921) si Venea o moard pe Si-
ret (1925) [8, p. 516-517], poate fi nuantat prin

adaptarea la romanul lui Dessila. Asadar, cazul
lui Alexandru Filoti si al fiului Costi care isi
ruineaza, inevitabil, proprietitile si se ruineaza
pe ei insisi cheltuind toti banii obtinuti pe jocuri
de cazino si intretinerea amantelor este tran-
spus in Doud chemadri de boierul Cristu Darie
care pierde mosia de la Trifesti fortat de datorii-
le acumulate la jocurile de noroc. Vasile Gusila,
Evghenie Ciornei sau Filip Nacovici sunt opor-
tunistii din romanele lui Sadoveanu care profi-
ta de instabilitatea si declinul Primului Razboi
Mondial pentru a se imbogiti, devenind repere
arhetipale ale personajelor pe care le infatiseaza.

»51 din toti pe nimeni nu cunostea Ale-
xandru Darie. La Miloreni alti stapani. La Po-
joratele lui Mihai Robot4, alti boieri! O lume
noud peste tot. O lume de proprietari rasariti
din marasmul rdzboiului. Noii imbogatiti.

Unde or fi vechii stapani?

Vechii stapani? i-ar fi raspuns Mihai
Roboti, dacd pe el l-ar fi intrebat. La Tuffli
si la Jockey-Club. In casele dirdpanate de pe
Pécurari si Carol si pe aleele Copoului, ca ba-
remi de acolo sd mai poatd privi dealuri, vii,
livezi si campuri, ale lor altddatd toate, din-
tr-un hotar in altul. Acolo erau vechii stdpéni.
La Jockey-Club, la Tuffli si la Copou. Adunati
sa-si treacd unul altuia amintirile. Numai cu
ele se mai méngéiau. Culauda anilor trecuti...

[...] Dar au si stdpanii de acum cu ce sa se
laude. Vorbesc de case de raport la Bucuresti,
de sefuri in banci, de exporturi de coji de fag in
Cehoslovacia, de salbele de aur pe care le cum-
péard mai pe nimica de la tiranci, de limuzine
imperiale cu cai multi si mai iuti decat trapasii
cuconului Iorgu Hurmuz, si de mori cu valturi
nemtesti si de cate altele!” [7, p. 310].

In naratiunea lui Dessila, personajul nega-
tiv care contribuie la sfarsitul Daraiestilor este
infitisat de Moise Dinerman, ,,samsarul de ce-
reale prin mijlocirea cdruia tatal lui Alexandru
Darie isi vindea granele, fara de nicio intrebare
de cum s-au urcat sau au scazut preturile va-
goanelor.” [7, p. 11], ce devine, ulterior, Ma-
nole Donici, dupa ce péaraseste Moldova si se
mutd la Bucuresti. Observam cum schimbarea
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numelui trimite tot la ideea de dualitate, la doua
identitati in doua lumi distincte.

La nivelul textului, pot fi identificate si alte
elemente care sustin aceastd antiteza dintre
epoci. Amintesc aici scena in care oncle Sixtine
— personaj in varstd a cdrui tinerete s-a petrecut
in timpul Vechiului Regim - o invita pe Magda
Vardopol sa danseze un tango, sub privirea cri-
ticd a lui Alexandru Darie: ,,Un tango, maimu-
toiule! O mazurcd sau o gavota a timpului tau,
nu vrei?” [9, p. 88-89]. Antiteza dintre dansu-
rile de salon, precum valsul, mazurca, gavota si
tangoul care a devenit un dans emblema al ca-
fenelelor si al spatiilor de petrecere interbelice
evidentiaza conflictul dintre doua epoci diferite.

Revelatoare este scena cu care se incheie
romanul, in care Manole Donici este amenin-
tat de mos Vasile Tomazu - bétranul fidel al
lumii apuse de la Trifesti, alaturi de Profira. In
grila simbolistica, gestul personajului semnifica
rdzbunarea ,,lumii vechi”. Altfel spus, civilizatia
patriarhala, in termenii lui Z. Ornea, infatisata
de Vasile Tomazu, infrange simbolic lumea ca-
pitalismului distructiv, reprezentata de Manole
Donici: ,,— Sa nu incerci, spurcdciune, cd iote
ici! Mai e in stare sa farame o teastd de naparca.
Tu ai fairamitat mosia Daraiestilor cu bucitica;
eu ti-1 zdrobesc dintr-odata!” [7, p. 241].

Concluzionand, romanele sentimentale pu-
blicate de Octav Dessila in perioada interbelica
reunesc atat trame romantice, cat si tematici so-
ciale, relevante in radiografierea unei epoci, cu
detaliile, mentalititile, moravurile si slabiciu-
nile ei. Personajele lui Dessila, construite dupa
matricea romanelor sentimentale, se situeaza la
granita dintre doud lumi, intre modernitatea li-
berala si moralitatea conservatoare. Consider ca
textele unei literaturi de consum frecventate de
marea parte a publicului oferd o reflexie mai cla-

rd a perioadei istorice decit ,literatura impor-

tanta”, iar (re)descoperirea unor autori precum

Octav Dessila aduce in lumina studiilor literare
despre romanul roménesc noi perspective de a
privi si (re)valorifica romanul sentimental ro-
méanesc din perioada interbelica.
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Linguistic analysis of the object clauses

Abstract. This study provides a comparative linguistic analysis of object subordinate clauses in modern
English and Azerbaijani. It examines the structural and semantic criteria that distinguish subordination from
coordination, emphasizing that the number of predicative centers, rather than sentence length, defines syntactic
complexity.

The research classifies these clauses into pure object and mixed-type (syncretic) constructions, analyzing
the formal markers used in both languages, such as: English: that, if, whether, lest, and conjunctive words (who,
what); Azerbaijani: ki, suffixes (-m1? -sa’), and conjunctive words (kim, har na).

The analysis identifies the semantic groups of head words (verbs of speech, thought, and perception) that
govern these clauses and highlights the role of intonation and syntactic synonymy in both languages. The findings
offer a theoretical framework for understanding hierarchical syntactic unity, contributing to contrastive linguis-
tics and translation studies between English and Azerbaijani.

Keywords: Object clauses, complex sentences, English syntax, Azerbaijani linguistics, subordinating con-
junctions, syntactic syncretism.

Analiza lingyvistica a propozitiilor completive directe

Rezumat. Acest studiu prezintd o analiza lingvisticd comparativa a propozitiilor subordonate completive di-
recte (object clauses) in limbile englezd si azera moderna. Lucrarea examineaza criteriile structurale si semantice
care deosebesc subordonarea de coordonare, subliniind faptul cd numarul centrelor predicative, si nu lungimea
frazei, defineste complexitatea sintactica.

Cercetarea clasifica aceste propozitii in constructii completive pure si de tip mixt (sincretice), analizand
marcile formale utilizate in ambele limbi, precum: Engleza: that, if, whether, lest si cuvinte conjunctive (who,
what); Azera: ki, sufixe (-m1? -sa®) si cuvinte conjunctive (kim, har na).

Analiza identificd grupurile semantice de cuvinte regent (verbe de zicere, gandire si perceptie) care guver-
neaza aceste propozitii si evidentiaza rolul intonatiei i al sinonimiei sintactice in ambele limbi. Concluziile ofera
un cadru teoretic pentru intelegerea unitétii sintactice ierarhice, contribuind la lingvistica contrastiva si la studiile
de traducere intre engleza si azera.

Cuvinte-cheie: Propozitii completive directe, fraze complexe, sintaxa limbii engleze, lingvisticd azerd, con-
junctii subordonatoare, sincretism sintactic.
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Introduction. Many scholars have carried
out various studies on the sentence, its structure
and types in modern English and Azerbaijani,
including the notions of main and subordinate
clauses. As Lyons points out, the sentence rep-
resents the highest structural unit of grammar
in which syntactic relations are realized in their
full complexity. [1, p. 134] Similarly, Blokh em-
phasizes that the classification of sentences into
different structural types is based on the nature
of syntactic relations between clauses. [2, p. 55]
From the perspective of Azerbaijani linguistics,
Abdullayev underlines that the distinction be-
tween coordination and subordination consti-
tutes one of the fundamental principles of syn-
tactic theory. [3, p. 53]

As is known, in both Azerbaijani and Eng-
lish, complex sentences are divided into two
types: coordinate and subordinate complex
sentences. In English, coordinate complex sen-
tences are called compound sentences, while
subordinate complex sentences are referred
to as complex sentences. A coordinate com-
plex sentence is formed by combining two or
more simple sentences that are equal in status.
In such sentences, one part does not depend on
the other, the clauses are equal, and the omis-
sion of one clause does not lead to a significant
change in meaning. The following is an example
of a coordinate complex sentence:

Life worried and bored him, and time was
a vexation.

As seen, the clauses in this sentence are in-
dependent. Even if the part “time was a vexa-
tion” is omitted, the sentence still preserves its
meaning. In this regard, Barkhudarov notes
that the defining feature of coordination is
the structural and semantic independence of
clauses, where neither component functions as
a syntactic subordinate of the other. [4, p. 83]
Likewise, Kaunshanskaya point out that coor-
dinated clauses retain their grammatical com-
pleteness even when separated from the larger
construction. [5, p. 73] From a functional per-
spective, Leech and Svartvik also stress that co-
ordination reflects equality of syntactic status
rather than linear position or length. [6, p. 27]

It should be emphasized that the length of a
sentence does not determine whether it is sim-
ple or complex. For example:

He shook his fist at himself in the glass, and
sat down on the edge of the bed to dream for a
space with wide eyes.

Although this sentence is long, it has one
subject and one predicate and therefore is a
simple sentence. As Gordon and Krylova ex-
plain, the presence of homogeneous predicates
does not transform a simple sentence into a
compound one, since the predicative center re-
mains single. [7, p. 35] Similarly, Khaimovich
and Rogovskaya underline that structural com-
plexity should not be confused with syntactic
complication caused by extended secondary
parts of the sentence. [8, p. 129] In Azerbaijani
linguistics, Kazimov also emphasizes that the
decisive criterion for determining sentence type
is the number of predicative centers, not the
number of words. [9, p. 62]

In contrast:

He could not understand what she found
wrong with him.

Despite being short, this sentence contains
two subjects and two predicates and is there-
fore a complex sentence. As Blokh explains,
the presence of more than one predicative line
within a construction is the essential criterion
for identifying a complex sentence. [2, p. 87]
Similarly, Lyons underlines that syntactic com-
plexity is determined not by surface length but
by the number of predications expressed. [1,
p. 73] From a structural viewpoint, Arnold also
notes that the interaction of two predicative
centers within one construction establishes a
hierarchical syntactic relationship characteris-
tic of complex sentences. [10, p. 38]

In subordinate complex sentences, one
clause depends on another. The subordinate
clause may replace a specific part of the main
clause or even the whole clause. If it replaces a
particular part, it answers the question of that
sentence element. As Barkhudarov and Shtelling
emphasize, subordination is based on grammat-
ical inequality, where one clause functions as a
syntactic component of another. [11, p. 93] In
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addition, Kachalova and Izrailevich point out
that subordinate clauses may perform the func-
tions of subject, object, attribute, or adverbial
modifier within the main clause. [12, p. 83] In
Azerbaijani syntax, Abdullayev, Seyidov, and
Hasanov similarly stress that the subordinate
clause is integrated into the structure of the main
clause as one of its syntactic parts. [13, p. 98]

Both English and Azerbaijani possess vari-
ous types of subordinate clauses, and grammar-
ians have expressed different views on their clas-
sification. O.I. Musayev notes that in some com-
plex sentences one simple sentence depends on
another and explains it. In such constructions,
the governing clause is the main clause, while
the dependent one is the subordinate clause. [14,
p. 32] He also emphasizes that, as in Azerbaija-
ni, a subordinate complex sentence in modern
English may contain more than one subordinate
clause, which may perform the same or different
grammatical functions. This idea is supported
by Huseynzade, who observes that multiple sub-
ordinate clauses within one sentence may either
be homogeneous or heterogeneous in function.
[15, p. 34] Furthermore, Akhundov and Mam-
madov highlight that the classification of sub-
ordinate clauses varies depending on whether
semantic, functional, or structural criteria are
taken as primary. [16, p. 41]

A. Babayev states that the components of
coordinate complex sentences are equal, where-
as the components of subordinate complex sen-
tences are logically and grammatically depend-
ent on each other [17, p. 436]. This distinction
corresponds to the general theoretical princi-
ple formulated by Blokh, [2, p. 39] who argues
that coordination is characterized by syntactic
equality, while subordination presupposes hier-
archy. In a similar vein, Barkhudarov empha-
sizes that grammatical dependence is the key
feature differentiating subordinate construc-
tions from coordinate ones. [11, p. 83] From a
communicative perspective, Leech and Svartvik
also note that subordinate clauses function as
integral parts of the main clause, contributing
additional but structurally dependent informa-
tion. [6, p. 63]

Some scholars classify subordinate com-
plex sentences differently. For instance, O.Z.
Abdullayev classifies them according to:

1. their structure;

2. the means of connection between com-
ponents;

3. the types of subordinate clauses [18, p.
139-159].

This multi-criteria approach is supported
by Akhundov and Mammadov, who point out
that subordinate constructions may be analyzed
from both structural and semantic perspectives.
[16, p. 73] Likewise, Kazimov stresses that the
means of connection — whether conjunctions,
relative words, or intonation - play a decisive
role in determining the type of subordinate
clause. [9, p. 54] Furthermore, Arnold observes
that different classifications reflect different
methodological principles adopted in syntactic
research. [10, p. 163]

In some sources, subordinate clauses are
classified as:

1. Subject clauses

2. Predicative clauses

3. Object clauses

4. Attributive clauses

5. Adverbial clauses

As Khaimovich and Rogovskaya explain,
this functional classification is based on the
syntactic role performed by the subordinate
clause within the main clause. [8, p. 84] Similar-
ly, Gordon and Krylova underline that such a
division mirrors the parts of the sentence which
subordinate clauses may replace. [7, p. 92] In
Azerbaijani linguistics, Abdullayev, Seyidov,
and Hasanov also adopt a functional approach,
identifying subordinate clauses according to the
syntactic position they occupy in the structure
of the main clause. [13, p. 134]

Aim. One of the most frequently used types
in both modern English and Azerbaijani is the
complex sentence with an object subordinate
clause. In such sentences, the subordinate clause
explains, specifies, and completes a particular
element of the main clause, especially the predi-
cate. As Khaimovich and Rogovskaya point out,
object clauses function as syntactic equivalents
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of direct objects and are closely connected with
the valency of the verb in the main clause. [8, p.
281] Similarly, Gordon and Krylova emphasize
that object subordinate clauses are typically gov-
erned by verbs of saying, thinking, perception,
and desire. [7, p. 67] From a theoretical perspec-
tive, Lyons underlines that complement clauses
(including object clauses) represent one of the
central mechanisms for embedding propositions
within larger syntactic structures. [1, p. 46]

M. Asadova notes that in complex sentenc-
es with object subordinate clauses, the main and
subordinate clauses must be connected through
a subordinative relationship to express a com-
plete thought. [19, p. 56] The structural-seman-
tic analysis of object subordinate clauses allows
us to determine their structural-semantic clas-
sification. In this respect, Blokh stresses that the
semantic relations between clauses are insepa-
rable from their formal syntactic organization.
[2, p. 39] Likewise, Arnold observes that object
clauses may display subtle semantic variations
depending on the lexical meaning of the gov-
erning verb. [10, p. 93] From the Azerbaijani
linguistic tradition, Kazimov also highlights the
importance of structural-semantic criteria in
classifying subordinate clauses. [9, p. 33]

From this perspective, object subordinate
clauses may express a pure explanatory-object
relation or this relation combined with addi-
tional semantic shades. Accordingly, they are
divided into:

1. Pure object subordinate clause complex
sentences

2. Mixed-type object subordinate clause
complex sentences

In pure object subordinate clauses, the ex-
planatory-object relation is not combined with
other meanings. Such clauses are introduced in
Azerbaijani by the conjunction ki or the suffixes
-m1*, -sa®, and in English by that, if, whether,
or conjunctive words such as who, where, how.
As Kaunshanskaya explains, conjunctions like
that serve as neutral markers of subordination
without adding additional semantic shades.
[5, p. 132] Similarly, Leech and Svartvik note
that that-clauses are the most typical form of

object complementation in English. [6, p. 231]
In Azerbaijani syntax, Abdullayev, Seyidov, and
Hasanov confirm that ki-clauses are structural-
ly dominant in expressing pure object relations.
[13, p. 240]

Examples from English: « She knew what
he was thinking. « I didn’t care whether I lived
or died. « He decided that he would describe
many of the beauties of the South Seas to her.

Examples from Azerbaijani: « Gordii ki,
boytiik bir denizin sahilindadir. « Kimso hagan-
sa demisdi ki, bu Miirsiid bamazs oglandir.

These examples show that such clauses ex-
press only the explanatory-object meaning.

Mixed-type object subordinate clauses,
however, combine the object meaning with
additional semantic shades such as purpose,
cause, or result. As Barkhudarov and Shtelling
indicate, syncretism in subordinate clauses of-
ten arises from the interaction between gram-
matical structure and contextual semantics. [11,
p. 73] In addition, Akhundov and Mammadov
point out that semantic overlap between clause
types is a natural phenomenon in complex sen-
tence structures. [16, p. 52] From a communica-
tive grammar perspective, Leech and Svartvik
also observe that conjunctions may retain traces
of their original adverbial meaning, which leads
to semantic blending. [6, p. 92]

This syncretism may arise due to the verb
forms used, the semantic nature of the conjunc-
tions, or the lexical content of the clauses. For
example, object clauses may simultaneously ex-
press purpose, cause, or result meanings in both
English and Azerbaijani. In English, such clauses
may also be introduced by the conjunctive word
when, expressing a temporal shade of meaning:

He didn’t like it when you called him Ackley
Rid. I never care too much when I lose something.

This phenomenon is due to the syncret-
ic nature of when. As Blokh remarks, certain
conjunctional words preserve their adverbial
semantics even when functioning as connectors
of object clauses. [11, p. 71]

From a stylistic perspective, complex sen-
tences with object subordinate clauses are
generally stylistically neutral. However, their
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frequency of use varies across functional styles.
As Arnold emphasizes, stylistic neutrality does
not imply uniform distribution across genres.
[10, p. 221] Likewise, Musayev, Hajiyev, and
Huseynov note that object clauses introduced
by neutral conjunctions are widely used in ac-
ademic and literary discourse. [14, p. 226] In
Azerbaijani, Huseynzade observes that ki-claus-
es dominate in literary and journalistic styles
due to their structural flexibility.

In both languages, clauses connected by
intonation and the conjunctions that (English)
and ki (Azerbaijani) are most frequent and oc-
cur widely in literary, scientific, and journalistic
styles. Clauses introduced by other conjunctions
are more restricted in usage. In English literary
texts, object subordinate clauses introduced by
that, if, and whether are widely used, whereas
clauses introduced by lest are rare. In Azerbaija-
ni, clauses connected by ki and by subordinative
intonation are dominant, while those formed
with -sa® and -mi* are less frequent. Under-
standing these stylistic features helps in choos-
ing appropriate constructions in different com-
municative situations and in achieving accurate
translation between English and Azerbaijani.

The purpose: The purpose of an object
clause is to name or express the content of an ac-
tion, thought, feeling, or statement in a sentence
when this content cannot be conveyed by a sin-
gle word or phrase. It is used to complete the
meaning of the predicate, to transmit thoughts,
opinions, and beliefs, and to express feelings, at-
titudes, and evaluations. As Gordon and Krylo-
va state, object clauses function as complements
that realize the semantic valency of the predi-
cate. [7, p. 153] Similarly, Khaimovich and Ro-
govskaya emphasize that such clauses serve to
actualize the object relation in a full predicative
form. [8, p. 37] From a general linguistic per-
spective, Lyons notes that complement clauses
allow entire propositions to function as syntac-
tic objects within a larger structure. [1, p. 281]

Object subordinate clauses in modern Eng-
lish and Azerbaijani display various structural
characteristics. In subordinate complex sen-
tences, the main and subordinate clauses are se-

mantically interdependent, and separating them
would result in incomplete meaning. Structur-
ally, such sentences form an integrated system.
In this respect, Blokh underlines that subordi-
nation creates a hierarchical syntactic unity in
which the subordinate clause is embedded with-
in the structure of the principal clause. [2, p. 39]
Likewise, Barkhudarov and Shtelling point out
that the semantic incompleteness of the main
clause without its complement demonstrates
the obligatory character of certain subordinate
constructions. [11, p. 63] In Azerbaijani linguis-
tics, Kazimov also stresses the systemic integrity
of subordinate complex sentences. [9, p. 211]

The subordinative relationship between the
object subordinate clause and the main clause
is anticipatory in nature and is determined by
the semantic properties of the head word in
the main clause. The object subordinate clause
completes and specifies an incomplete element
of the main clause, particularly the predicate.
As Arnold observes, the lexical meaning of the
governing verb largely predetermines the type
of subordinate clause that may follow. [10,
p. 88] Similarly, Akhundov and Mammadov
note that the semantic features of the head word
condition the structural model of the subordi-
nate construction. [16, p. 42]

Not every predicate allows an object subor-
dinate clause. The presence of a head word is es-
sential. The head word functions as the center of
subordination and requires clarification or com-
pletion. According to Leech and Svartvik, verbs
that take clausal complements possess specific
combinability patterns which distinguish them
from verbs that require nominal objects only.
[6, p. 80] In addition, Musayev, Hajiyev, and
Huseynov emphasize that the ability of a predi-
cate to govern a subordinate clause depends on
its lexical-semantic characteristics. [14, p. 33]

Research based on English, Azerbaija-
ni, and Russian materials shows that the head
words explained by object subordinate clauses
usually belong to specific semantic groups of
verbs and adjectives. These include:

1. Verbs of speech (say, ask, explain; demak,
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2. Verbs of perception (see, hear; gormak,
esitmak)

3. Verbs of thinking (think, understand,
diisiinmoak, basa diismak)

4. Verbs of memory and knowledge (know,
remember; bilmak, xatirlamaq)

5. Verbs of decision and agreement (decide,
agree; gorara almagq, razilasmaq)

6. Verbs of desire and intention (want,
wish; istomok, arzulamaq)

7. Verbs of influence and persuasion (prove,
convince; siibut etmak, inandirmaq)

8. Verbs of psychological state (fear, doubt;
qorxmagq, siibhalonmak)

9. Verbs of action and demand (insist, de-
mand; tolob etmok)

10. Adjectives expressing state (be sure, be
glad; omin olmagq, sad olmaq)

As Kaunshanskaya remark, such semantic
grouping reflects similarities in syntactic behav-
ior and complement-taking capacity. [5, p. 85]
Likewise, Abdullayev, Seyidov, and Hasanov
confirm that Azerbaijani predicates governing
object clauses can be classified according to
their semantic features. [13, p. 92]

This classification is approximate, as
boundaries between the groups are not strict.
As Blokh notes, semantic categories in syntax
are often fluid and overlapping rather than
rigidly separated. [2, p. 44] Both personal and
impersonal verbs may function as head words,
but they differ in syntactic roles and structural
realization within the sentence.

Research methodology of the object
clause. The research methodology of the ob-
ject clause outlines the theoretical framework,
data sources, and analytical procedures used
to study the structure, functions, and usage of
object clauses in a language. The study of ob-
ject clauses typically adopts a qualitative and
descriptive approach, as it focuses on grammat-
ical structure and syntactic function. In some
cases, a comparative or contrastive approach
may also be applied, especially when analyzing
English and Azerbaijani in parallel. As Lyons
notes, syntactic research requires a descriptive

framework that accounts for both structural re-
lations and semantic interpretation. [1, p. 96]
Similarly, Blokh emphasizes the importance
of structural-functional analysis in identifying
the hierarchical relations between clauses. [2,
p- 39] In Azerbaijani linguistics, Akhundov and
Mammadov also underline the relevance of
comparative analysis in studying complex sen-
tence structures across languages. [16, p. 87]

In order for the subordinate and main
clauses, which are components of a complex
sentence, to express a complete idea, they must
be connected through a subordinative relation-
ship. In complex sentences consisting of parts
that have an explanatory-object relation, the
subordinative connection between the parts is
established by means of different devices. Iden-
tifying the means that express the syntactic
relationship between the parts of object subor-
dinate complex sentences is one of the impor-
tant issues in modern Azerbaijani and English
linguistics. In this respect, Barkhudarov points
out that formal markers of subordination play
a decisive role in distinguishing subordinate
constructions from coordinate ones. [11, p. 90]
Likewise, Kazimov stresses that the structural
indicators of syntactic dependence are central
to the classification of complex sentences. [9,
p- 43]

Based on research conducted on English
language material, linguists have concluded
that the means creating subordinative relations
within complex sentences in English can be
clearly identified. In English, an object subor-
dinate clause is subordinated to and connect-
ed with the main clause by means of conjunc-
tions, conjunctive words, and other devices. As
Kaunshanskaya explain, conjunctions serve as
primary grammatical markers of subordination
in English complex sentences. [5, p. 77] Similar-
ly, Gordon and Krylova note that conjunctions
such as that, whether, and if are the most typical
means of introducing object clauses. [7, p. 82]
From a communicative perspective, Leech and
Svartvik also emphasize the functional role of
conjunctions in expressing logical relations be-
tween clauses. [6, p. 68]
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One of the most common means that cre-
ate syntactic relations within complex sentences
in English, which belongs to the Germanic lan-
guage group, is conjunctions. In English, object
subordinate clauses are connected to the main
clause by the conjunctions that, lest, whether,
if. In addition, prepositions and subordinative
intonation are also among the means that sub-
ordinate object clauses to the main clause. As
Khaimovich and Rogovskaya observe, certain
object clauses may function similarly to nomi-
nal constructions governed by prepositions. [8,
p. 29] Furthermore, Arnold remarks that the
lexical meaning of prepositions may influence
the semantic interpretation of the subordinate
clause. [10, p. 132]

Prepositional object subordinate clauses
are functionally similar to prepositional objects.
Prepositions such as except, about, to, after, of,
before, for, and others connect the object subor-
dinate clause to the main clause.

Let us consider the examples below:

The dog Balthasar in front looking studi-
ously for what he never found, he would stroll.
He had always been responsive to what they had
begun to call “Nature”.

Intonation, as we know, manifests itself in
all sentences in spoken speech. In both English
and Azerbaijani, intonation plays a role in the
formation of different types of complex sentenc-
es. However, sometimes no other means except
intonation are used to connect the main clause
and the subordinate clause. In such complex
sentences, it is not easy to distinguish grammat-
ical meaning, that is, it is difficult to determine
whether they are subordinate or coordinate
complex sentences. As Blokh notes, intonation
may serve as an additional but sometimes in-
dependent marker of syntactic relations. [2,
p. 76] Likewise, Abdullayev, Seyidov, and Hasa-
nov indicate that in Azerbaijani, intonation can
function as a structural signal of subordination
when conjunctions are omitted. [13, p. 94]

The reason for this lies in the fact that such
sentences may convey different meanings de-
pending on the context. As mentioned above,
object subordinate clauses connected solely by

intonation also exist in both English and Azer-
baijani. In such clauses, the conjunctions that
and ki can easily be restored. In English, such
sentences are frequently used. As Gordon and
Krylova remark, the conjunction that is often
omitted in spoken and informal written English
without affecting grammatical correctness. [7,
p. 143]

I suppose he comes here every day. > I sup-
pose that he comes here every day.

Similarly, such sentences are frequently
used in Azerbaijani as well.

The Conjunction “that”. Swan notes that
one of the polysemantic subordinating conjunc-
tions used in English is that, which corresponds
to ki in Azerbaijani. [20, p. 61] Bababayev em-
phasizes that various types of subordinate claus-
es are subordinated to the main clause through
that/ki. [17, p. 102] Asadova reports that such
connections are mainly applied to object and at-
tributive subordinate clauses. [19, p. 109]

For example: I know that I shall always be a
realist. In this example, the first clause is an ob-
ject subordinate clause, while the second is an
attributive subordinate clause. Leech and Svart-
vik observe that in Azerbaijani, ki can connect
different types of subordinate clauses, such as
adverbial, object, or predicate clauses. [6, p. 73]

Barkhudarov explains that historically, ob-
ject subordinate clauses connected by that de-
veloped from the syntactic model I saw that...,
in which that functioned as a demonstrative
pronoun serving as a direct object. [4, p. 29] Ar-
nold highlights that over time, due to changes
in sentence structure, that evolved into a sub-
ordinating conjunction and may be either used
or omitted in such sentences. [10, p. 71] Kaun-
shanskaya, Kovner, and Kozhevnikova add that
that occurs only in declarative object subordi-
nate clauses. [5, p. 49]

Musayev, Hajiyev, and Huseynov point out
that some scholars believe the presence or ab-
sence of that does not affect meaning; however,
this view is not entirely correct, as omitting that
may result in significant semantic and stylistic
shifts. [14, p. 87] They also note that clauses
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without that are more typical of spoken style,
whereas clauses with that are more characteris-
tic of written style.

The Conjunctions “if” and “whether”.
Leech and Svartvik note that the conjunctions
if and whether, like that, connect the object
subordinate clause to the semantic center of
the main clause. [6, p. 43] Swan emphasizes
that, although similar in function to that, if and
whether differ in that that connects declarative
object clauses, whereas if and whether primar-
ily connect interrogative object clauses. [20,
p. 99] Barkhudarov and Shtelling add that these
conjunctions subordinate only general ques-
tion-type clauses. [11, p. 34]

Arnold observes that in clauses introduced
by if or whether, a sense of doubt or uncertainty
is clearly expressed. [10, p. 21] Musayev, Haji-
yev, and Huseynov highlight that whether can
subordinate object, predicative, and subject
clauses, whereas if is mainly used in conditional
and object subordinate clauses. [14, p. 122]

Kaunshanskaya, Kovner, and Kozhevniko-
va point out that in conditional clauses intro-
duced by if, the present tense may sometimes
substitute for the future tense, whereas this sub-
stitution does not occur in object clauses. [5,
p. 66] Asadova notes that stylistically, if is gener-
ally neutral, while whether is more characteristic
of written style. [19, p. 91] Moreover, Bababayev
emphasizes that whether can express an alterna-
tive meaning, such as “either...or,” adding se-
mantic flexibility to the clause. [17, p. 100]

The Conjunction “lest”. Some linguists
believe that lest subordinates only clauses of
purpose or cause, while others argue that it
also subordinates object clauses. Our research
shows that object subordinate clauses intro-
duced by lest are rare and mainly characteristic
of bookish style. They express meanings of fear
or apprehension.

He was terrified lest they should say his se-
cret.

Conjunctive Words. Leech and Svartvik
observe that in modern English, conjunctive

words are among the most widely used means
of connecting the parts of object subordinate
complex sentences. [6, p. 92] They note that
conjunctive pronouns and adverbs, such as
who, what, which, where, why, how, whatev-
er, whoever, play a central role in this process.
Swan emphasizes that similarly, in Azerbaijani,
conjunctive words are used to subordinate ob-
ject clauses to the main clause, typically appear-
ing at the beginning of the subordinate clause
and often correlating with a word in the main
clause. [20, p. 72]

Musayev, Hajiyev, and Huseynov highlight
that the study of synonymy in object subordinate
clauses remains an important issue, especially in
stylistics and grammar. [14, p. 301] They explain
that syntactic synonymy is crucial in transla-
tion and grammatical analysis, and that object
subordinate clauses may have synonymic rela-
tions with infinitive, participial, and gerundial
constructions, as well as with simple sentences.
Bababayev adds that absolute syntactic synony-
my does not exist due to semantic and stylistic
nuances. [17, p. 93] Arnold further notes that in
English, clauses with that are stylistically neutral,
whereas clauses with whether and lest are gener-
ally bookish, while in Azerbaijani, clauses with ki
are stylistically neutral. [10, p. 102]

Conclusion. Based on the characteristic fea-
tures and properties of object subordinate claus-
es in modern English and Azerbaijani, the fol-
lowing conclusions can be drawn. The parts of a
complex sentence are interconnected grammati-
cally, semantically, and intonationally. From the
standpoint of semantic relations, complex sen-
tences are divided into two main groups: subor-
dinate and coordinate complex sentences.

These types of complex sentences possess
certain distinctive features. In both languages,
the parts of coordinate complex sentences are
characterized by relations of mutual independ-
ence and are connected by coordinating into-
nation as well as coordinating conjunctions. In
such sentences, an equal relationship between
the parts is observed. The parts of subordinate
complex sentences, as their name suggests, are
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characterized by a subordinative relationship.
These parts are connected by various conjunc-
tions, conjunctive words, prepositions, or solely
by means of subordinative intonation. Based on
their research, various scholars note the exist-
ence of different types of subordinate clauses,
usually classifying them into three, five, or six
groups.

One of the types of subordinate complex
sentences is the object subordinate clause com-
plex sentence. All the characteristics mentioned
above regarding complex sentences are also ap-
plicable to this type. In English, conjunctions
such as that, if, whether, and lest are used in the
formation of object subordinate clauses, where-
as in Azerbaijani the conjunction ki is em-
ployed. Object subordinate clauses formed with
conjunctive words are used in both English and
Azerbaijani. Conjunctive words used in English
include how much, which, why, what, and oth-
ers. In Azerbaijani, conjunctive words such as
kim, har ns, na tohar, and others are used.

It has also been established that object sub-
ordinate complex sentences have synonymic
relations with other types of sentences.
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COMBINATII EUFONICE IN DICTIONARUL DE RIME

Doctorand, Scoala Doctorala Stiinte Umaniste si ale Educatiei, Universi-
tatea de Stat din Moldova.

Marian MARGARIT

Combinatii eufonice in Dictionarul de rime

Rezumat. Dictionarul de rime al lui Mihai Eminescu, in viziunea eminescologilor si mai ales a editorului
Marin Bucur, nu este doar un instrument lexicografic, ci o lucrare de o profunda complexitate intelectuald, artis-
tica si stiintifica. Construit cu o remarcabild capacitate de sinteza, dictionarul reflectd geniul limbii romane prin-
tr-o bogatie lexicald impresionantd, reunind in jur de 100.000 de cuvinte-rimé, provenind din graiuri populare,
cronici, presd, istorie, geografie, dar si din limbajul stiintei si filozofiei. Eminescu a organizat aceste cuvinte intr-o
structurd sonora riguroasd, bazata pe relatii fonetice si semantice - sinonimie, omonimie, antonimie —, preferdnd
rimele multisilabice, vocabulele arhaice, neologismele si creatiile proprii, intr-o maniera ce aminteste de tehnica
contrapunctului muzical. Dincolo de valoarea sa practicd, lucrarea capitd o dimensiune artistic si teoretica de
sine statatoare, reprezentdnd un instrument de lucru, un laborator poetic si o arhivd a universului cultural si
lingvistic eminescian, din care s-au ndscut numeroase versuri ale marilor sale poeme, precum Luceafirul sau
Scrisoarea I11.

Cuvinte-cheie: eminescologie, dictionar, rimi, relatii fonetice, relatii semantice, laborator poetic.

Euphonic Combinations in the Dictionary of Rhymes

Abstract: Mihai Eminescu’s rhyming dictionary, in the view of scholars and especially in the opinion of the
publisher Marin Bucur, is not just a lexicographic tool, but a work of profound intellectual, artistic and scientific
complexity. Built with a remarkable capacity for synthesis, the dictionary reflects the genius of the Romanian
language through an impressive lexical richness, bringing together around 100,000 rhyming words, coming from
popular sayings, chronicles, the press, history, geography, but also from the language of science and philosophy.
Eminescu organized these words into a rigorous sound structure, based on phonetic and semantic relationships
- synonymy, homonymy, antonymy -, preferring multisyllabic rhymes, archaic vocabulary, neologisms and his
own creations, in a manner reminiscent of the technique of musical counterpoint. Beyond its practical value, the
work acquires an independent artistic and theoretical dimension, representing a working tool, a poetic laboratory
and an archive of Eminescu’s cultural and linguistic universe, from which numerous verses of his great poems
were born, such as Luceafdrul or Scrisoarea II1.

Keywords: eminescology, dictionary, rhyme, phonetic relations, semantic relations, poetic laboratory.
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Dictionarul de rime al lui Eminescu consti-
tuie un mare proiect de realizdri poetice in ce
priveste valorizarea muzicalitatii limbii roméne
si, ludnd lucrurile in sens mai larg, a posibilita-
tilor ei inepuizabile, de a rosti esential fiinta, cu
toate iluminarile si ocultarile acesteia.

Dupa precizarile eminescologilor, ideea
elaborarii unui astfel de dictionar, fird o metoda
anume, ci tinand doar de numeroasele planuri
si proiecte si de o exersare laborioasd zilnica in
materie de versificare, analoga practicii solfegiu-
lui in cazul vocalistilor, s-a nascut in perioada
1874-1877; 1877-1883. Este, pe de alta parte, o
opera de exceptionald eruditie, de culturd gene-
rald, ce denota o pasiune de cunoastere a lumii,
universului si, asociata pe deplin acesteia o aspi-
ratie de a patrunde tainele limbii romanesti po-
sibilitdtilor inepuizabile de exprimare, pe care le
ofera poetului.

Marin Bucur, editorul Dictionarului de
rime din 1976, deschide cateva paranteze exe-
getice pentru a ne da citeva lamuriri necesare
asupra ideii genezei lui, asupra conceperii lui ca
o parte din integrala eminesciana si ca o opera
de sinestatatoare.

Un prim aspect, asupra cdruia ne atrage
atentia istoricul literar, este interesul deosebit
pe care i-l acordd poetul, semn doveditor cd o
credea ca pe o operd, una de sinteza, de o am-
ploare cu adevarat ,simfonicd”: ,,Numarul de
bruioane, planuri, variante, insemnari — care se
apropie de acela al manuscriselor literare — ara-
ta interesul de exceptie ce i-1 acorda poetul. Este
o opera neincheiatd, o adevarata simfonie neter-
minatd a lui Eminescu, dar nu o piesi-exerci-
tiu, un simplu antrenament mental, cum ar fi
spus Ibrdileanu. Eminescu si-a concentrat aici
o culturd filologica, lexicograficd si gramatica-
la competitiva cu cea a savantilor vremii sale.
Nimic amator, improvizat, venit dupa consu-
mare a poeziei sau ca un simplu adjuvant” [3,
p. 5-6]. Prin urmare, nu poate fi considerat ca
un aide-memoire, ca pe un depozit de rime din
care el se aproviziona pentru a-si scrie opera.
Anvergura si ponderea Dictionarului depases-
te semnificatia de opera de lexicografie poetica,
ce ar completa numarul de rime folosite de el

(rime textuale) sau intregul fond al rimei roma-
nesti.

Evitind rimele uzate, suprasolicitate in
epoca si chiar unele rime frumoase din poeziile
sale, Dictionarul de rime nu se limiteaza, astfel,
la a fi ,un inventar al rimei roméanesti, ci unul
al potentialului viu §i generator de poezie al
limbii. Drept argument e folosita afirmatia lui
G. Cilinescu, conform careia strdlucirea rimei
eminesciene nu vine din bogitie, ci din raritate,
delocul in care a aparut, de intreg versul in care
»cuvantul rimat se tine ca o raddcina”.

Un alt aspect, revelator, este acela al carac-
terului de unicat in cadrul poeziei roménesti sia
celei europene din secolul al XIX-lea, de demon-
stratie a supunerii limbii la ,,un examen eufonic
si polifonic general”, fiindca ,exista un univers
poetic, muzical - al limbii genuine, in afara po-
eziei” [3, p. 7], »a structurdrii limbii roménesti
intr-un ansamblu muzical specific in contextul
limbilor romanice; a tot ce caracterizeaza fiinta
limbii romanesti (texte vechi, graiuri, dialecte,
argouri, adoptdri si adaptari de cuvinte strai-
ne, expresii din alte limbi), a ,,ansamblurilor si
subansamblurilor ritmice si muzicale” [3, p. 8].

Scopul ce si-1 propune Eminescu este evita-
rea formelor literaturizate, conventionalizate de
norme, moda, educatie, cultura si gasirea unei
cai de acces in limba conceputa ca ,,organism
viu, exploziv, dinamic, luatd si auzita oriunde”,
alcdtuirea unui corpus aesteticum [3, p. 13].

Probante sunt inldntuirile de cuvinte rima-
te care stabilesc 0 anumita eufonie autonoma:

— ingiruirea de cuvinte in terminatia emuri
dau ,,0 impresie de aglomeratie in durats,

de lungi povesti si grele ganduri”: hare-
muri/ mademuri/ ghemuri/ tremuri/ vremuri/
zemuri/ emblemuri/ problemuri [3, p. 14];

- cuvintele in terminatia esuri, cu murmu-
rul si suieratul finalului, ,,dau o nuanta

aparte pluralului™ ,fesuri/ compresuri/
presuri/ sesuri/ eresuri/ impresuri/ dresuri/ in-
telesuri/ culesuri/ purcesuri” [3, p. 14];

- cuvintele din coloana in isuri dau o sen-
zatie de miscare, de alunecare metalicd, aseme-
nea undelor de apa ce cad pe prundis: desisuri/
frunzisuri/ ascutisuri/ alunisuri/ luminisuri/
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macinisuri/ coperisuri/ pietrisuri/ coborasuri/
sisuri [3, p. 14];

- prin supunerea fluxului incantatoriu
al rimelor, si nu logicii normative, se obtine o
poeticd a contrariilor, a expresiei eliptice, a in-
cantatiei limbajului, ca in jocurile de copii, a
calambururilor cu conotatii absurde uze: aretu-
ze/ pantatuze; af: imaf, vataf; ogi: sbarciogi/ de-
magogi/ pintenogi/ cotonogi/ sldbanogi/ ologi/
desghioci/ rogi/ proroci/ arogi/ derogi/ atrogi/
filologi/ teologi/ sontorogi/ inorogi/ safirnogi/
tautologi/ sarantogi/ frenologi/ istoriologi/ mi-
nerologi/ zoologi/ patologi [3, p. 14];

- poetul urmdreste si obtinerea unor efecte
literare, metaforice prin perechile in emple:

temple/ exemple; aspe: Hystaspe/ oaspe, fo-
lositd si in Scrisoarea II1, ibre (in cuvinte de ori-
gine latind): libre/ Tibre/ fibre; acte: acte/ facte/
pacte/ pacte ezacte/ inexacte/ tacte; ecte: intelec-
te/ pandecte/ corecte/ secte/ perfecte [3, p. 15];

— folosirea coloanelor de rime in ol, cu efec-
te ironice, persiflante, asemenea unui scherzo:

simbol/ dol; gol/ Mogol/ pui de giol/ hahol/
parjol/ ocol/ tarcol/ rol/ Carol/ parole!/ sol/ ra-
sol/ tol/ pol/ monopol/ pistol/ Bristol/ stol/ sol/
mongol/ a da de gol/ pasol! [3, p. 15];

— apare si o coloana in ulti cu asocieri sim-
bolice: adulti/ culti/ asculti/ desculti/ multi/
smulti/ insulti/ resulti/ consulti [3, p. 15];

- 0 combinare a efectelor si contraefectelor
poetice si antipoetice, a sensurilor cu contra-
sensurile, a urcdrilor si coborérilor de timbru,
care genereazd o poezie sincopatd: credinti/
rugaminti/ staruinti/ tdgaduinti/ biruinti si o
imagine de masa: ciunti/ munti/ nunti/ printi/
marunti/ carunti/ incrunti/ frunti/ confrunti [3,
p- 15];

- punerea cuvintelor terminate in eu in-
tr-o cadenta disonantd, cu silaba care produce
pand la urmd o muzica a subintelesurilor si a
contrastelor: beu/ eu/ feredeu/ Orfeu/ apogeu/
polieleu/ leu/ paraleu/ mieu/ aluneu/ vreu/ seu/
zeu/ Prometeu/ mereu/ greu/ feteleu/ proteu/
steteu/ archiereu/ protoiereu [3, p. 15].

Spectacolul tehnic al rimarii atrage ne-
ologisme (amen, fenomen, nomen); timpul/
Olimpul; abstractiuni (ateismul/ budismul/

socialismul), termeni savanti (limphatic/ ma-
tematic/ chromatic/ numismatic/ democratic/
etnocratic/ ichtocratic/ teocratic/ static), neo-
logisme si neaosisme (Doncila/ Zacild/ dificila),
nume proprii (Esopus, Nessus, Bessus, Scatus,
Brutus), numiri de localitati si tari (Assyr, Epir,
Emir, Abdel el Kadar), cuvinte strdine aflate in
circulatie (téte-a-téte, rebus, est modus in re-
bus, natus, pathos, vetus, phisios, thesis), for-
me verbale inverse, cuvinte care prin repetare
creeaza impresia de muzicalitate (lasatu-mi-s-a;
lasatu-ti-s-a; lasatu-i-s-a; lasatu-ni-s-a; lasa-
tu-vi-s-a; lasatu-li-s-a).

Marin Bucur face niste observatii subtile
care ne vor servi drept puncte de reper in anali-
za unor coloane de rime cu o sporitd sugestivi-
tate muzicala. ,,Pentru dictionarul eminescian,
remarca exegetul, limba este un sistem muzical.
Rima marcheazd numai valorile muzicale si le
distinge. Ea face sa se auda frumusetea cuvan-
tului, pierduta in limbajul diurn din cauza obis-
nuintei. Intr-un dictionar ca acesta, cuvantul nu
mai e vazut in functia lui obiectiva, de mijloc
egal de comunicare umana, ci in determinarea
si interferarea sa eufonica. Subiectul liric co-
municd printr-un sistem de semne incarcate
cu energia poetica. Fondul intreg al limbii intra
intr-o cadenta universala, intr-o euritmie a ma-
teriei” [3, p. 30]. Poetul, in opinia lui Marin Bu-
cur, recurge la o originala structurare eufonica
a limbii: ,,Drumul parcurs de poet in acest dic-
tionar este de la cuvant - ca parte muzicala - la
limba - ca tot muzical. Ceea ce pare tehnicistu-
lui o simpla ,,potrivire” de sunete este, in fond,
o structurare eufonica a limbii. Eminescu trece
peste micile incidente, la milimetru, ale sunete-
lor, pentru ca nu-l intereseaza pura combinare
sonica. De unde impresie falsa produsd unor
comentatori cd poetul si-a permis si foloseas-
cd cu nemiluita , licenta poetica”, fiind decretat
»cel mai necorect”, cel ce a ,,nesocotit rima si a
sfaramat ritmurile [3, p. 30].

O sursa a muzicalititii poeziei eminescie-
ne este ,integrarea formelor verbale inverse in
sistemul rimelor”, aceasta aparand ca ,,una din
rarele insusiri poetice ale poetului”. Eminescu
este, in opinia lui Marin Bucur, poetul care,
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dupd poetii cei vechi ai nostri, descopera muzi-
ca de alamuri ,,de epocd” a limbii, el descopera
farmecul poetic al desfacerilor verbale in forma
rasturnata. Sunt date citeva exemple de creare a
unui sistem special de rime: ,,Catd mladiere so-
nica in aceasta rasucire armonioasa de sunete:
ard-om/ Caphernaom. Un sunet puternic, vi-
brant ca r in pozitia finald a formelor verbale in-
verse, se contopeste cu vocala precedenta intr-o
desfasurare usoara, dar precisa: ard-or. Poetul
rimeazd asa-I-vei cu nalvei si salvei; ara-vei cu
slavei si otavei, ara-vor cu lavor si Tavor; ara-l-a
cu fala, gala, sala, ara-l-or cu Maior, ara-i-a cu
Maia si odaia” [3, p. 27]. Criticul se refera si la
formele verbale inverse, conjugate cu termina-
tia s-a in mod invariabil: pastra-tu-i-s-a, pdstra-
tu-vi-s-a, pdstratu-ni-s-a, pastratu-mi-s-a, pas-
tratu-s-a. ,Toate acestea il revarsd neindoielnic
farmec eufonic al cuvintelor, o dulce muzica de
dor si jale” [3, p. 27].

Gaston Bachelard a definit limbajul poetic
ca aluat, aceastd asociere metaforica existand si
la Perpessicius, care adauga o alta asociere: acea
cu aratul in toate directiile si cu rasturnarea
brazdelor; poetul inverseazd ordinea, ,,pand la
desfigurare”, aluatul unora din strofe este foarte
mare, aga cum ,se poate vedea in transcrierea
noastra” [5, p. 444].

Academicianul Mihai Cimpoi vorbeste,
in studiul sdu despre rima eminesciand despre
exercitii de virtuozitate in vederea obtinerii
unor sintagme sonore sau unor tehnici formal
poetice insolite, conjugari de verbe, in special la
perfectul simplu, care inregistreaza coloane in-
tregi. Este citatd, spre argumentare, pagina 10 a
manuscrisului 2254:

»Lin  Luna si-a Raiu si-nvin Gust
Plin strund vin trai  si-nvin
trai  Must
Cant Luna in lor Rai
bland band  chin dor
mor

zis vant ating stau
vis bland plang beau

sbori si-n

mori vin

Un miros de flori Uit dureri si chin

Eu Eu

Din da vreau
Pin sa

Vin

Uitd dure-[rea]
Stinge inima-n sin
Stinge durerea-n sin
Mina durerea-n []
Duce

Barat pe margine si cu semnul F, deci o va-
riantd

Canturile-adoarme inima

Sufletele plang / in / ele

Buzele ce soarbe lacrima.

Aldturi, urmdtoarea insemnare: asa numita
drama clasica s-ar putea introduce prin piese ca
Ovid in Dacia (caracter si idei in operele sale).
Crucea-n Dacia sau Joc si Christ...

(Polyect:)

Vis

Inchis

Cant

Plipand

Sub o aripa de vant

Vas

De glas

Dor

D-amor, de sor

Intr-un trup de fier sonor

Forma asta de versificatie este bund in trei cu-
vinte adica:

Réandunica-n sbor s-apleaca

Band din lacu-nfiorat

Palid suflet célator

Cénd vultur pe un pisc de stanca

Cand o cruce pe-un mormant [3, p. 643-644].

Criticul consemneaza in continuare cd ver-
bele la perfectul simplu se inldntuie dupa o magie
a pronuntiei cu acel u plin final, care aduce prin
insdsi dezinenta in - eiu si — uiu o nota de ar-
haicitate: mdseiu — ramdseiu — seriseiu — curseiu
- puseiu — apuseiu — spuseiu — rupseiu — acuseiu
— trimiseiu — fierseiu — copseiu — storseiu — ziseiu
— preziseiu — duseseiu — traduseiu, suieu — batuiu
- vdzuiu — cazuiu — compui — puiu — spuiu.

Este adevirata, apoi, si o inldntuire de rime
substantivale, care alcituiesc ,,un cdmp fono-
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semantic de o eterogenitate impundtoare, céci
cuprind substantive colocviale, mobile, materi-
ale, masculine, feminine, substantive proprii cu
vocative si, bineinteles, cuvinte rare (arhaisme,
neologisme, plurale fantaziste si inventii verba-
le): bane — ciobane — cabane — darabane - turba-
ne — oceane — Dane — Prodane - vedane - golda-
ne - jidane — oceane — peane — caftane — organe
— Baragane — pagane — uragane - tigane - iata-
gane — Hane! — Cahane! - Diane - liane — Iane
— Jiane — piane - Jane — cane — bacane — ciorane
— mocane — borcane - curcane — Tarcane — vul-
cane — arcane — crdcane — juncane — Luncane
— Pascane - colane - ciolane - Mane - gimane
- sumane — sucmane — banane — jarpane...

Substantivele cu denumirile lor de lucruri,
fiinte, materii, notiuni concrete si abstracte,
nume de personalitati, orase, ruri, personaje
mitologice si verbele care exprima ,,starea, acti-
unea sau pasivitatea unui obiect au si o calitate
atributivd” (dupa cum subliniaza insusi poetul),
se inldntuie conform constatdrii criticului, in
retele rimice — paradoxale, imprevizibile, dupa
ratiuni eufonice tainice — cu adjective, adverbe,
conjunctii, pronume.

In Dictionarul de rime, inregistram inlan-
tuiri rimice care infitiseaza, de exemplu starile
fiintei, clipele existentiale de indltare, cidere, de
prezenta in sfera armonioasd a bucuriei sau in
cea mai complexa a durerii, tristetii, sperantei,
precum putem depista intr-o coloand de rime
ca cea de la pagina 95 din manuscrisul 2271: a
tdcé — a zdcé - a cidé - a recidé — a decddeé - a
se cddé — a scadé — a sedé — a presedé — a vede —
revedeé — a prevedé — a maneé — a ramané — a tiné
— a continé — a intretiné — detiné — retiné — sus-
tiné — a incdpé — a pdré — a dispdré — a aparé — a
compdré — a reapdré — a duré — a vré — a puté — a
ave - bre — sade — acelé — coupé — soupé - toujé -
ca ce — cu ce — vedé — Lalageé [3, p. 173].

Dupa cum putem constata, poetul foloseste
forme dialectale ale pronuntiei pentru a obti-
ne un efect eufonic si a inscrie toate cuvintele
- arhaisme (bre), neologisme (compare, coupe
- soupe) compuse fantazist (presede, sade) — in-
tr-o singura coloana rimica.

E sesizabild pretutindeni o intreprindere
sustinuta de a aduce la rimd anumite cuvinte
carora le dd o formd inversa sau contopite sonic
in grupuri verbale si adjectivale in intentia de
a realiza unitati eufonice. Este urmarita si obti-
nerea unui colorit lexical ce sd sugereze imagi-
nea, ,icoana” (precum spune in publicistica) a
trecutului. Edificatoare in acest sens este pagina
Coverso din Mss. 2271, care ne trimite evident
la rime rarisime din Umbra lui Istrate Dabija
- voievod - slava — Suceava: zdbava - serba-va
— concava - seca-va — pleca-va — Sucidava - da-
va - preda-va - lava - slava - apela-va - scu-
la-va - nava - suna-va - aduna-va — adapa-va -
dumbrava - ara-va - cara-va - insdrava — otava
- cata-va - lupta-va - tava — cruta-va - Sava
— pdsa-va. Marin Bucur face trimiteri la rime-
le textuale ale lui Eminescu insusi (in afara de
slava/ Suceava; slava/ galceava din Calul Trai-
an, sclava-otrava din Memento mori si bolna-
vé/ lava/ slava din Impdrat si proletar), la rima
asociatd cu un cuvant vechi la Jancu Vacarescu
(»,Cum dar otrava/ N-ar fi ldsata/ Spre nezdba-
véd/ De leacuri” din Sinucisul) si la rima com-
pusd a lui Macedonski (suava/ slavd/ otrava/
sclava/ grozava din Rondelul rozei ce-nfloreste).

Structural, Dictionarul de rime se constitu-
ie, bineinteles, asa cum remarca Marin Bucur
din ,caiete” alcdtuite anume pentru pregatirea
lui (liste de cuvinte, litere de dictionar obisnu-
it care incep cu aceeasi litera, cuvinte izolate
cu traducerea germand, versuri variante, tran-
scrieri de poezie populara, demonstratii de teh-
nica poetica [3, p. 439, 575]. Preocuparea do-
minantd e aceea de a valoriza virtutile eufonice
ale limbii romane, de a ,,gasi si a pastra fluxul
si cadenta muzicald a limbii, frazarea, distribu-
tia si intreaga euritmicd a cuvintelor, dialectica
fonica a structurii generale si a structurilor de-
pendente ale lexicului national” [3, p. 30].

Hegel reflecteaza, in Prelegeri de esteticd,
asupra rolului si functiei rimei, afirménd ca e le-
gatd de reprezentarea spiritualului, lucrul aces-
ta aparand pregnant in cadrul romantismului:
»Nevoia pe care o simte sufletul sd se perceapa pe
sine insusi se exprima mai deplin si se satisface
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in acordul rimei, care ne face indiferenti fata
de mésurarea ferm reglata a timpului si nu se
straduieste decat sa ne readuca la noi insine cu
ajutorul revenirii la aceleasi sunete” [6, p. 422].

Prin rimd, constatd filosoful, versificatia
este readusa mai aproape de muzical ca atare,
adica de ,,tonalitatea interiorului si este liberata
de acel ceva oarecum material al limbii, anume
de acea masura naturald a lungimilor si scurti-
milor” (ibidem). Apartinand formei romantice
a artei poetice, jocului cu sunetele i se acorda o
atentie sporita, in cadrul romantismului, unde
nu este scos in evidentd sunetul ca atare, ci in-
terioritatea din el. In aceasta constd deosebirea
dintre rima idicd, foarte veche si rima moderna.

Patrunderea popoarelor barbare, stricarea
pronuntiei ce o insoteste, scoaterea pe prim
plan, in cadrul crestinismului, ,,a momentului
subiectiv al sentimentului”, precizeaza esteti-
cianul, duce la trecerea sistemului anterior de
versificatie in limbile vechi in sistemul rimei.
Drept exemplu se dd imnul sfantului Ambroziu
in care prozodia se dirijeaza dupa accentul pro-
nuntiei, favorizand ,tasnirea” rimei.

Noul principiu al versificatiei apare la sfan-
tul Augustin, in prima operd a sa contra dona-
tistilor, la arabi, in limbile germanice (cantecele
vechi din Edda, in poezia greaci si in poezia fran-
ceza si italiana, in care lipsesc metrul si ritmul in
sens antic, nemaifiind vorba decat de un numar
determinat de silabe. Drept compensatie pentru
aceastd pierdere se impune sonoritatea, rima.

Rima apare in diferite tipuri de poezie,
dupa cum constata filosoful, dar obtine priori-
tate valorica in lirica: ,,Printre diferitele fe [ u ri
de poezie, mai cu seama poezialirica este ace-
ea care, din cauza interioritatii si subiectivitatii
modului ei de expresie, se foloseste mai bucurus
de rima, facand in felul acesta, din vorbirea in-
sdsi deja 0 muzica a sentimentului si a simetriei
melodice; nu muzica a masurii de timp si a mis-
carii ritmice, ci a sunetului, din care interiorul
rasuna lui insusi in chip perceptibil urechii”
[6, p. 429]. Un stfel de mod de intrebuintare
a rimei are o dezvoltare structurald simpla sau
variatd in s ¢t r o f e, care se rotunjesc intr-un

intreg incheiat, filosoful ddnd drept exemplu in
acest sens, sonetele, cantonetele, madrigalurile
si trioletele, remarcabile prin jocul cu tonuri si
sunete, ,,in parte plin de sentiment, in parte in-
genios” [6, p. 429].

Rima eminesciand ilustreaza aceste prin-
cipii estetice hegeliene: ea asigurd intensitatea
fluxului sonor, aceasta corespunzéind (cf. obser-
vatiilor acad. Mihai Cimpoi) concentrdrii nu-
cleare a miscarilor sufletesti. Prin intermediul
ei se produce o ontologizare a viziunii.

Garabet Ibrdileanu impértea poezia emi-
nesciana in doud faze, cea dintéi fiind dominata
de asonante, rima fiind excelenta, iar cea de-a
doua de rima rard, de lux. Toate rimele inséd sunt
~eminesciene”; sunt acele care lasd impresii ca
trebuie sa fie, ca sunt ,,de-acolo”. Eminescu este
cel dintai poet romén, care, in opinia criticului
Vietii romdnesti ,,face din rima un scop si un
lux” [5, p. 134].

Considerandu-1 pe Eminescu drept un poet
de atelier (cf. Eugen Simion), adicd un poet pre-
ocupat si de originarul poien (= lucrare, meste-
sug), observam o pregnanta preferinta pentru
rimele vocalice si cuvintele cu multe vocale, in
majoritatea lor bisilabice si trisilabice, precum in
pagina 8 din Mss. 2271: acadd - tocadd — acadd
- decadd - recadd - si mi se cadd - ladd - balada
- ciocolatd - Eladd - Cicladd - gramadd - poma-
da - armadd - smadd - nadd - Grenadd - cano-
nadd - colonadd - coadd - noadd - innoadd -
desnoadd — roadi (fruct) — roadd (verb) — neroa-
da - Troada - soadd - napadd - zdpada - spada
- paradd - radd - tradd - saradd — mascaradd -
ogradd - tiradd - pradd - tradd - stradd - estra-
dd - sada — orsadd - rotomontadd [3, p. 57].

Un alt tip de coloand rimicd il prezinta in-
lantuirile de cuvinte obisnuite amestecate cu
cele formate de poet prin adaptare eufonicd, -
precum in pagina 26 din Mss. 2271 cu rime in
arcdl arcd, oarcd/ oarcd, ercd, incarcd — descar-
cd — par’cd — barcd — marcd - intarcd - tarcd -
cioparcd — cearcd — incearcd — remarcd — cosar-
cd — mdcar’cd — in zadar cd - ba chiar cd; de-a
mijoarca — poarca — doar’cd - doarcd (flear-
cd) — mijloarcd — doar’cd - stoarcd — toarcd -
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intoarcd; balerca — malercd — sper’cd — holercd -
ciupercd 3, p. 77].

Majoritatea coloanelor rimice se axeaza pe o
inlantuire de cuvinte cu puternice efecte eufonice
fie cd se constituie dintr-un singur cuvant, stand
parcd in asteptarea unei eventuale rimari de felul
cascd, giscd, lugubrd, muscd, confiscd, bucld, din
doud rime, de obicei rare (demnd — contemnd;
casnd — gleasnd; caddnd - land sau caddnd - in-
gand; calpd - talpd; lampd — trampd; considerd
- desiderd; treerd — cu-[treerd]; destru — pedestru;
paradoxd — ortodoxd; sd invdrtd — cesvdrtd) din
trei si patru rime, de asemenea rare, cu atragerea
de cuvinte livresti, denumire de orase, personaje
istorice si mitologice (delta — Helta — Celtd; Eg-
mont — pont — tont; Berta — incertd — mertd — cu-
vertd; pare-va — Deva — Neva — greva; Moldova
- slova - incotro-va; acid - placid - tacit; Zend -
Wend - suspend; sburd — imburd — surd — Curd,;
Brunhilde - Clotilde — Matilde: criticile — analiti-
cile - Pyticele; harpe — Carpe! — Polycarpe - sarpe;
colibei — hribii — Libii — amfibii.

Coloanele din corpusuri intregi de cuvin-
te-rime, ajungand uneori la un numdr impuna-
tor de 70-80 de rime feminine sau insotitoare
care contin trei sau mai multe silabe (Hegel
nota cd astfel de rime mai mult decat trei silabe
sunt in numar mare in foarte putine limbi).

Eminescu pune in rima nu doar terminatii-
le, ci cuvinte intregi, atrase in spectacolul ontolo-
gic (cf. Mihai Cimpoi) al vocalismului, al firului
sonor. Inldntuirea rimica se face pe o miracu-
loasd axare contrapuncticd, in care identificim
o obisnuita inrudire fonica pe baze sinonimice,
aliterative, omonimice, dar si pe paradoxale ala-
turari antonimice (a unor cuvinte cu sens opus
sau cu sonoritate contrastanta). Astfel, in vas-
ta coloand rimicd de la pagina 32 a Mss. 2272,
dam de grupuri sonore, formate din combina-
re — desbinare — consignare — indignare; cdina-
re — vainare — cinare — mdcinare — sdruncinare
— fascinare — vaccinare; inchinare — machinare
— tachinare; minare — caminare — examinare;
aninare — spinare — intdmpinare — scdrpinare
— suspinare; inddtinare — patinare — intinare;
lunare — cununare — casunare — sunare — re-
sunare — buzunare; ingreunare — scheunare —

impreunare; tunare — detunare; fanare — afdna-
re — ingdnare — trdgdnare — mdnare — amdnare
- vdnare - legdnare. Majoritatea acestora sunt
cuvinte ce contin rime multisilabice; valorizand
notiuni diferite, concrete sau abstracte, neosis-
me sau neologisme, vocabule rare sau formatii
lexicale apartinand poetului, sunete nazale sau
consoane si vocale din cele mai muzicale ale
limbii, ele se atrag unele pe altele conform uni-
cului principiu al asocierii eufonice.

Asigurarea fluxului sonor se face uneori
prin atat de indragitele de poet inversiuni verba-
le, prin folosirea perfectului simplu, in consem-
ndri razlete, in grupuri concentrate (ajunserd -
impuserd — strapunserd — tunserd — pdtrunserd;
puserd — duserd, fuserd din pag. 47, verso, mss.
2271), intr-o coloand rimica intreagd, ca cea de
la pag. 39, verso, mss. 2272: bdum - pldcum -
tdcum — facum - zdcum - cdzum — scdzum -
sdzum - vezum — umplum - tinum - incipum
- parum - dispdarum - durum - vrum — putum
- avum - trecum — petrecum — intrecum - cre-
zum — pierdum — gemum — incepum — pricepum
— cerum — tesum — bdatum - strabdtum — ndscum
— CUNOSCUM — CTescum — pascum.

De cele mai dese ori este valorizatd muzica-
litatea intrinseca a terminatiilor in are, un, une,
oare, ere, ire, ure, use, inte, ute, aze, ize, ite, atii,
etii, or, es, 0s, ut, us, is, ele, eje, icd, atd, intd, ec.

Eminescu nu putea sa nu valorifice poa-
tentialitatea sonord a gerundiului, revelatoare
fiind coloana cu terminatia ind de la pag. 91
mss. 2271, care insereaza: bdnd, dand, spaldnd,
spumand, chemand, ingdndnd, sundnd, tundnd,
ingropand, sapand, insurdnd, apdrdnd, ursind,
cosind, cosind, crusind, cdtind, stand, pdtand,
ratand, pdzind, scotind.

Fireste, in conditiile de azi a desconsiderarii
artei versificarii asa cum s-a constituit in anti-
chitate, si in epoca modernitatii, a vorbi despre
rima eminesciand, ar fi (conform acad. Mihai
Cimpoi) un anacronism, o cantonare intr-o op-
tica invechita, certatd cu noutatea. Totusi, ea isi
dovedeste un statut de actualitate esteticd prin
modul in care asigura realizarea stdrii de poe-
zie, despre care vorbea Eliot, iar la noi Nichita
Stanescu.
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Intr-o comunicare tinuta la un simpozion
de la Putna, consacrat Zoei Dumitrescu - Busu-
lenga, cercetdtorul italian Bruno Mazzoni vor-
bea despre valoarea pe care o are Dictionarul de
rime al lui Eminescu, datoratd bogatiei lexicale si
»solutiilor lingvistice de mare indrdzneala care
tin de raportul grafem/ fonem si de variante po-
zitionale. Comunicarea purtdnd genericul Note
despre o relecturd a variantelor eminesciene a
fost publicata in volumul Caietelor de la Putna,
In cautarea absolutului: Eminescu (2010).

Dictionarul de rime eminescian contine cir-
ca 100000 de cuvinte rimate, dintre care 20000
sunt folosite ca rime textuale in poezia sa. Con-
sultand Dictionarele istorice de rimd si studii
despre ritm si rimd in poezia romaneasca si, in
particular, in poezia eminesciana, semnate de
Mihai Dinu, G.N. Dragomirescu, Olimpia Ber-
cu, Vladimir Streinu, V. Funeriu, G. Tohdneanu,
putem constata wunicitatea rimei eminesciene,
atdt in sensul valorii ei estetice, cat si al sferei de
intrebuintare. Poetii roméni care i-au urmat, si
care au excelat in domeniul versificatiei, precum
Tudor Arghezi, Ion Barbu, Lucian Blaga, Ion Pi-
llat, Ioan Alexandru, Marin Sorescu, Nichita Sta-
nescu, Stefan Augustin Doinag, Radu Cérneci nu
au recurs decat rareori la rima de tip eminescian.

Ingeniozitatea lexicala, supunerea unui
imaginar mitopo(i)etic propriu doar autorului
Luceafarului, semnificatia ontologicd profunda
cu care se incarca, transforma rima eminescia-
nd, ramane un model inimitabil de rima buna,
asiguratoare de muzicalitate, asa cum apare la
marii poeti.

In volumul al saselea si al cincisprezece-
lea a Operelor Eminescu (editie intemeiata de
Perpessicius) este inserat si un masiv Dictionar
de rime din poeziile populare, intreprindere de
asemenea uriasa a poetului, care completeaza
Dictionarul de rime, editat de Marin Bucur si
Victoria Ana Tausan, de Perpessicius in vol. al
VI-lea, consacrat integral poeziei populare si de
Petru Cretia in vol. al VIII-lea al aceleiasi editii.

Neconstrans de obligatia de a urma anumi-
te forme artistice si prozodice, de a respecta co-
rectitudinea ritmarii si rimarii, autorul anonim
recurge mai degraba la rime pe care teoreticia-

nul francez Henri Morier le defineste ,,amagi-
toare”, rime de felul tu fis — mon fils, care nu
rimeaza decat la auzul nostru in timp ce poezia
trebuie sd fie ,incomparabila” si sd fie impreg-
nata de o ,,pudrd a idealitatii” si sd insemne ,,0
intoarcere la ,,poet” si la ,,poezie” [2, p. 356].

Chiar daca poetul anonim nu tine cont de
anumite norme si coduri ale versificatiei, el este
preocupat, dupa cum stabileste G. Cilinescu, de
partea muzicald, de scandarea in tactul muzicii
si dansului de punerea in acord a partii muzi-
cale cu prozodia, de intarirea versului cu refre-
ne, de amplificarea cu silabe pentru epuizarea
frazei muzicale (,,mai, mai”) si, in acelasi scop,
cu verbigeratii (,Doina fd,/ Leand, doina fa”) de
addugarea unei silabe parazitare (jocu, locu).

Rima, in poezia populara, e substituita ade-
sea prin asonantd sau printr-o aproximare so-
nord a terminatiilor, limitate la ultima silaba,
singura care se incadreaza in fluxul sonor: ficea
rimeaza, bundoard, cu spdimdnta, pornea, intra,
ofta, punea, scotea, tdcea, ajungea, zicea, juca cu
ofta, lacrama, blastama; striga cu Austria; luna
cu ceata, frunza, iarba, sdraca.

Rime ca frumos/ Hristos/ sanitos ne duc
la rimele textuale din ,cartea” pe care o scrie
»unul dintre fiii falnicului domn” dragei sale in
Scrisoarea III: ,,Si sd stii ca-s sandtos,/ Ca, mul-
tamind lui Cristos,/ Te sarut, Doamna, frumos”;
ca sprancene/ pene tot acolo ne trimite, la ,,Coi-
tul nalt cu penele,/ Ochii cu sprancenele”. Rima
rea/ Dundrea ne aminteste de Revedere, unde
codrul vorbeste poetului: ,,Si de-o vreme buna,
rea/ Mie-mi curge Dundrea”. lar atat de spon-
tana punere in rimd toatd/ moartd/ toata/ soarta
ne determind, printr-o tresdrire a memoriei, s-o
asociem cu atét de existentialele rime finale din
Scrisoarea I1I: ,,Si pe toti ce-n astd lume sunt su-
pusi puterii sortii/ Deopotriva-i stapaneste raza
ta si geniul mortii”.

S$i mai pregnant si revelator este transferul
comparatiei cu luna si stelele a frumoasei fete
din Caietul anonim (basarabean) in Luceafdrul,
pentru a figura plastic frumusetea Catalinei:
»91 era una la parinti/ Si mandra-n toate celea,/
Cum e fecioara intre sfinti/ Si luna intre stele”.
Sia rimei lege/ dezlege in acelasi Luceafdrul.
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Imaginarul mitopo(i)etic arhetipal era inra-
décinat adanc (prin asocierea rddacina/ batrana)
in fiinta poetului. De altfel putinta/ dorinta din
Dictionarul rimelor din poeziile populare se rega-
sesc in scurtul poem meditativ De-ar fi mijloace.

Studiul din perspectiva exegeticd a zilei
de azi a Dictionarului de rime si Dictionarului
rimelor din literatura populard releva o viziu-
ne profund ontologicd a lumii, surprinsd in
categoriile ei existentiale (destin/ soarta, viatd/
moarte; dorintd, vointd, putintd, credinta, aces-
tea aparand rimate ca atare).

Ambele Dictionare sunt concepute si struc-
turate de Eminescu pe coloane rimice din cate-
va cuvinte-rime sau din inldntuiri de rime care
potenteazd efectul eufonic. Fluxul sonor este
generat de rimele vocalice si de desfasurarea lor
prin frecvente rime bisilabice si trisilabice, pre-
zente, conform lui Hegel, doar in unele limbi.
Am demonstrat, prin urmare, cd Eminescu ex-
celeazd in aceasta privinta.

Hegel vorbeste in Prelegerile estetice despre
importanta rimei in antichitate, in Evul Mediu
si mai cu seama in cadrul romantismului, unde
e determinat de preocuparea pentru infatisarea
interioritatii subiectului si a nevoii sufletului de
a se percepe pe sine insusi si a se exprima mai
pe deplin in acordul rimei, ce asigura revenirea
acelorasi sunete. Prin rima, versificatia este adu-
sd, conform postuldrilor filosofului german, mai
aproape de muzical, adicd de tonalitatea interio-
rului si este liberata de materialitatea limbii.

Rima romanticd nu scoate in evidentd su-
netul ca atare, ci ceea ce prezinta interiorul in
el, semnificatia lui.

Cercetdtorul italian Bruno Mazzoni a sub-
liniat valoarea deosebita a Dictionarului de rime
la care poetul a lucrat neintrerupt un deceniu
intreg (1873-1883) si care reprezinta solutii
lingvistice de mare indrdzneald in ce priveste
raportul grafem/ fonem/ variante pozitionale.

Prin aceste doud Dictionare, Eminescu s-a
impus, in opinia acad. Eugen Simion, ca un
poet de atelier, preocupat permanent de tehni-
cile poetice, cdci poezia este in chip originar si
mestesug, poien.

Eminescologii si, in special Marin Bucur,
editorul Dictionarului de rime, sunt de parere ca
el nu se limiteazd la a fi o simpla lucrare lexico-
graficd; este o lucrare de vasta eruditie, de cultu-
rd generald, filosofica, filologica si artistica. Este,
apoi o operd din integrala eminesciand, dar care
se impune printr-o valoare de sine statatoare.
Dictionarul reprezinta un tablou plenar al func-
tiilor si relatiilor muzicale din limba roména.

Inzestrat cu o facultate exceptionald de a
face sinteze, poetul a adunat aici tot ce caracte-
rizeazd geniul limbii noastre: cuvinte si expresii
din graiuri si dialecte, neaosisme si neologisme,
adaptari de cuvinte straine din mai multe limbi;
»vorbe de la lume adunate si inapoi la lume date”
(in termenii lui Anton Pann), notiuni, sintagme,
vocabule vechi, cuvinte curente din cronici, din
presa, istoria, geografia nationald si universala.

Concluzii. Cele doud Dictionare contin un
bogat fond lexical, inregistrdnd circa 100000 de
cuvinte-rimd si un complex intreg de proiecte
artistice, de creiondri, schite, scheme, exercitii
stilistice, in germand, in romand, variante ale
poeziilor, formule matematice, fizice, insem-
nari privind alte domenii ale stiintei.

Eminescu procedeaza printr-o asezare con-
trapunctica a coloanelor rimice, inldntuirile de
cuvinte tinand cont de o anumita inrudire fonica
pe baze sinonimice, omonimice si antonimice.

O trasdturd distinctivd a constructiilor
coloanelor sonore o constituie folosirea unui
numar mare de rime multisilabice, valorizand
notiuni diferite concrete si abstracte, vocabule
vechi cu conotatii arhetipale sau creatii lexicale
apartinand poetului.

Fluxul sonor este asigurat de preferatele de
poet inversiuni verbale, de folosirea perfectu-
lui simplu, a gerundiului care aduce o leganare
muzicald, a cuvintelor cu ,,pudra” arhaica.

De mentionat cd multe din cuvintele-rima
(20000 la numar) au devenit rime textuale, po-
etul folosindu-le, astfel, in unele poeme lirice
(Luceafarul, Scrisoarea 111 s.a.).
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ANALYSE DU REGARD FEMININ DANS LE CINEMA BURKINABE:
LE CAS DES FILMS DE FICTION

Dr., conferentiar universitar in semiotica, esteticd si receptarea cine-
matografiei si a audiovizualului, Unitatea de formare si cercetare in Litere, Arte
si Comunicare, Universitatea ,,Joseph KI-ZERBO” din Ouagadougou, Burkina
Faso.

Valentine PALM/SANOU

Analysis of the female gaze in Burkinabe cinema: the case of fiction films

Abstract. The evolution of Burkina Faso’s history and customs has impacted the presence of women in key
development sectors. While not entirely absent, women are a significant minority in most spheres of social deci-
sion-making and expression. The film industry is no exception to this reality. While women abound in front of
the camera, they are rare behind it, especially in leading roles. It would be approximately 20 years after the first
Burkinabe film production before a work directed by a woman was released. Since then, Burkinabé women film-
makers have struggled to establish themselves as fully-fledged subjects. They remain, for the most part, objects
seen and presented by men. This reflection, through theories of creation and modeling, seeks to understand the
perspective of Burkinabé women filmmakers through ten (10) fiction films directed by women. Are there themes
specific to Burkinabe women filmmakers? Do they have a distinct style and approach in the construction of their
films? In short, are there markers of the female gaze in Burkinabé cinema? It appears that drive modeling con-
stitutes the foundation of Burkinabe women’s film creation with the semiotic aim of changing the paradigms of
society which constitute a handicap to the general development of women.

Keywords: Gaze, woman, cinema, model, Burkina Faso.

Analiza privirii feminine in cinematografia burkinabeza: cazul filmelor de fictiune

Rezumat. Evolutia istoriei si a obiceiurilor din Burkina Faso a influentat prezenta femeilor in sectoarele-cheie
ale dezvoltarii. Desi nu sunt complet absente, femeile reprezintd o minoritate semnificativa in majoritatea sferelor
de decizie si de expresie sociala. Industria cinematografici nu face exceptie de la aceastd realitate. Desi femeile
sunt numeroase in fata camerei, ele sunt rare in spatele acesteia, mai ales in roluri de conducere. Au trecut
aproximativ 20 de ani de la prima productie cinematograficd burkinabeza pand la aparitia unei opere regizate
de o femeie. De atunci, cineastele burkinabeze s-au striduit si se impuni ca subiecte de sine stititoare. In cea
mai mare parte, ele riman obiecte vizute si prezentate de barbati. Aceasta reflectie, prin intermediul teoriilor
creatiei si modeldrii, isi propune si inteleaga perspectiva cineastelor burkinabeze prin analiza a zece (10) filme
de fictiune realizate de femei. Existd teme specifice cineastelor burkinabeze? Au ele un stil si o abordare distincte
in constructia filmelor? Pe scurt, exista indicatori ai privirii feminine in cinematografia burkinabezi? Se pare ca
modelarea pulsionalad constituie fundamentul creatiei cinematografice a femeilor burkinabeze, avind ca scop
semiotic schimbarea paradigmelor societatii care reprezintd un obstacol in dezvoltarea generald a femeilor.

Keywords: privire, femeie, cinema, model, Burkina Faso.
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Introduction. Cette réflexion fait par-
tie d'un ensemble d’interrogations qui s’inté-
ressent a la pratique cinématographique de la
femme burkinabe devant et derriére la camé-
ra. Il s’agit des conditions de pratique, du sta-
tut de la femme cinéaste et de la définition de
marqueurs caractéristiques de la spécificité de
I'ceuvre de la femme cinéaste burkinabe.

De tous les temps et dans tous les lieux, les
hommes ont toujours dominé toutes les sphéres
d’activités humaines par leur présence et leur
nombre; de sorte que lorsqu’il s’agit d’évoquer
la question du genre en relation avec le sexe, le
débat porte sur la représentativité de la gent fé-
minine et la spécificité et les enjeux de sa pré-
sence. Ce fait est essentiellement di a I'organi-
sation de la société et a la définition des roles.
Une évolution notoire se remarque dans ce dis-
positif socioculturel au fil des siecles.

Au Burkina Faso, I'’évolution de l'histoire et
celle des moeurs ont un impact sur la présence
de la femme dans les secteurs phares de déve-
loppement. Si elle n’est pas absente, la femme
est assez minoritaire dans la plupart des sphéres
de décision et des expressions sociales telles que
le cinéma.

Il est vrai que la femme n’a jamais vraiment
été étrangere au monde du cinéma. Car elle y a
toujours été utilisée comme objet. Et depuis les
débuts du cinéma, il a existé des femmes techni-
ciennes et ceux en Occident comme en Afrique
- principalement au Maghreb. Si en Occident,
la femme a fait tres tot son entrée dans le monde
du septiéme art comme chef d’orchestre, c’est-
a-dire réalisatrice, il faudra plus de temps en
Afrique pour voir les portes de I'art cinémato-
graphique s’ouvrir a elle a ce niveau supérieur.
En effet, la premiére réalisatrice reconnue par
I'histoire du cinéma est Alice Guy-Blaché. Pion-
niere du cinéma occidental, elle réalise La Fée
aux choux en 1896, des les premiers moments
de l'art cinématographique.

Certes, le cinéma fait son entrée en Afrique
tres tot. Deés 1896, le cinématographe capte
plusieurs «vues» en Afrique du Nord, notam-
ment en Egypte. Cependant, I’Africain devient
chef d’orchestre, pour le compte de 'Afrique

blanche, en 1922 avec Zohra de Albert Sama-
ma Chikly de la Tunisie et Afrique-sur-seine de
Paulin Soumano Vieyra du Cameroun en 1955,
pour le compte de I’Afrique noire. L’entrée de
la femme dans le monde du cinéma en Afrique
blanche se fait plus tard mais bien plus tot que
dans la partie noire. Dés 1927, Aziza Amiren
de I'Egypte signe Layla. Il faudra attendre 1975
pour voir une femme de I’ Afrique noire signer
une création cinématographique. Safi Faye du
Sénégal est la figure pionniere de cette présence
féminine avec la réalisation de Kaddu Beykat
justement en 1975.

Au Burkina Faso, il faudra attendre environ
20 ans apres la premiere production cinémato-
graphique pour voir une ceuvre réalisée par une
femme. Ainsi, du Le sang des parias de Mama-
dou Djim Kola en 1971, il a fallu 1992 pour voir
Un certain matin de Fanta Régina Nacro. Les
femmes burkinabe qui ont au moins une fiction
depuis cette date sont entre autres: Fanta Régi-
na Nacro, Apolline Traoré, Habibou Zoungra-
na, Valérie Kaboré, Kady Traoré, Mamounata
Nikiéma, Marie Laurentine Bayala, Augusta
Palenfo, Carine Bado, Delphine Kaboré, Sali
Traoré, Azata Soro, Delphine Yerbanga...

Depuis cet avénement, la femme cinéaste
burkinabé peine a s’installer confortablement
comme sujet a part entiére. Elle demeure le plus
souvent objet vu et représenté par les hommes
comme l'affirme Nolwenn Le Minez (2006):
«... la représentation de la femme est “objetisée”
par un regard créateur masculin et assujettie a
ce regard» [1]. Cest donc légitime de s’intéres-
ser a 'ceuvre de la femme lorsqu’elle fait son
entrée pleine dans ce monde artistique. Ainsi,
comment se caractérise le regard de la femme
cinéaste burkinabe? Ce regard présente-t-il une
spécificité par rapport au regard dit «<masculin»
ou dominant? Autrement dit, 'investissement
de la femme comme chef d’orchestre présente-
t-il une nouvelle donne dans 'univers cinéma-
tographique burkinabe a travers le modele de
création, les thématiques abordées, le style dans
la construction des films...? Cet examen sera
fait a 'aide des outils de la théorie de la création
et des modélisations. Cet outillage théorique
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sera opérationnalisé sur dix (10) films de fic-
tions réalisés par huit (08) femmes burkinabe.

1. Cadre conceptuel et théorique. Il sera
question de mener une approche conceptuelle
sur les notions de femme, de féminité, de genre
et de regard. A la suite, nous exposerons les ou-
tils théoriques de la création et des modélisations
qui nous permettront de mener la réflexion.

1.1. Approche conceptuelle. La notion de
femme se rapporte au sexe et rappelle la question
du genre. Le mot «genre» vient du latin: «genus»
qui devient «gendre» dans I'ancien francais avec
pour sens «catégorie, type, espece» et plus tard
«sexe». Le genre s’élargit et devient un concept
qui désigne I'ensemble des caractéristiques rela-
tives a la féminité et a la masculinité. Il ne releve
pas de la biologie; c’est-a-dire des concepts de
sexe mais de la construction sociale qui attri-
bue, par 'usage, des roles, des caractéristiques
et des attributs différenciés par le sexe. Ce fait
n’a pas de fondement biologique pertinent et
varie selon les époques et les cultures. Il se ré-
fere aux différences sociales entre 'homme et la
femme avec des conséquences psychologiques,
mentales, économiques, politiques... que les
sciences sociales explorent comme champ de
réflexion pour mieux comprendre une société.

Lanotion de féminité sera donc comme une
construction sociale, a diftérencier du sexe bio-
logique. La construction sociale de la notion de
féminité renvoie a femme comme meére, comme
épouse qui forme le concept de femme au foyer.
La conscience collective oppose ce concept de
femme au foyer a celui de femme libre qui fait
appel a la femme prostituée et/ou non mariée.

Le regard est l'acte de porter sa vue sur
quelque chose. Il s’agit de la perception que I'on
a d’une chose, d’un fait ou d’'une réalité. Il est par
conséquent de l'ordre du virtuel. Des facteurs
joueraient sur la maniére de percevoir les choses
et de les rendre. En effet, ’homme peut maté-
rialiser son regard par plusieurs moyens. Parmi
eux, on peut noter la littérature, la politique, la
mode, 'architecture, la religion, le cinéma...

Le concept de regard est au coeur du fait ci-
nématographique. Il est porté par une caméra

qui devient I'ceil du cinéaste et qui lui permet de
voir et de dire son monde a I'adresse d’autres re-
gards. La complexité du cinéma est que chaque
dimension de son langage porte le regard dans
un point de vue. Le regard s'imprime en chaque
personnage et en chaque objet du décor. Il se
percoit a travers le jeu des acteurs, les formes,
les dimensions, les positions, les couleurs, la
lumiere, les paroles... Ainsi, le regard porte la
matérialité du langage et des techniques ciné-
matographiques.

Du point de vue de la psychologie, la somme
du passé d’un étre conditionnerait son regard. Il
s’agit des qualités physiques, matérielles, spiri-
tuelles, intellectuelles, techniques, humaines...
de chaque étre. Ces qualités émaneraient de
I'éducation, de la culture, des connaissances,
des expériences heureuses et malheureuses, en
un mot du parcours. Ces éléments sont inter-
dépendants, les uns conditionnant les autres. Le
regard serait donc spécifique et convergerait en
fonction de I'histoire et des centres d’intérét des
individus. Il n’est donc pas absurde de prétendre
une spécificité du regard d’un groupe donné tel
que les femmes dans un contexte socio-cultu-
rel, historique, économique et politique propre
comme celui du Burkina Faso.

1.2. Théories et méthode. Réfléchir les spé-
cificités et précisément les spécificités du genre
ne serait pas une réflexion pionniére: les pen-
seurs ont largement cherché a appréhender le
regard au féminin en comparaison au regard
masculin dit dominant (Laura Mulvey, citée par
Emilie Lemoine: 2016) [2], (Burch Noél et Sellier
Geneviéve: 2009) [3] dans le but d’en percevoir
les spécificités en Occident, dans le Maghreb
et dans quelques parties de I’Afrique Subsaha-
rienne. Au Burkina Faso, des articles journalis-
tiques et des interviews éparses existent sur la
question du regard de la femme cinéaste. Ce-
pendant, cette problématique n’a pas encore
fait, a notre connaissance, 'objet de réflexion
structurée. La présente réflexion a pour ambi-
tion d’apporter une contribution a ce champ
plus ou moins vierge sous nos cieux.

Les réflexions sur le regard au féminin dans
le cinéma ont généralement abordé la question
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de I'image de la femme dans le cinéma, celle de-
vant la caméra, C’est-a-dire la représentation de
la femme dans les ceuvres filmiques (Justin Ouo-
ro: 2015) [4]. Il a alors été question de dénoncer
une image perverse de la femme et promouvoir
une image digne et integre de celle-ci. Des voix
vont s’élever derriére la caméra pour redorer
I'image de la femme devant la caméra. Les socié-
tés phallocrates ont été les plus prolixes dans ce
sens; notamment la société maghrébine. Jimia
Boutouba (2012) en donne un apergu poignant
dans son article intitulé «Femmes d’images et
images de femmes. Parcours féminins et culture
visuelle au Maghreb» [5].

Pour notre part, il s’agit de déceler les mé-
canismes de création des femmes dans le ciné-
ma. Nous partirons de I'essence du cinéma pour
comprendre les étapes de I'émergence dune
ceuvre filmique. Cela ira de l'idée du film au
scénario en passant par la recherche de finan-
cement et le tournage du film sans oublier les
étapes de la post-production et la diffusion du
film. En effet, une idée de film nait a partir d'une
expérience réelle ou virtuelle et de la perception
que I'on a de cette expérience. La perception est
fonction de I’étre selon la somme de son his-
toire. Le scénario sera développé en fonction de
cette sensibilité personnelle qui définira, en par-
tie, la nature du film réalisé. Le budget a généra-
lement un impact sur I'ceuvre finale. Le cinéma
fait partie des expressions artistiques les plus
onéreuses. La capacité de mobilisation de fonds
d’un cinéaste est essentielle pour I'épanouisse-
ment de son art d’une part, et peut étre un fac-
teur déterminant pour la qualité de son ceuvre,
d’autre part. Le leadership rassurant est essen-
tiel pour mériter la confiance d’un investisseur.
A cela il faut ajouter la crédibilité et I'expertise.
Lors du tournage du film, de la post-production
et de la diffusion, les qualités managériales et de
leadership sont encore nécessaires pour la réus-
site de la mission. En somme, le cinéma exige
des qualités humaines d’'une forte personnalité.
Ces qualités qu’exige le monde du cinéma sont
aux antipodes de I'éducation et du formatage de
la femme dans la plupart des sociétés africaines.
Les figures féminines leaders ne courent pas les

rues dans I’histoire du continent. C’est peut-étre
le lieu de rappeler que cet état des faits est propre
a toutes les sociétés humaines avec cependant
des évolutions disparates dans le temps et dans
I'espace. La quantité et la qualité des femmes
dans le monde du cinéma en Afrique se justi-
fieraient en partie par ces réalités existentielles.
Le Burkina Faso fait partie des pays ou I'édu-
cation et les valeurs traditionnelles constituent
un poids pour I'épanouissement de la femme
dans un monde moderne et ouvert. Ces réalités
marqueraient 'ceuvre au féminin et devraient
conduire a la constitution de marqueurs de la
création féminine a la lumiere du contexte de
naissance et d’émergence de la femme comme
actrice du cinéma au Burkina Faso.

La théorie des modélisations permettra de
sarréter sur des catégories précises a I'aide du
corpus a I'étude constitué de dix (10) films de
fictions signés par huit (08) femmes burkinabe.
Wladimir Krysinski précise: «est modélisation
dans un texte ce qui renvoie, par des signes spéci-
fiques et distincts, a la formation d’un modéle du
réel transcrit textuellement comme multiplicité de
perspectives» [6, p. 4]. Il dénombre six modélisa-
tions. Il s’agit des modélisations référentielle, es-
thétique, idéologique, axiologique, intertextuelle
et pulsionnelle qui permettent de construire ce
qu’il appelle 'arbre modélisant. «L’arbre modé-
lisant est une représentation spécifique des diffé-
rentes modélisations engagées dans la constitu-
tion du texte» selon Wladimir Krysinski [6, p. 5].

La modélisation référentielle est le pro-
cessus qui permet d’indexer un modele du réel
dans une ceuvre d’art. Autrement dit, c’est la
référence au réel dans une ceuvre de création.
Elle permet de définir la société de référence de
Iceuvre. La modélisation esthétique porte l'es-
sence de 'ceuvre d’art et se rapporte a sa forme.
Elle est ce qui fonde 'ccuvre d’art: le beau. La
modélisation idéologique porte la dimension
philosophique de I'ceuvre. Elle rend compte
de I'idée ou de la problématique abordée par
Pceuvre. C’est en substance le sujet de I'ceuvre.
La modélisation axiologique est I'actualisation
de I'idée de 'ceuvre. Il s’agit d'un positionne-
ment de I'idée sur 'axe du bien ou du mal. La
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modélisation intertextuelle rend compte de la
relation qu'un texte entretient avec un autre
texte. C’est la présence d’indices d’un texte pré-
alable ou a venir dans un texte présent. Enfin,
la modélisation pulsionnelle se réféere au pro-
cessus de sublimation de I'inconscient du créa-
teur dans 'ceuvre d’art. Du point de vue de la
psychanalyse, elle constitue le fondement de la
création car I'ceuvre d’art est le résultat du four-
millement de I'inconscient de l'artiste. Autre-
ment, il s’agit des pulsions qui générent I'ceuvre
d’art et qui porte sa substance essentielle.

Chaque ceuvre a son modéle. Les films de
fictions majeures des femmes cinéastes bur-
kinabe seront appréhendés a la lumiere de cet
outillage théorique dans le but de comprendre
le regard féminin et le modele dans lequel il
s’inscrit. Cette analyse nous permettra de vali-
der éventuellement de I'existence d’un regard
propre a la femme burkinabe en relevant les
marqueurs de cette spécificité a travers le ques-
tionnement du regard de quelques figures fémi-
nines de la cinématographie burkinabe.

2. Le regard féminin en question. Il s’agit
d’examiner les marqueurs généraux et le mo-
déle du cinéma fait par les femmes au Burkina
Faso a travers les ceuvres de quelques figures fé-
minines de cette cinématographie.

2.1. Marqueurs généraux du cinéma de
femmes au Burkina Faso. La question du re-
gard renvoie a la problématique du dévoile-
ment. On dévoile ce qui est caché. Au cinéma,
il s’agira de vérités générales vues sous un angle
différent, de sujets tabous, de sujets oubliés ou
négligés, de vérités déformées... Le cinéaste se
cache alors derriere une caméra pour divulguer
ce qui est dans 'ombre. Il expose ainsi son re-
gard au regard de son spectateur. Ils entrent na-
turellement en communication. Cest le lieu d’un
débat d’idées ou les avis les plus contradictoires
se croisent pour un éveil de conscience. L’ceuvre
cinématographique permet ainsi d’entrer dans
un processus d’individuation qui ameéne le spec-
tateur a se mettre en face des acteurs qui jouent
dans le film. Ainsi, le cinéma entre pleinement
dans sa mission intrinseque dont la dimension

idéologique n’est plus a démontrer. Ce position-
nement idéologique porte une part essentielle de
la spécificité d’'une ceuvre. En effet, la différence
est ce qui fonde I'ceuvre d’art. La spécificité du
regard féminin rentrerait dans cette logique ar-
tistique. Ainsi, ce qui pourrait différentier la
création d’'un homme de celle d'une femme est
a valeur égale a ce qui différentierait la création
de deux femmes ou de deux hommes. Au-dela
de tout concept d’intersectionnalité, il s’agit de
réfléchir sur une base de comparabilité des créa-
tions féminines en fonction des réalités existen-
tielles et du contexte de formatage du féminin. II
faut retenir de prime abord que les théories freu-
diennes nous enseignent sur la caractérisation
des sexes dans I'évolution des enfants a travers
notamment le complexe d’(Edipe et le complexe
d’Electre. Aussi, des disciplines telles que la so-
ciologie, I'anthropologie, la psychologie... ren-
seignent-elles sur les caractéristiques humaines
liées a la culture, a 'éducation, aux pratiques, a
Ienvironnement, a lhistoire... La société hu-
maine formaterait a étre non seulement homme
ou femme - méme si des exceptions existent —,
mais a étre un modele spécifique d’homme et
de femme d’ou la dimension culturelle du sexe.
La société africaine a une perception et un trai-
tement particuliers et marqué de la femme. Elle
entre ainsi pleinement dans I’assertion beauvoi-
rienne: «On ne nait pas femme, on le devient».
En effet, le nouveau-né subira un traitement
spécifique en fonction de son sexe. Ces proces-
sus de spécification en fonction du sexe se pour-
suivra jusqu'a la maturité. Toutes les grandes
étapes de la vie seront marquées par ces spéci-
ficités liée au sexe. Ainsi, dans les sociétés afri-
caines, on ne donne pas le bain au nouveau-né
de la méme maniere en fonction de son sexe. Il
en est de méme des tisanes et des différentes ini-
tiations pour le préparer a entrer dans le monde
et a affronter les différentes étapes de sa marche
humaine jusquaux rituelles apres la mort. Les
sociétés africaines séparent toujours les hommes
des femmes comme elles le font généralement
avec les jeunes et les vieux. Ainsi, ces sociétés
formatent a étre homme ou femme dans toutes
les situations de vie.
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Du point de vue psychologique, a la faveur
de T'éducation et de la perception sociale, la
femme est pergue comme la figure d’engendre-
ment, nourriciére, d’orientation et d’ouverture
del’enfant au monde. Par sa potentialité de por-
ter la vie, d’apporter des soins au nouveau-né, a
I'enfant et méme aux adultes (époux, personnes
agées, malades...), la femme constitue un pilier
essentiel dans les sociétés africaines depuis tou-
jours. Par ces fonctions sociales, elle semble au
ceeur des émotions humaines. Par conséquent,
elle se présente plus touchée par les réalités so-
ciales émouvantes. Elle est formatée a ressen-
tir étre sensible aux émotions des autres. Ain-
si, elle se présente comme un étre vulnérable.
Du point de vue sociocritique, I'artiste tire son
inspiration de son vécu, de ses expériences, de
sa société. Toute production humaine devrait
porter les marques visibles et/ou invisibles de
la personnalité du producteur. Les effets du
formatage social contaminent consciemment
ou inconsciemment I'ceuvre humaine. Il va de
soi donc que les sujets abordés par les cinéastes
s'inscrivent dans leur vécu quotidien et leurs
expériences les plus intimes. Ainsi, les ceuvres
cinématographiques de la femme seront mar-
quées du sceau de son formatage et de la somme
des expériences vécues par elle.

Au regard du role et de la place de la femme
dans les sociétés africaines, elle serait alors plus
inspirée par des sujets émouvants touchant a sa
propre condition d’existence et a la souftrance
des autres. C’est pourquoi ses ceuvres touche-
ront davantage aux sujets dits féminins et aux
questions existentielles. Il s’agit entre autres des
violences de toutes formes, de la souffrance hu-
maine due aux manques tant matériels qu’im-
matériels indépendamment du sexe. Au sujet
de la condition d’existence de la femme de fa-
con spécifique, il noter que les mutations so-
ciales exacerbent ces défis liés a I'existence de
la femme dans la société. Les milieux urbains
et surtout modernes sont les lieux porteurs
des tensions des mutation sociales. Melissa
Thackway (http://africultures.com), dans le
résumé d’un article sur le site web de Africul-
ture confirme ce constat en ces termes: «Nom-

breux sont les Films, par exemple, qui dénoncent
ou qui analysent les structures et les pratiques
qui oppriment les Femmes, tels que la polygamie,
le mariage forcé, la prostitution, l'excision, ou les
rapports de domination et de subordination qui
peuvent exister entre hommes et femmes.» 7]

A Texamen des films en étude, 'on peut
confirmer sans ambages que la condition fé-
minine domine les différents récits. Ces films
privilégient pour la plupart un espace urbain
et moderne avec des récits lyriques. Ils ont des
histoires le plus souvent linéaires avec des fins
généralement heureuses. Les premiéres tenta-
tives sont des courts métrages. Les titres sont
révélateurs du contenu et abordent sans détour
les problemes posés. Les réalisatrices ne font
pas dans la métaphore chere a l'art cinémato-
graphique. Cela dénote de leur perception du
cinéma: un véritable moyen d’expression, de
dénonciation, de critique sociale... En somme,
le cinéma se présente a elles comme une arme
pour leur combat existentiel. Il s’agit de la ré-
ponse a la problématique de qu’est-ce que le
cinéma, posée par la doyenne des cinéastes fé-
minins burkinabe dans Un certain matin.

11 faut noter également qu’il s’agit en géné-
ral de films de budget moyen, aI'exception de La
nuit de la vérité. Le modele de femme forgé par
la société burkinabe ne favorise pas la recherche
de financement ni la prise en main conséquente
du management de projet d’envergure. En ef-
fet, les femmes sont éduquées a la soumission, a
la discrétion qui prend une forme de neutralité
qui ne rassure pas dans les situations de colla-
boration. Elles ne sont pas éduquées a exercer
une autorité. Elles ont pour la plupart une atti-
tude attentiste, sollicitant I'assistance des autres.
Cette vulnérabilité doublée de celle émotive ne
favorise pas I’épanouissement de la femme ci-
néaste burkinabeé. Les femmes cinéastes burki-
nabe font ainsi face a des difficultés de levée de
fonds pour la réalisation de grands films.

De ces marqueurs généraux, surgissent des
modeéles qui caractérisent les productions ciné-
matographiques des femmes au Burkina Faso.

2.2. Analyse modélisante du regard fémi-
nin au Burkina Faso. Le cinéma au féminin au
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Burkina Faso inscrit au sein de ses intrigues les
problématiques sociales. Trois modéles caracté-
risent ce cinéma. Il s’agit du regard en harmo-
nie avec les normes sociales, du regard défiant
subtilement ces normes et du regard en conflit
ouvert avec ces normes.

Leregard en harmonie avecles normes dela
société burkinabe est porté par Un certain ma-
tin (1992) et La nuit de la vérité (2004) de Fanta
Régina Nacro, Fille de sa mére, (2015) co-réalisé
par Carine Bado et Serge Armel Sawadogo et
Nos voisins (2019) de Delphine Kaboré.

Un certain matin, premier film de fiction
de femme burkinabe, est un court métrage an-
cré dans la tradition des tréfonds du Burkina
Faso. Qu’est-ce que le cinéma? Ce questionne-
ment est le fondement de cette ceuvre filmique.
Il s’agit du point de vue d’'une femme qui dé-
couvre un nouveau moyen d’expression. Le
film rend compte de son émerveillement devant
I'outil extraordinaire qu’est le cinéma. Un outil
qui tend a se confondre avec la réalité. Le film
pose les bases du regard féminin et correspond
aux questionnements légitimes des femmes face
au mode d’expression dans une société ot elles
ont longtemps été muselées en public.

La nuit de la vérité matérialise la perception
du cinéma selon Fanta Régina Nacro. Premier
long métrage de femme dans le cinéma burki-
nabe, La nuit de la vérité rend compte du cri de
cceur d’'une femme, mére et épouse, face aux
atrocités et aux conséquences profondes et indé-
1ébiles de la guerre. Justin Ouoro [8, p. 129-131]
en donne une analyse détaillée dans une études
comparée de films majeurs africains. Pour Fanta
Régina Nacro et a I'instar de la plupart de ses
ainés d’horizons divers, le cinéma est une école,
un moyen de fagonnement de la société.

Fille de sa mére relate 'histoire d’'une fa-
mille ot la mére rapporte I'infidélité du pere a
la fille qui se révolte. L’harmonie familiale vole
en éclat. La mere essaie de recoller les morceaux
avec l'aide de la tante, un symbole dans la so-
ciété de référence du film. L’histoire se termine
avec la réconciliation de la famille. Le cinéma
modélise notre société avec pour ultime mis-
sion de nous doter d’expériences fictives et nous

proposer des pistes de résolution des défis exis-
tentiels afin de nous permettre de mieux vivre.
La femme assigne au cinéma une de ses caracté-
ristiques fondamentales de femme: protéger en
anticipant par la force de 'amour.

Nos voisins est une métaphore de I'inconnu
dans la vie. Nous ne nous connaissons pas assez.
Nos voisins sont ceux qui sement la désolation
dans nos vies a travers le terrorisme. Ce court
métrage est une dénonciation de T'hypocrisie
et de la sournoiserie de I'étre humain. II révele
aussi la dimension protectrice de la femme, telle
une mere, a travers cette sonnette d’alarme.

Les caractéristiques d’un tel regard son gé-
néralement le happy end, un scénario moins
dramatique avec un rythme lent qui témoigne
de la douceur du récit. Les figures féminines y
sont conciliantes et jouent des roles importants.
Ce modele domine le cinéma au féminin au
Burkina Faso.

Le regard défiant subtilement la société
burkinabe est porté par Moi Zaphira (2013) et
Desrances (2017) de Apolline Traoré, Conflit
conjugal (2017) de Kady Traoré et Les Bénéfi-
ciaires (2017) de Maimouna Nikiéma.

Moi Zaphira et Desrances s’inscrivent dans
le méme registre. Il s’agit pour les deux films
d’un hymne a la bravoure et a la combativité de
la femme. Moi Zaphira présente le sacrifice ul-
time de la femme pour sa progéniture au-dela
des stéréotypes. Ce film est aussi I'illustration
parfaite des coups et de I'ingratitude de la vie.
Desrances est une poétique de la force fémi-
nine a travers la petite Ayila qui porte son pére
au bord de la dépression face aux affres de la
guerre. Pour Apolline Traoré, le cinéma est un
véritable moyen pour reconfigurer notre société
et reconsidérer la place et le role de la femme
dans I'organisation sociale.

Conflit conjugal raconte la vie d’'un jeune
couple ot un médecin refuse a son épouse une
vie professionnelle. L’entétement de la femme
finit par payer. Elle réussit, avec I'aide d'une
avocate, a faire plier son époux. Le film se ter-
mine sur une note positive ou le monsieur
prend la résolution de soutenir son épouse dans
ses ambitions professionnelles. Il s’agit de la
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métaphore de la victoire de la femme sur des
formes de vie sociale désobligeantes pour son
épanouissement. La sublimation par le cinéma
devient de 'oxygene pour la femme aux prises
avec les pratiques sociales.

Les Bénéficiaires relate la construction d’'un
forage pour permettre a la population d’avoir
accés a I'eau potable. Cependant, apres les re-
cherches, c’est dans le bois sacré que 'on dé-
couvre une nappe pour le forage. Le chef s’'oppose
a la construction du forage car les femmes sont
interdites d’acces au bois sacré. Le film présente
les conséquences de 'enfermement et 'exclusion
de la femme par la société. Le film suggere ain-
si la reconsidération du statut de la femme pour
I'épanouissement de la société entiere.

Une telle perspective modélisante de la so-
ciété est basée sur la dichotomie homme/femme.
Elle engendre la construction d'une image po-
sitive et valorisante de la figure féminine et la
dévalorisation de la figure masculine. Cest gé-
néralement le rejet de la supériorité de '"homme
dans la société qui constitue le moteur de cette
création. La préférence de 'enfant de sexe mas-
culin, I'acceptation de la fragilité de la femme, la
solidité de '’homme, la perception de 'homme
comme I'héritier de la famille... constituent des
catégories qui nourrissent le recours a ce mo-
deéle. En somme, il s’agit de se dresser contre
la place réservée a la femme dans la société. Il
existe dans ces récits filmiques généralement
une dualité et une parfaite équivalence entre les
figures féminines et les figures masculines mises
en compétition ou la femme sort toujours supé-
rieure a ’homme en face d’elle. Par le cinéma, la
cinéaste dénonce une injustice et cherche a re-
cadrer le modele social existant avec tact. Pour
cela, elle procéde a la présentation de deux ta-
bleaux dichotomiques. Elle fait saisir les limites
et les conséquences du modele social existant et
propose les mérites d’'un nouveau modele.

Le regard en conflit ouvert avec les normes
de la société burkinabeé est percu dans Carton
rouge de Augusta Palenfo (2017) et La Lutte
continue (2016) de Marie Laurentine Bayala.

Carton rouge porte sur la vie de couple
d’une célébre actrice de cinéma. Les commé-

rages et les jalousies lui donneront du fils a
retordre dans son couple. Elle réussit a démas-
quer les complots et a rassurer son homme sur
la différence a établir sur sa vie fictive a travers
des personnages incarnés et de sa vraie vie. Il
s’agit d’'un film osé, défiant certaines normes so-
ciales a travers des tableaux comme : un jeune
homme en relation avec une femme agée, une
jeune dame en union avec un vieux, des sceénes
d’amour trés expressives — le film est méme in-
terdit au moins de 12 ans. Il faut étre a la limite
révoltée pour oser un tel pari artistique dans un
contexte burkinabe ot les valeurs sociales ryth-
ment encore le quotidien des populations. 11
s’agit clairement dans ce film d’un affrontement
avec les normes de la société ou la femme s’af-
firme avec force et impose sa vision du monde
au mépris des dispositions sociales.

La Lutte continue peut-étre également per-
¢u comme la métaphore de la revanche de la
femme sur I'ordre sociale préétablie : la femme
faible prend le dessus sur les hommes et force
I'admiration et le respect lors d’'une séance de
lutte. L’indignation et la surprise des hommes
sont perceptibles. Ironie du sort, le film oppose
a ce tableau une femme courageuse et battante
cependant malmenée par son conjoint malgré
sa soumission. La société et ses normes sont
questionnées ouvertement. La société entiere
est interpellée dans ce film qui s’indigne face
a l'absurdité de certaines catégories qui struc-
turent la vie sociale.

Un tel positionnement axiologique fait ap-
pel a la construction de personnages féminins
déterminées, fatalistes et quelques fois pleurni-
chardes toujours au cceur du récit filmique. Le
récit s’élabore autour des personnages extré-
mistes, soit parfaitement positifs soit totalement
négatifs. Le récit recouvre ainsi un fort caractere
surréaliste. Les personnages positifs présentent
généralement des caractéristiques masculines.
Les personnages négatifs sont généralement
faibles, intellectuellement peu actif et sujet a la
victimisation. Ces récits déconstruisent d’une
part 'image dominante de la femme africaine
véhiculée, C’est-a-dire passive, victime, silen-
cieuse, et d’autre part, valorisent une perception
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aux antipodes de ces stéréotypes qui présentent
la femme combative, entreprenante et méme
rebelle.

A lalumiére des caractéristiques des ceuvres
étudiées, 'on peut affirmer que la modélisation
pulsionnelle constitue la racine de la création
féminine au Burkina Faso. Elles reposent sur
les modélisation référentielle et axiologique.
Les modélisations idéologique et intertextuelle
viennent en renfort a celles-ci. La modélisa-
tion esthétique représente le maillon faible de la
création cinématographique féminine burkina-
beé. En effet, la visée sémiotique qui gouverne les
créations filmiques féminines au Burkina Faso
trouve son fondement dans la volonté d’user du
cinéma pour protéger et porter la société vers un
idéal d’épanouissement d’une part, et de se dres-
ser contre les injustices sociales d’autre part. Les
films trouvent leur fondement dans les frustra-
tions, les craintes, les angoisses existentielles des
créatrices. Ces pulsions sont nourries par les ré-
alités et les contextes de génération des ceuvres

filmiques et les valeurs partagées par le film a
travers les personnages et leur parcours. La vi-
sion du monde se trouve inscrite dans les valeurs
partagées par les films et les dialogues installés
avec d’autres textes. Toutes thématiques abor-
dées puisent leurs sources des réalités sociales
touchant a I'épanouissement de I'étre humain
de fagon générale et de la femme de fagon par-
ticuliere. La dimension esthétique des ceuvres
constitue des préoccupations mineures pour les
femmes cinéastes burkinabe. Les films ne pré-
sentent pas de forme qui sort de 'ordinaire du
cinéma. L’on comprend des lors la place des
créations féminines burkinabé dans le concert
des ceuvres filmiques. Ces ceuvres n’inspirent
aucune remarque spécifique sur la forme ciné-
matographique qu’offre la femme cinéaste bur-
kinabe. Le langage cinématographique est utilisé
dans sa plus simple expression.

Les ceuvres se matérialisent a travers 'arbre
modélisant suivant:

Modélisation esthétique

Modélisation
idéologique

Modélisation

Modélisation
intertextuelle

Modélisation

référentielle

Conclusion. La fiction enregistre peu de
femmes dans le cinéma burkinabe. Cependant,
les femmes foisonnent dans le documentaire.
Ce genre cinématographique est le plus proche

Modélisation
Pulsionnelle

de la réalité. Il semble que le cinéma porte en
partie 'espoir légitime promis par la Révolu-
tion burkinabeé d’aott 1983 aux femmes burki-
nabe. La volonté de toucher du doigt les réalités
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sociales dans le but de les changer a travers le
cinéma justifie certainement 'engouement de la
femme pour le genre documentaire. Le cinéma
sera utilisé par la femme pour porter des com-
bats légitimes féminins. Les films de femmes
sont ainsi généralement marqués par des his-
toires émouvantes au rythme lent et empreint
de tableaux dichotomiques. Le cinéma sera sai-
si avec une sorte de vengeance comme moyen
d’exprimer enfin leur point de vue et surtout
leur désarroi dans un monde ou elles ont été
privées de parole en public pendant longtemps.
Paradoxalement, 'optimisme a travers des hap-
py ends caractérise leurs films.

Afin de permettre aux cinéastes d’étre a la
hauteur des réves et des missions que charrie
art cinématographique africain, il leur faut une
formation et des ressources nécessaires a leur
pratique. En plus de ces conditions générales,
la femme cinéastes burkinabe a besoin de s’af-
franchir du poids de certaines traditions et pra-
tiques. Son role et sa place dans la société néces-
sitent une redéfinition afin que d’une part, elle
dégage plus de confiance en elle et rassure sur
sa capacité a gérer de gros budgets, a occuper de
hautes responsabilités et a réussir un manage-
ment professionnel. D’autre part, a ne pas étre
toujours en face de choix cornéliens entre la vie
professionnelle et la vie sociale et familiale.
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VIDEOCLIPUL CA SPATIU AL AUTORULUL: CONSTRUCTIA UNUI UNIVERS
CINEMATOGRAFIC IN COLABORAREA FARMER-BOUTONNAT
\RELY,

Doctorandda AMTAP, film, membra a Uniunii Cineastilor din Republica
Moldova, membra a Uniunii Cineastilor din Romania, regizor artistic la TVR
lasi. Autoare a serialului Expeditiile Memoriei (11 episoade), a proiectului
Identitate Basarabia (130 de episoade), a ciclului de eseuri cinematografice
Racord, a documentarelor Variatiuni pe un nume, Nicolae Simatoc, Alexandra,
EuGENIUL CIOCLEA, a filmului de fictiune Mario, Maria, Marinel — MMM.
Coorganizator al FIFD Cronograf, coordonator Focus Moldova — SFR, director
executiv al Festivalului International de Film Quo Vadis. Detinatoare a Premiu-
lui Ministerului Culturii ,,Emil Loteanu”.

Domenii de preocupare: film, muzicd, literatura si alte domenii conexe.

Violeta GORGOS

Videoclipul ca spatiu al autorului: constructia unui univers cinematografic in colaborarea Farmer-Boutonnat

Rezumat. Articolul porneste de la ideea ci videoclipul muzical este, in mod obisnuit, tratat ca un produs
derivat al industriei muzicale, cu rol promotional, dar arata cé exista creatii care depasesc acest statut si function-
eaza ca forme audiovizuale autonome. Un astfel de caz este universul artistic asociat lui Myléne Farmer, in special
colaborarea cu Laurent Boutonnat, unde videoclipurile se apropie de limbajul filmic prin durate extinse, na-
ratiuni coerente, simbolism dens si un control atent al imaginii. Studiul propune o analiza exclusiv cinematogra-
fica a acestor videoclipuri, considerandu-le ,filme de durata unui clip”, construite cu prolog si epilog, atmosfera
sonord, dialoguri, muzica de fundal si un montaj care nu urmeaza strict tempoul piesei. Este subliniata ruptura
fatd de conventiile uzuale ale genului (montaj hiperfragmentat, sincronizare obsesivé, spectacolul imediat), in
favoarea planurilor lungi, compozitiei controlate si a unei estetici clar-obscur. Prin exemple precum Libertine,
Pourvu qu’elles soient douces, Sans logique si Tristana, articolul evidentiazd continuitatea tematica si vizuald, fi-
delitatea echipei creative si ambitia cinematografica a productiilor: decoruri ample, costume de epoca, atmosfera
intensa i structuri narative care pot integra trimiteri culturale si picturale (de pilda, ecouri goyesce). In final, se
aratd ca, desi Farmer colaboreazi si cu alti regizori, nucleul estetic al perioadei Farmer-Boutonnat riméne un
reper al videoclipului ca forma artisticd majora, demna de analizi in zona studiilor de film.

Cuvinte-cheie: videoclip musical, cinematografie, formd audiovizuald autonoma, Myléne Farmer, Laurent
Boutonnat, naratiune vizuala, symbolism, montaj cinematografic, estetica videoclipului.

The transformation of fashion’s function in the socio-cultural space

Abstract. The article starts from the premise that the music video is usually regarded as a derivative prod-
uct of the music industry, primarily serving a promotional function, but argues that certain creations transcend
this status and operate as autonomous audiovisual forms. One such case is the artistic universe associated with
Myléne Farmer, particularly her collaboration with Laurent Boutonnat, in which music videos approach cin-
ematic language through extended duration, coherent narration, dense symbolism, and a carefully controlled
visual composition. The study proposes an exclusively cinematic analysis of these videos, considering them as
“films of the length of a music video”, constructed with prologues and epilogues, sound atmosphere, dialogue,
background music, and a form of editing that does not strictly follow the tempo of the song. The paper highlights
a clear break with the conventional norms of the genre — hyper-fragmented editing, obsessive synchronization,
and immediate spectacle — in favor of long takes, controlled composition, and a chiaroscuro aesthetic. Through
examples such as Libertine, Pourvu qu’elles soient douces, Sans logique, and Tristana, the article emphasizes the-
matic and visual continuity, the loyalty of the creative team, and the cinematic ambition of these productions: ex-
pansive sets, period costumes, intense atmosphere, and narrative structures capable of incorporating cultural and
pictorial references (such as Goyaesque echoes). Finally, it demonstrates that although Farmer has collaborated
with other directors, the aesthetic core of the Farmer-Boutonnat period remains a landmark in the evolution of
the music video as a major artistic form worthy of analysis within film studies.

Keywords: music video, cinematography, autonomous audiovisual form, Myléne Farmer, Laurent Bouton-
nat, visual narrative, symbolism, cinematic editing, music video aesthetics.
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In discursul teoretic consacrat audiovizu-
alului contemporan, videoclipul muzical este
frecvent abordat ca un produs derivat, subordo-
nat industriei muzicale si mecanismelor de pro-
movare comerciala. Functia sa principala este,
in mod traditional, aceea de a sustine vizibili-
tatea artistului si de a amplifica impactul piesei
muzicale printr-o asociere vizuala memorabila.
Cu toate acestea, in interiorul acestui cadru ge-
neralizat existd practici care depasesc semnifi-
cativ limitele genului, contestand atat statutul
marginal al videoclipului, cat si conventiile sale
estetice si narative.

Creatia audiovizuala asociatd numelui lui
Mylene Farmer reprezintd un astfel de caz sin-
gular, care reclama o abordare distincta, situata
mai degraba in aria studiilor de film decat in cea
a analizei produselor pop mainstream. Vide-
oclipurile sale se desprind radical de avalansa
productiilor comerciale standardizate, propu-
nand constructii cinematografice elaborate,
cu durate extinse, structuri narative complexe
si o densitate simbolicd rar intalnita in acest
domeniu. In timp, aceastd orientare esteticd a
contribuit la configurarea unui fenomen cultu-
ral specific, desemnat adesea prin termenul de
»mylenism”, care indicd nu doar fidelitatea unui
public, ci si adeziunea la un univers artistic coe-
rent, recognoscibil si profund personalizat.

Studiul de fata isi propune sa analizeze vi-
deoclipurile lui Myléne Farmer exclusiv din
perspectiva lor cinematografica, considerin-
du-le forme audiovizuale autonome, capabile
sd integreze muzica, textul, interpretarea acto-
riceasca si constructia vizuald intr-un discurs
filmic unitar. Vom trece discret peste viata ei,
plind de controverse, pe care o fereste cu stric-
tete de ochii publicului larg; vom lasa deoparte
partiturile muzicale semnate de Laurent Bou-
tonnat si textele scrise chiar de ea; si ne vom
opri asupra videoclipurilor - obiectul nostru de
studiu, care le inglobeaza pe toate. Este o lume
aparte, aflatd la limitele provocarii si vulgarului,
plina de durere si fericire, de ura si pietate, to-
tul desfasurandu-se concomitent intr-un spatiu
imaginativ care aminteste de Poe sau Kafka.

Universul audiovizual construit de tande-
mul Farmer-Boutonnat se defineste, in primul
rand, printr-o ruptura radicala fata de limbajul
uzual al videoclipului. Sunt abandonate con-
ventiile dominante ale genului: montajul hiper-
fragmentat, sincronizarea obsesiva cu ritmul
muzical, exploatarea insistentd a corporalitatii
interpretei si estetica spectacolului imediat re-
cognoscibil. In locul acestora se afirma o esteti-
cd cinematografica elaborata, bazata pe durata,
coerentd narativa si densitate simbolica.

Scenariile sunt dezvoltate pe intervale inde-
lungate si presupun un efort de echipd minuti-
os, in care fiecare element vizual si sonor este
tratat ca purtitor de semnificatie. Costumele,
de o importanta majora, nu au doar functie de-
corativd, ci contribuie activ la definirea perso-
najelor si a epocii reprezentate. Decorurile sunt
ample, adesea naturalizate, cu perspective largi,
evitind artificialitatea studioului in favoarea
unor spatii care pot sustine desfasurarea acti-
unii cinematografice. Iluminarea si efectele at-
mosferice — fum, ceatd, ninsoare artificiala, praf
suspendat — creeazd un climat vizual specific,
situat la granita dintre real si imaginar.

Camera nu surprinde fragmente ale coti-
dianului, ci participa activ la construirea unei
lumi autonome. Montajul privilegiaza planurile
lungi, cadrele lente, perfect echilibrate compo-
zitional, in care fiecare element isi gaseste locul
intr-o relatie de complementaritate. Ritmul re-
zultd din durata cadrelor si din ordinea lor, nu
din constrangerile tempoului muzical. Inter-
preta, pe care foarte rar o poti vedea cintand,
constituie doar un element din povestea ce se
deruleaza pe ecran.

Fiecare clip cu interpreta Myléene Farmer
(care semneaza textul) si regizorul Laurent
Boutonnat (care scrie muzica) este un film in
adevaratul sens al cuvantului, executat dupa
toate canoanele cinematografice: un film in care
se cantd, de durata unui clip. Desi uneori aceste
realizdri sunt prezentate televizat in varianta lor
scurta (deci, realizatorii au prevazut si o astfel
de posibilitate), ele sunt construite cu intrari in
subiect, texte, sunete de atmosferd, cu muzica
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de fundal care mai apoi, printr-o modulatie ar-
monicd, trece in tonalitatea interpretei, cu in-
cursiuni de interjectii, dialog pe parcursul can-
tecului, cu o coda muzicala si un epilog vizual
pentru a duce povestea filmica pana la capat.

Cel mai elocvent exemplu ar fi clipul ,,Po-
urvu qu’elles soient douces” [1] (1988), caruia
i se mai spune ,,Libertine II”, a cdrui actiune se
desfasoard pe o duratd de 16 minute, din care
doar 6 constituie clipul propriu-zis; restul - 10
minute - e film curat, in care se investeste cu
aceeasi perseverentd imaginatie, emotivitate
si calitate executiva. Pornind de la continut, si
acest clip vine cu detalii caracteristice stilului
Farmer: razboi, rivalitate, singe, amorul care se
consuma foarte discret alaturi de masele de oa-
meni, omoruri, batai - totul foarte bine trucat
intr-o ambiantd naturald, in costume de epoca,
cu tunuri, cu praf de pusca, cu cai care cad zdro-
biti pe campul de lupta...

In timp ce canti (din off), in naratiunea fil-
micd, Mylene Farmer are rolul unei curtezane
care se indragosteste de un ofiter din armata ad-
versard si pe care ar vrea si-1 salveze, dar nu reu-
seste. Rivala ei il impuscd. Cantecul propriu-zis

-d?ﬁ —_— G’o’- Caméra subjective émergeant des fourrds pour découwrir
~ quelques loups qui guettent, immobiles.

S ;@.E_,&!] - Contre plongée Plan Américain : La sorciére et le moine
V({'@.ﬁg f sortent des fourrds ot s'arrétent net.

[

90 - (Suite)
¥ g (8 2 _
o .\-.'ﬁ 138y - (muite) La sorcidre fait demi-tour, terrorisée.

92 - Plan rapprochdé : La chef des loups bondit en avant
{Ralenti)

o (23 - (Ralenti} Contre Plongée : Le moine tombe b genoux

ot 80 mot & priec.

fyde (94 )- (malenti) Travelling arribre Plan Américain :
|™  1a sorcidre court A toute allure vers nous en hurlant.

| Elle ne cesse de se retournor. [l éi

|
w* 9 - Iégire Plongée générale sur les loups qui courent.
(Ralenti) (pati Chp ooty - b Sevp-

( (Voir si possibilicd de ravin avec chute soreibre).
oad®s

( I‘U- _”fr”l’;{ jiw&lﬁ‘w-

N i R
i et B 4
4 XIV - EXTERIEUR - CHAUMIERE - JOUR

96 - Plan Général Contre Plongée : Rasocukime arrive sur son
cheval. Il descend de celui-ci ot avance wers la chaumibdre.

Un npain court vers lui pour prendre le cheval par la bride.
I1 indique la maison du doigt.

sfarsise de mult, dar interpreta, prinsa in mrejele
actiunii, continua sa-si faca personajul, angajan-
du-se intr-o lupta (fard dublurd), cu scene destul
de dure: trante, pumni, lovituri, noroi - ca totul
sd culmineze cu injunghierea rivalei ei.

Acest clip este precedat (tematic vorbind)
de un altul, ,Libertine” [2] (1986), in care ace-
easi echipa de actori, aceiasi figuranti, in aceeasi
perioada istorica, adusd pe ecran de acelasi Lau-
rent Boutonnat, fac povestea unei fete travestite
(procedeu la care recurge adeseori personajul
jucat de Mylene Farmer), care il seduce pe un
»el” — scend erotica filmata in prim-planuri si
detalii -, urmatd de o bdtaie intre protagonis-
ta clipului si rivala ei, fuga celor doi pe un cal,
intr-un peisaj romantic de ses si padure, intr-o
gama coloristicd de toata frumusetea, montat in
relanti. Cel mai obisnuit ,happy end”, s-ar pa-
rea, dar cei care semneazd realizarea nu-si pot
permite un astfel de final si muzica, ce adineauri
nu se prea lega de imagine, ii impinge, de prin-
tre copaci, pe cei ce aduc finalul: rivala si asoci-
atii sai. Prin doud focuri din spate vor rezolva
situatia. Ultimul plan: doud corpuri insangerate
zac in iarba. Calul paste alaturi.

5 - Plan amfricain du moine.

: La révolution couve, Votre Altesse.

Le peuple est hystérique et le Tzar ne...

& - Plan américain légbre contre plongée :

La Trarine repose violemment le verre sur sa coiffeuse et

se tourne vers le moine en criant :
La_Tzarine : Tais-toi !... Tais-toi !

Elle est un peu &thylique. Sa chevelure est en bataille et

sa veste i demi-ocuverte sur ses seins. Elle s'"appuie contre

la coiffeuse at, souriante :
La Tzarine : Dis, mon petit moine, suis-je

toujours la plus belle du pays ?
7 - Plan rapproché du moine, géné

8 - Gros plan Tzarine :

i, Altesse... Oui... Enfin...

I1 ¥ a toujours la jeune Tristana, Altesse.
Les gens disent qu'elle est certainement la
plus balle ot que sa peau est celle d'une
pitche.
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Unul dintre membrii echipei de filmare,
Frangois Hanss, care va realiza mai multe vi-
deoclipuri ale lui Myléne Farmer in anii 1990
si 2000, isi aminteste: ,,Ambitia productiei este,
fard indoiald, aceea de a realiza un film care sa
para mult mai costisitor decat a fost in realitate.
De asemenea, isi propune sa demonstreze ca un
videoclip poate spune o poveste, cu personaje
care traverseazd decoruri ce sunt cu totul altce-
va decét platouri de televiziune sumar decorate
pentru ocazie.” [3]

,»,O parte din mine este, probabil, provoca-
toare, uneori iconoclastd; cealalta parte, adver-
sard a celei dintéi, cautd sa o estompeze. Luptd
sau complementaritate? Cuvantul care imi vine
in minte este clar-obscurul...” [4], declara in-
terpreta intr-un interviu. In acest context ri-
méne mereu deschisa intrebarea: care este filo-
nul incipient in aceste clipuri filmate in cheia
clar-obscur?

Un caz paradigmatic pentru dimensiunea
simbolica si psihologica a creatiei Farmer-Bou-
tonnat este ,,Sans logique” [5]. Videoclipul con-
struieste o fabulatie violenta, aparent ilogica,
care provoaca initial disconfort spectatorului,
dar care se dezviluie treptat ca o alegorie a con-
ditiei umane. Mesajul nu este transmis priori-
tar prin textul cantecului, ci prin succesiunea
de imagini, simboluri si contraste. Structura
vizuala — cromatica de amurg sangeriu, cadre
fixe, absenta miscarilor de camerd - sustine o
atmosfera rupta de realitate. Montajul alternea-
zd sincronizarea cu muzica si contrapunctul,
construind o tensiune emotionala care depéses-
te limitele videoclipului. Asumarea explicita a
statutului de film este confirmata de genericul
care deschide, cu titlul productiei, si inchide, cu
creditele finale, lucrarea.

»Sans logique” (1989) este un clip care, la
prima vizionare, provoaca disconfort, dar la fi-
nele caruia descoperi necesitatea de a-1 mai pri-
vi o datd. Un film de durata unui clip, al carui
subiect este axat in subconstientul fiecaruia din-
tre noi. Privindu-1, nu ne punem intrebarea de
ce a murit tanarul, de ce se bucurau tiganii ori
de ce s-a indobitocit (in sensul cel mai direct al
cuvantului) eroina lui Myléne; ci o ludm mult
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mai sus: de ce e atat de meschinad viata noastra.
Nu stiu dacd as putea aduce alte exemple de
cantece pop care ar aborda astfel de subiecte. O
coridd umana, intr-un videoclip al carui univers
trimite in mod evident la pictura lui Goya.

Si nu mesajului textual ii apartine primatul
in povestea prezentatd: el vine din fabula ilogic
construitd a acestui clip, care incepe, desi la o
groapd de gunoi, cu niste cadre fericite: doi ti-
neri in imbratisari tandre, o fetitd care, gasind
o rastignire in miniaturd a lui Isus, o curata de
noroi si un plan detaliu care ne prezinta doua
lame de cutit sudate pe un cdpastru in forma de
coarne. Spre locul actiunii vin niste tigani spa-
nioli, care au o tinutd vestimentara de doliu. Ti-
nerii, crestandu-si cu un cutit palmele, le unesc
pentru a-si amesteca sangele, realizand astfel o
legatura pe viatd. Tiganii ii pun fortat eroinei lui
Myléne lamele pe cap, transformand-o in taur;
toreador fiind tocmai tandrul din imbratisarile
ei. Spectatorii aplauda la fiecare miscare a ei; ea
se infurie; jocul se aprinde: o haina rupta, banuti
aruncati peste jucdtori, tropot de copite, o zga-
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rieturd; un alt insert rupt din context cu fetita
care incearca si-i arate maica-sii ce a gasit, dar
acesteia nu-i arde de copil: ea se distreaza ur-
marind jocul; ochi tulburi de furie ai jucitoarei;
un pumnal in méana ,toreadorului”; exclamatii
de bucurie ale spectatorilor; o miscare bruscé a
»taurului” si iubitul ei de adineaori zace la pa-
mant, cu burta spintecatd de lamele-coarne de
pe capul lui Mylene.

Incepe din cer o ploaie nepisitoare la cele
pamantesti; tiganii o iau pe drumul lor. Cei mici
strang la fuga banutii aruncati. Singurd, inge-
nunchiatd langa tdnarul in convulsii de moarte,
Myléne Farmer plange cu lacrimi de sdnge.

»Conceptul de «rebeliune zadarnica» este
profund si tulburator. In societatea contempo-
rand, numarul asa-zisilor rebeli care se ridica
impotriva normelor sociale este considerabil.
Intrebarea formulatd de Myléne Farmer in acest
context priveste cdutarea si evaluarea consecin-
telor reale ale unor asemenea acte.” [6] — con-
semna Benjamin Thiry pe blogul sau.

La acest subiect, ce depaseste cu mult per-
ceptia noastra asupra unui clip, mai plusam si
o realizare tehnicd impecabila. Totul se petre-
ce intr-un mediu ireal, intr-o gama coloristica
de amurg insingerat, cu nori grei, intunecati.
Camera, statica, fara travellinguri, panorama-
ri, culege inteligent elementele constitutive.
Un montaj structurat uneori de ritmurile mu-
zicii, alteori in contrapunct cu aceasta, pentru
a construi ,,canavaua” sentimentala a filmului.
Asumarea explicitd a statutului de film este con-
firmatd de genericul care deschide, cu titlul pro-
ductiei, si inchide, cu creditele finale, lucrarea.

O alta realizare cu Mylene Farmer, care
poate fi exponentul primar in exemplele de in-
corporare a clipului intr-un subiect de poveste
deja cunoscut, este ,, Tristana” [7] (1987) - un
motiv popular rus cu Tarita ce se pretinde a fi
cea mai frumoasa si ordona sa fie omorata Tris-
tana care, spune lumea, o intrece prin frumu-
setea ei. Printre elementele de basm: iubitul ei
care o invie printr-un sarut, cei sapte pitici din
padure, regina admirdndu-se in oglinda, sfet-
nicul acesteia cu o barba ninsd. Totul intr-un
peisaj de iarna siberiand; sunt inserate, pentru

a da cit mai multd autenticitate mediului acti-
unii, niste secvente de cronicad cu Revolutia din
Octombrie, cu chipul lui Lenin, niste fragmente
din filmele rusesti cu alb-gardisti.

Neasteptat, cadrul in care, trezindu-se din
lesin, Tristana descoperd cd se afld in casa pi-
ticilor din poveste si, trecaindu-i cu privirea pe
toti, se opreste la portretul lui Karl Marx de pe
perete. Tot din pornirea de a da veridicitate ce-
lor expuse, textele care preceda clipul si care il
urmeaza sunt in limba rusa (subtitrate in fran-
ceza), partenerul lui Myléne fiind chiar un ac-
tor rus — Vladimir Ivcenko. Atata doar cd nici
aici realizatorii nu merg pana la capat, spunand
povestea populard. Purtind-o in brate si intre-
band-o dacd e vie ori nu, ea ii rdspunde: ,Nu
stiu”.

Din punct de vedere regizoral, clipul pas-
treazad aceleasi virtuti caracteristice stilului lui
Laurent Boutonnat: o naratiune cinematogra-
fica simpld, cu cadre perfecte compozitional,
culoare si luming, in care fiecare element isi are
rostul sau semnificativ, cu un montaj ritmic care
isi are decupajul in afara tempoului muzical i a
carui miscare rezulta din ordinea si durata ca-
drelor. Desi muzical piesa este de o mare valoa-
re artisticd, in clip ea serveste doar ca muzica
de fundal, fara pretentii de sincron. Chiar daca
vorbim de videoclip, vizionand ,, Tristana” nici
nu ne-o putem imagina aici pe Mylene Farmer
cantdnd. Sarcina ei este cu totul alta — actoria
- si ea isi adund toate capacitatile pentru a-i da
cat mai multe sanse personajului pe care il face.

,In Libertine eram inci Myleéne Farmer.
Myléne Farmer, plasata intr-un salon libertin.
In Tristana, personalitatea mea de cantireatd
s-a estompat in favoarea personajului interpre-
tat. Pentru prima data, aveam si dialoguri.” [8],
isi aminteste interpreta.

Rédmanand cu farmecul ei enigmatic, fard
pretentii de frumusete exterioard, reuseste sa
cucereascd simpatia spectatorilor si sa-i convin-
ga de povestea clipului - e mai frumoasa decét
»cea mai frumoasd”, rol interpretat si aici de
vesnica ei rivald care se perinda dintr-un clip
in altul - Sophie Tellier. Aceasta constatare
ne face sa mai stabilim inca o caracteristica a

72

E-ISSN 1857-2537

DIALOGICA nr. 1, 2026



tandemului Farmer-Boutonnat: fidelitatea me-

diului creativ si continuitatea dintr-un clip in al-
tul. Spre exemplu, lupii din ,, Tristana”, care aici
au un rol de semnificatie geografica, vor aparea
cu o alta sugestie in ,,Beyond My Control” [9],
ultima colaborare cu Laurent Boutonnat, ca un
simbol prin care culmineazd piesa.

Acest clip, aparut in 1992, cel mai scandalos
dintre toate, cu exces de sange si carne, cu fla-
cari de foc si colti de lupi, cu scene de un evident
erotism — un omagiu adus filmului ,,Legaturi pri-
mejdioase”, al lui Stephen Frears - a fost acceptat
pentru difuzare doar pentru orele de dupa mie-
zul noptii. Construit de asta datd fara o linie de
subiect, reprezintd o indignare impotriva infide-
litatii partenerului, o razbunare care o transfor-
ma pe cea tradatd intr-o vampira: dintr-o imbra-
tisare tandrd, la carne haituita. Un ultim plan - o
lupoaica nepésatoare ce vine spre obiectiv.

Tot in acest context de continuitate de la
o realizare la alta putem vorbi despre clipul
»A quoi je sers” [10] (1989), la sfarsitul ciruia,

Mylene Farmer, Platoul de filmare LI-
BERTINE.

Regizorul si interpreta la filmarea SANS
LOGIGUE.

Regizorul gandind la filmarea LIBERTINE.

dupd ce un barcagiu nebarbierit, suspect si cu
o privire batjocoritoare o poartd prin stufarisul
unei delte - totul filmat in alb-negru, cu ceatd si
aburi in jur —, Myleéne este intampinatd la cela-
lalt capiat de personajele din alte clipuri: rivala
din ,,Libertine II”, jubitul injunghiat din ,,Sans
logique”, logodnicul din ,, Tristana”.

E necesar si evocam si alte titluri ale acestui
tandem creativ, care raimane fidel stilului si fe-
lului de abordare creat. ,Regrets” [11] (1991) -
o durere frumos expusa intr-un cimitir, cu fum,
crengi uscate, pietre dure. Totul intr-un mono-
crom pastelat. El, interpretat de poetul francez
Jean-Louis Murat, vine cu un buchet de flori la
mormantul iubitei sale. Dar ea invie. O strange-
re de méini, un sarut, o imbratisare. O intreaga
simfonie de dragoste intr-un decor misterios,
dedicat celor prinsi de ritmul cotidian, care isi
pierd personalitatea.

»Désenchantée” [12] (1991) a fost foarte
repede inclus in programele televizate si dato-
ritd mesajului social pe care il are. Filmat intr-o
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uzind abandonata din Ungaria, clipul vine si
cu o prospetime de procedee neutilizate de re-
alizatori in alte creatii: filmarea cu camera ,,de
pe umar” - efect acceptat aici datoritd brutali-
tatii mesajului. In alta ordine de idei, se menti-
ne schema de prolog si epilog filmic al clipului,
texte si sunete sincron suprapuse peste banda
sonord, utilizarea din abundentd a pirotehnicii,
preferinta pentru planurile spatioase, cu per-
spectiva.

Lansat in 1984, primul clip al tandemului
Myléne Farmer - Laurent Boutonnat, ,,Maman
a tort” [13], cu un buget de doar 750 de euro, a
demonstrat cd ,,in oceanul de productii video-
grafice mediocre cu care se hranesc programele
de televiziune, aparitia talentului raméne intot-
deauna o bucurie... Doar talentul, nu neaparat
banii.” [14] Aceasta colaborare a durat 12 ani
si a lasat melomanilor 15 clipuri care depdsesc
cu mult limitele obisnuite ale genului, devenind
adevarate opere cinematografice, ce meritd ana-
lizate cu atentie atat din punct de vedere artis-
tic, cat si tehnic.

Colaborarea Mylénei Farmer cu alti re-
gizori, cum ar fi Luc Besson, Francois Hanss,
Marcus Nispel, aduce perspective diferite si
inovatoare asupra temelor sale obisnuite, pre-
zentand ecouri ale angoaselor existentiale si ale
lipsei de perspectiva a generatiei tinere. In cele
peste 70 de clipuri realizate, interpreta se rein-

Mylene Farmer, filmare REGRETE.

venteazd mereu, propunind abordari prin care
sd iasd in evidentd in fluxul imens de productii
video existent, dar imaginea ei ca artista rimane
tributara parteneriatului cu Laurent Boutinnat.
Colaborarea Farmer-Boutonnat demon-
streazd cd videoclipul muzical poate depasi sta-
tutul sau promotional, afirmandu-se ca forma
audiovizuald autonoma, apropiatd de cinema.
Prin coerenta stilistica, continuitate narativa si
densitate simbolica, aceste realizdri construiesc
un univers auctorial recognoscibil, care aban-
doneazd conventiile dominante ale genului in
favoarea unui limbaj cinematografic elaborat.
In acest sens, videoclipurile semnate de acest
tandem legitimeazd integrarea videoclipului
muzical in aria studiilor de film si confirma po-
tentialul sau de expresie artistica majora.
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Elena NEGRU

The Battle for Identity in the MSSR (1965)

Abstract. The year 1965 marked an open confrontation in the Moldavian Soviet Socialist Republic (MSSR),
set against a backdrop of tightening ideological control and a return to Neo-Stalinism after the brief “Thaw”
period. Although First Secretary I. Bodiul warned that no deviations would be tolerated, the Third Congress of
Writers in Chisindu transformed into a platform for national resistance. Supported by a large audience, writers
like Aureliu Busuioc, Mihai Cimpoi, Ion Druta, and mathematician Petre Osmotescu denounced the policy of
Russification, criticizing the marginalization of the Romanian language in education and public life. The central
demand, initially disguised as calls for the “sanitation” of the language from Russicisms, escalated into an explicit
and collective demand for the return to the Latin alphabet.This stance by the writers, which was equivalent to
asserting Romanian identity, clashed directly with the official moldovenism promoted by the Party through fig-
ures like Iuri Barjanschi and Iosif Varticean. The latter defended the Cyrillic alphabet and glorified Russification
as a Soviet benefit. Thus, the Congress crystallized the struggle between a cultural elite demanding a cultivated,
reintegrated language, and the Communist Party, which insisted on a separate identity and language, strictly
subordinated to political control.

Keywords: MSSR, national movement, identity, Latin alphabet, Soviet Moldovenism.

Batilia pentru identitate in RSSM (1965)

Rezumat. Anul 1965 a marcat o confruntare deschisa in RSSM, pe fondul inaspririi controlului ideologic
si al revenirii la neostalinism dupé scurta perioadd de ,dezghet”. Desi prim-secretarul I. Bodiul avertiza ci nu va
tolera abateri, Congresul III al Scriitorilor din Chisindu s-a transformat intr-o platformi de rezistentd nationala.
Sustinuti de un public numeros, scriitorii precum Aureliu Busuioc, Mihai Cimpoi, Ion Druta si matematicianul
Petre Osmotescu au denuntat politica de rusificare, criticind marginalizarea limbii romane in educatie si spa-
tiul public. Revendicarea centrald, mascata initial sub cereri de ,asanare” a limbii de rusisme, a devenit o cerere
explicitd si colectivd pentru revenirea la alfabetul latin. Aceastd pozitie a scriitorilor, care echivala cu afirmarea
identitdtii romanesti, s-a ciocnit direct cu moldovenismul oficial, promovat de Partid prin vocile lui Iuri Barjan-
schi si Josif Varticean. Acestia din urma au aparat alfabetul chirilic si au glorificat rusificarea ca fiind un beneficiu
sovietic. Astfel, Congresul a cristalizat lupta dintre o elita culturald care cerea o limba cultd, reintegrata, si Partidul
Comunist, care insista pe o identitate si o limba separata, subordonaté controlului politic.

Cuvinte-cheie: RSSM, miscare nationald, identitate, alfabet latin, moldovenism sovietic.
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Introduction. The year 1965 marks a turn-
ing point in the history of the Moldavian So-
viet Socialist Republic, transforming a routine
professional gathering - the Third Writers’
Congress - into a genuine focal point of identi-
ty and ideological conflict. Although the 1960s
had brought a certain ideological relaxation
known as the “Thaw”, the illusion of cultural
liberalization was shattered by an open, collec-
tive defiance from the intelligentsia. The initial
demands, centered on purging the literary lan-
guage of Russianisms and the “parasitic” ele-
ments imposed by the regime, rapidly escalated
into an explicit call for the return to the Latin
alphabet. The intellectuals were not merely
seeking a change of script; they were demand-
ing recognition of their Romanian identity and
their belonging to the Latin cultural sphere,
rather than the Russian or Slavic one insisted
upon by Party propaganda.

Neo-Stalinism and National Resistance.
By the mid-1960s, the MSSR was characterized
by considerable pressure generated by unre-
solved cultural and national issues, particularly
Russification and the continuous suppression
of national language and culture. This pro-
found dissatisfaction was mirrored in other na-
tional republics on the periphery of the USSR.
The ideological shift was directly announced
by Nikita Khrushchev in March 1963, during a
meeting with representatives of the creative un-
ions. Despite having initiated De-Stalinization,
Khrushchev vehemently condemned “modern-
ist writers” such as Ehrenburg, Voznesensky,
and Yevtushenko that year, accusing them of an-
ti-Sovietism and of “adulating the enemies of the
USSR”. The key moment revealing the halting of
De-Stalinization was his ominous warning: “You
think that if Stalin died, everything is permitted
[...]. No, gentlemen, we will not allow such a
thing! You may consider that there is now nei-
ther thaw nor freeze, but frost. For such people,
bitter frosts shall come [...]” [1, p. 276-277]. This
declaration reinvigorated the Bolshevik princi-
ple of “those who are not with us are against us”
and publicly rescinded any notion of peaceful
coexistence of ideologies or liberalism in culture.

The implementation of this hardline policy
in Chisindu was immediate. On March 16, 1963,
First Secretary I. Bodiul reiterated the warning
at a similar meeting in the MSSR, emphasizing
that there could be no middle ground in ideol-
ogy and warning that the Party’s ,,hand would
not tremble” when facing those who remained
stubborn. The blocking of De-Stalinization
manifested concretely through the censorship
of memory; Bodiul stressed that works high-
lighting the “tragedy of entire groups of peo-
ple during Stalin’s cult” should have no place
in the writers’ creations, as they ,harmed” the
construction of communism. Furthermore, a
repression of form took place: writers (Nicolae
Costenco, Aureliu Busuioc, Petru Cérare) and
artists (Mihai Grecu, Valentina Rusu-Ciobanu)
were criticized for formalism, and American
jazz was blamed as “propaganda of bourgeois
jazz”. A veritable hunt for ,reactionaries” was
unleashed [2, f. 108]. Literary critic Ion Vasilen-
co was admonished for his positive assessment
of Constantin Stere’s work, an action Bodiul
considered a “political rehabilitation” of a ,,re-
actionary and nationalist activist from the past”
[2, f. 91]. Thus, the meetings of March-April
1963 clearly marked the end of the “Thaw” and
the return to strict ideological control, setting
the stage for the repression of national manifes-
tations, including those related to the alphabet,
in the following years.

The Political Context and the “Hard-
ening” of the Regime. The political climate
changed dramatically with the removal of Niki-
ta Khrushchev and the ascent of Leonid Brezh-
nev. The process of De-Stalinization continued
to be obstructed, leading to the establishment of
a regime that historians have termed Neo-Sta-
linist or “camouflaged Stalinism” [3, p. 49-75].
The authorities in the MSSR rapidly adopted
Moscow’s rigid ideological line. At the confer-
ence on “problems of political-ideological edu-
cation of the youth”, held on August 16, 1965,
D. Cornovan, the Secretary for Ideology of the
Central Committee of the Communist Party
of Moldova (CC of the CPM), mentioned that
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while the 20th Congress of the CPSU’s resolu-
tion condemning the “cult of personality” was
correct, exaggerations had occurred in its im-
plementation. Cornovan emphasized: “Under
the pretext of criticizing the cult of personality,
other party actions from the period of collectiv-
ization, industrialization, and the Great Patriot-
ic War have begun to be discredited [...]. Under
the pretext of criticizing the cult of personality,
even that which should not have been rehabil-
itated was rehabilitated. There have even ap-
peared those wishing to say certain things about
Lenin, at a time when our country is facing a
crisis of authoritative figures, especially among
the youth [...]” [4, . 60].

These statements provided further evidence
that a process of “tightening the screws” and
intensifying the Communist regime’s control
over people’s lives was underway in the MSSR.

Despite this tightening of control, the
Communist Party in the MSSR faced growing
opposition from the scientific and cultural in-
telligentsia. These groups, alongside students,
demanded the natural national rights of the ma-
jority population: the right to use their mother
tongue in all spheres of social life and to know
their national history. A symbolic gesture of re-
sistance, considered a provocation to the offi-
cial Soviet vision of heroes, occurred in October
1964, when students led by Mihai Morosanu
laid flowers at the statue of Stephen the Great in
Chisindu. Thus, against a backdrop of a charged
internal climate, where national and cultural
frustration clashed directly with the return to
strict ideological control, the Third Writers’
Congress was convened, setting the stage for an
open confrontation.

The Latin Alphabet and National Identi-
ty in the Writers’ Debates. Within this polit-
ical and cultural context, the Third Congress
of the Writers’ Union of the MSSR took place
in Chisindu on October 14 and 15, 1965. The
event, attended by a large audience - writers,
scholars, teachers, engineers, and students -
had a wide resonance in society. This was due
to the social importance and echo of the issues

discussed, as well as the courage shown in ad-
dressing them. Moreover, according to the
testimony of writer Vladimir Besleaga, who
was present at the Congress, 90% of those who
spoke at the event preferred the Romanian lan-
guage. This was a challenge and an affront to the
leadership in Chisinau, which was noted for its
obedience and excessive zeal in promoting the
center’s national policy. According to the tran-
script, which unfortunately only mentions those
who took the floor, among those present in the
hall were members of the CC of the CPM and
members of the Government of the MSSR, such
as Dumitru Cornovan (Secretary of the CC of
the CPM), Ivan Ustian (Secretary of the CC of
the LCYM), and Nicolae Luchian (Deputy Min-
ister of Public Education of the MSSR). Beside
other officials, I. Bodiul himself, the First Secre-
tary of the CC of the CPM, sat at the congress
presidium. The congress was also attended by
Voronkov (Secretary of the Board of the USSR
Writers” Union), Valentin Katayev (Chairman
of the Council for Moldavian Literature with-
in the USSR Writers’ Union), Ilya Frenkel, and
Kiril Kovalgi (members of the same Council), as
well as representatives of creative unions from
the RSFSR, Ukraine, Belarus, the Baltic Repub-
lics, Armenia, Azerbaijan, Turkmenistan, Uz-
bekistan, Tajikistan, Kazakhstan, Chuvashia,
Karelia, and the city of Leningrad [5, p. 69].
The scale of the event was amplified by two
major elements: the participation of a vast and
diverse public (scholars, teachers, engineers,
students), which demonstrated that the issues
raised were not those of a narrow elite but a
deeply rooted general dissatisfaction; and the
presence of Soviet delegations at the Union lev-
el (from the USSR, Ukraine, the Baltics, etc.),
which gave the demands increased visibility,
ensuring they echoed all the way to Moscow.
The Congress thus functioned as a pressure
valve and a symbol of cultural resistance under
the superficial “thaw” of the time.
Consequently, under the pressure of this
charged atmosphere and benefiting from a stage
with Union-wide visibility, the writers trans-
formed the Congress podium into a decisive
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space for their demands. An analysis of their
speeches reveals precisely how linguistic force
and veiled criticism were used to launch a fron-
tal attack on the Party’s policy of Russification.

The writer Aureliu Busuioc, through his
speech delivered at the 1965 Writers’ Congress,
aimed to emphasize - through a manner that
alternated veiled criticism with stinging sar-
casm-that systematic and official Russification
threatened the very existence and dignity of
Romanian national culture in the MSSR. His
primary objective was to demonstrate that lin-
guistic and cultural problems were not isolat-
ed accidents, but a direct consequence of Party
policy that ostentatiously favored the Russo-
phone element.

Busuioc did not limit himself to mere ob-
servations; he employed concrete and shocking
examples to denounce, before the present Par-
ty leadership, the institutional marginalization
of the national language. He directly attacked
the Party’s failure to ensure the normal func-
tioning of basic institutions in the language of
the titular population. By citing the example of
kindergartens and the “only Moldavian school
in the center of Moldova’s capital” (School No.
1), he highlighted that access to education in
the mother tongue had been transformed into a
logistical ordeal - a deliberate marginalization
of the Romanian language within the capital.
Furthermore, his reference to the fact that 75%
of medical students lacked textbooks in their
native language emphasized that the “Moldavi-
an language” was being prevented from evolv-
ing as a language of science and higher culture,
thereby being relegated to a subaltern status [1,
p. 79].

Moreover, the writer employed black hu-
mor and irony to illustrate the humiliating
consequences of Russification and the failure
of the educational system. His account of the
school principal who misintroduced him as
“Gavril Busuioc” - which provoked “laugh-
ter in the hall” [1, p. 79] - served as crushing
evidence of linguistic corruption and the fact
that the teaching staff itself was incompetent
and Russified. Through this anecdote, Busuioc

suggested that “the tree [of language] cannot
grow straight” when the failure originates at
the root. Ultimately, Busuioc demonstrated
that not only was the language under attack,
but also the collective memory and historical
identity of the people. He criticized the an-
ti-national toponymy of Chisindu, question-
ing why the great national geniuses, Eminescu
and Creanga, were reserved only “some nar-
row streets, some dead ends”, while the city
center was dominated by Russian names such
as “Moghiliovskaya” or “Gospitalnaya”. By
contrasting Pushkin and Gogol with Emines-
cu and Creanga — recognized as equals “on the
same shelf in libraries worldwide”- Busuioc
accused the Party of the intentional devalua-
tion and humiliation of Romanian values. He
also denounced the “game of hide-and-seek”
surrounding the statue of Stephen the Great,
showing that the authorities were afraid to
publicly take pride in the nation’s greatest hero.
Additionally, he directly satirized the Russified
and artificial names of localities (such as La-
zovsk or Oktyabrsk), suggesting that a purely
Moldavian name would have been much more
“in the spirit of the language spoken by those
townspeople”. In conclusion, Aureliu Busuioc
sought to emphasize that the Communist Par-
ty was actively engaged in a policy of cultural
and linguistic uprooting designed to devalue
national identity; his speech was an urgent de-
mand to end Russification and restore Romani-
an language and symbols to their rightful place
of honor in public life 1, p. 80].

The subtext of literary critic Mihai Ci-
mpoi’s speech at the 1965 Writers’ Congress
constituted a masked ideological critique of the
policy of Russification and the artificial con-
struction of a distinct “Moldavian language”.
The young intellectual utilized aesthetic and
didactic arguments to launch a fundamental
challenge against the cultural pillars of the re-
gime, his discourse focusing on dismantling
the ideological principles promoted by the
Communist Party.

The essayist directly attacked the policy
of forced equivalence of values, illustrating it
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through the example of the seventh-grade text-
book. In this context, the speaker highlighted
the absurdity and humiliation of placing classics
such as Eminescu, Creangd, or Alecsandri on
the same level of literary mastery as opportun-
istic Soviet writers who lacked any real aesthetic
value. The implicit message suggested that the
qualitative factor was non-negotiable, whereas
official policy - by subordinating aesthetic cri-
teria to ideological ones —aimed to devalue the
national canon by merging it with mediocrity.
His assertion that “one must have great audac-
ity not to be intimidated by such a proximity”
represented, in essence, a demand to restore a
hierarchy of values, which could be none other
than that of Romanian literature [1, p. 80-81].

The most trenchant veiled criticism target-
ed the quality of the language, a context in which
aesthetic objections actually masked political
accusations. Cimpoi demanded that “piles of
lexical garbage” be thrown into the “dustbins of
history”, a striking phrasing that drew applause
from the hall. This “garbage” in fact referred to
the Russianisms, barbarisms, and Soviet neolo-
gisms artificially imposed upon the Romanian
language (officially termed “Moldavian”). The
subtext of his intervention was unequivocal: the
language used in textbooks and the press was not
naturally corrupted, but rather altered through
political engineering. Consequently, the critic
pleaded for a “sanitization” that was essentially
equivalent to alignment with the standard liter-
ary Romanian language from Romania, consid-
ered the only unadulterated model.

Finally, the request to resolve “the problem
of our language’s orthography” and to recon-
struct the alphabet to correspond to “phonetic
necessities” [1, p. 81] represented the boldest
challenge to Soviet policies. The speaker implic-
itly suggested that the Cyrillic script was not a
natural cultural element, but a forced imposi-
tion that culturally isolated the MSSR. The tech-
nical argument was irrefutable: if the alphabet
had to be “reconstructed” to fit phonetics, it
meant the existing system (Cyrillic) was inade-
quate and artificial. Through this technical plea,
the young intellectual formulated what was, in

effect, a masked request for the reintroduction
of the Latin alphabet — an act considered by
Party organs to be a “nationalist” manifestation
[6, . 24].

The moment of maximum tension during
the 1965 Congress was marked by the speech
of Ton Druta, whose intervention transformed
the writers’ podium into a veritable arena for
national demands. This broad and courageous
stance primarily targeted an open appeal for
the adoption of the Latin alphabet, presented as
a logical and necessary requirement for a lan-
guage of Romance origin. The prose writer em-
phasized that he did not expect applause for his
oratorical skills; instead, he explicitly asked the
republic’s present leaders to interpret the thun-
derous reaction of the hall as a “unanimous
desire” to urgently resolve this issue and to
communicate it to the “highest authorities” [7,
f. 107]. Through this daring gesture, he trans-
formed individual grievance into a collective
and official demand, exerting direct political
pressure on the presidium.

In this tense climate, the speaker firmly
pushed back against the accusations of “Roma-
nianism” previously leveled at other writers,
such as Mihai Cimpoi, standing in solidarity
with them by publicly affirming cultural and
historical unity with Romania. Druta openly ac-
knowledged that in Chisindu, people read “many
newspapers, including Romanian ones”, arguing
that the space across the Prut River was close to
them through language, history, and culture. He
skillfully exploited the ideological framework of
the era, pointing out that, since Romania was
a socialist country, there was no justification
for hostility. His central metaphor remained a
memorable warning to the leadership: an exhor-
tation not to rush “to erect a Chinese Wall along
the Prut” [7, f. 107], thereby demanding an end
to cultural isolation and the policy of division.

Furthermore, the writer drew attention
to the deplorable state of the spoken language
- “that great and living ocean”- considering
it neglected and suffocated by parasitic ele-
ments. Through an anecdote about his brother,
who accused him of speaking “Romanian”, he
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demonstrated with bitter irony that it was not he
who had become estranged from his roots, but
rather the language of the population that had
been degraded through the mixture of numer-
ous Russianisms. The author made an essential
distinction between the Russian language of
high culture and the Soviet-administrative jar-
gon (such as mezhkolkhozstroy or selispolkom),
which he defined as a “veritable epidemic” and a
“cursed-word” [7, f. 108]. The speech concluded
with a solemn appeal for the “sanitization and
attentive care” of the mother tongue, a duty he
elevated to the rank of a sacred obligation.

In contrast to the frontal approaches of
the aforementioned writers, Emilian Bucov ap-
proached the Congress from the position of a
faithful ideologue of the Soviet regime in the
MSSR. Known as a dedicated Party cadre with
an active history of combating “nationalism”
- including during the purges at the universi-
ty and among writers following the September
1959 Plenary- his speech represented a strategic
balancing act. Bucov sought to validate certain
cultural demands of the intelligentsia, being
fully aware of the Romanian nature of the lan-
guage, without undermining political authority.

Surprisingly, he supported the idea of re-
turning to the Latin alphabet, defining it as a
“natural alphabet for our Romance language.”
Although this formulation represented an ex-
plicit recognition of the language’s Latin origin
- and, implicitly, a defiance of the official thesis
of a self-contained “Moldavian language”- the
writer immediately placed this “complicated
question” within a strictly controlled frame-
work for resolution. By emphasizing that the
issue had to be settled exclusively “with the help
of the Central Committee of the Party of Mol-
dova and our scholars”, Bucov delegated the fi-
nal decision to the power structures. Through
this maneuver, he transformed an explosive
identity claim into a technical matter requiring
approval from the top of the Communist hier-
archy, neutralizing its potential for cultural dis-
sent [7, f. 131].

The most nuanced part of his speech con-
cerned the defense of linguistic modernization

against currents advocating for a certain archa-
ism or “linguistic primitivism”. Bucov warned
these critics that “no one can turn back the
wheel of time”, arguing that the lexicon need-
ed neologisms to reflect the realities of the “new
culture”- namely, the technological and cosmic
progress of the Soviet era.

In a clever rhetorical move, the ideologue
rejected accusations of “Romanization”, claim-
ing that the goal of these adjustments was, in
fact, a “Soviet Moldavianization” of the lan-
guage [7, f. 132]. Through this phrasing, he po-
sitioned himself as a theorist of modern Soviet
Moldavianism: a current that accepted linguis-
tic development and even the return to the Lat-
in script as technical necessities, but with one
imperative condition. This process had to un-
fold exclusively under the control and for the
ideological benefit of the Communist Party. In
his vision, cultural emancipation was permissi-
ble only as long as it did not risk degenerating
into a project of identity assertion with unpre-
dictable political consequences.

While Emilian Bucov attempted to chan-
nel the writers’ demands through a controlled
political filter, Pavel Botu offered a perspective
more deeply anchored in the social realities of
the time. During the same 1965 meeting, he
advanced the idea that the deplorable state of
the mother tongue was not an isolated failure
of the educational system, but a systemic prob-
lem generated by Russification policies and the
negligence of authorities, which allowed for the
corruption of the lexicon at all societal levels.
Botu emphasized that the effort to teach lan-
guage and literature in schools was constantly
sabotaged by the external environment. The
writer used an eloquent metaphor to describe
this process of erosion, stating that “what is built
during language classes is torn down during ge-
ography or biology classes” [7, f. 144]. With this
remark, he criticized the fact that the Romani-
an (Moldavian) language was not used as a real
tool of instruction for the exact sciences, which
were taught either in Russian or in a hybrid lan-
guage — a fact that gravely undermined linguis-
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Moreover, the speaker extended responsi-
bility beyond the pedagogical circle, pointing
directly to the fault of the Party-vetted leader-
ship cadres. To the applause of the audience, he
demanded that greater attention be paid to how
“farm managers, agronomists, doctors, or judg-
es” expressed themselves [7, f. 145], identifying
these authority figures as the flawed linguistic
models perverting the speech of the population.

Pavel Botu also linked this degradation to
the shortcomings of the higher education sys-
tem, stating that teachers themselves reached
the classroom without a proper knowledge of
the norms because, during their student years,
they “had no opportunity to study according
to the curriculum” This was a direct allusion
to the shortage of textbooks and the absence of
university courses in the Romanian language.
His critique culminated with the example of the
parent who did not hear “correct speech in their
mother tongue even from the kolkhoz chair-
man’, thus indicating that the primary source
of linguistic corruption lay at the very top of the
local decision-making hierarchies.

Despite being a mathematician rather than
a writer, Petre Osmotescu utilized the Congress
podium to advance two primary ideas aimed at
linguistic normalization. First, he called for the
elimination of visual and public Russification,
requesting that the mother tongue be used in
public spaces, on posters, and street signs. In-
voking the principle of equality among the Un-
ion republics and offering Georgia as a direct
example, he suggested that the authorities in
Chisindu were manifesting an excess of zeal in
Russification - one that was not mandated by
Moscow and that contravened practices in oth-
er Soviet capitals. Osmotescu thus denounced
designations such as “Ul. Shtefana Velikogo” in
place of the correct name, implicitly accusing
the Party of tolerating this «lacuna» and failing
to take public pride in its own national heroes.
Secondly, the centerpiece of his speech was the
definitive resolution of the Latin alphabet issue,
a plea presented not as a nationalist demand, but
as a logical and historical necessity. He argued
that, given that “our language is of Latin origin,

it is natural for the alphabet to be Latin”. He used
historical precedents, such as the use of the Lat-
in alphabet in the districts on the left bank of
the Dniester in 1937-1938, to categorize its re-
placement as a “mistake that can be corrected”
[1, p. 80]. Through this language, Osmotescu
conveyed a powerful message: resolving the al-
phabet question was “dictated by life” and could
no longer be bypassed, transforming it from an
ideological dispute into a practical imperative.

The Clash of Ideologies: Soviet Moldavi-
anism vs. National Renaissance. Thee 1965
Writers’ Congress crystallized an essential ide-
ological confrontation in the MSSR, pitting
two distinct currents against each other. On
one hand was instrumentalist Moldavianism,
which denied the Romanian identity of the ma-
jority population in the MSSR and promoted a
separate language and identity (“Moldavian”).
Represented by the CPM through the voices of
writer Yuri Barzhansky and academician Io-
sif Varticean, this current sought to maintain
political control and cultural isolation from
Romania by preserving the Soviet Cyrillic al-
phabet and subordinating aesthetic criteria to
Communist dogma. On the other hand, a cul-
tural national renaissance manifested itself,
supported by writers such as Druta, Cimpoi,
and Osmotescu. Its goal was the reaffirmation
of Romanian identity, the purging of parasitic
Russianisms from the language, and symbolic
reintegration through the return to the Latin
alphabet, legitimizing these demands by ap-
pealing to the suffering and will of the people.
In essence, the Congress exposed the struggle
between an ideology that favored a corrupted,
isolated, and politically controlled language and
a movement that demanded a cultivated lan-
guage reintegrated into its natural family.

Barzhansky’s message, dictated by the Par-
ty’s ideological vigilance, focused primarily on
denouncing “Romanization as an imminent
danger”. He sounded the alarm, warning that
replacing words borrowed from Russian, such
as spetsovka and snayper, with their Romanian
equivalents, salopetd (overalls) and lunetist
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(sniper), represented an act of “Romanizing»
«our original Moldavian literature and our lan-
guage” [7, f. 65-66]. The subtext of this alarm
was that any alignment with the Romanian lit-
erary standard was perceived as a subversive
act, endangering the Soviet Moldavian identi-
ty. Furthermore, he moved to defend a popu-
lar and primitive Moldavianism, pleading for
a “folk Moldavian language” which he used as
a weapon against the intellectuals. By this, he
implied a language detached from the literary
standard, filled with regionalisms and, most im-
portantly, permeable to Russian influence.

Finally, Barzhansky resorted to blaming
the elites for a perceived linguistic «elitism,»
targeting A. Busuioc and M. Cimpoi, who were
proponents of Latin neologisms; he demagog-
ically claimed that these words were not “un-
derstood” by the people. His true goal was not
linguistic purity, but the discrediting of writ-
ers as an elite detached from the masses, using
a “foreign” language to promote “bourgeois”
interests. In essence, Barzhansky emphasized
that the Cyrillic alphabet and Russianisms were
mandatory ideological markers, and the strug-
gle to purify the language and adopt Latin neol-
ogisms was perceived as a direct threat to Soviet
control in the MSSR.

Varticean’s discourse focused on the log-
ical and ideological rejection of the demands,
transforming the system’s flaws into points of
pride. He dismissed the idea of returning to the
Latin alphabet by invoking the lack of an abso-
lute normative basis, stressing that “nowhere
is it written” that a people of Romance origin
must necessarily write with the Latin alphabet.
The subtext of his argument was political, not
linguistic; by ignoring the natural and histor-
ical character of the Latin script, he suggested
that as long as there was no superior directive
from the Party in Moscow, there was no obli-
gation to change the orthography - a position
that reinforced his conviction that the authori-
ties would not accept such a change. The most
significant part of his speech was the glorifica-
tion of Russification as a Soviet opportunity,
a personal acknowledgement followed by an

ideological justification. In response to a ques-
tion regarding the blame for a child studying
in a Russian school despite having Moldavian
parents, Varticean admitted this was his own
case but went further, asserting that he felt no
inconvenience from this situation, but was, on
the contrary, proud [7, f. 128]. This declaration
served as a panegyric to the policy of Russifica-
tion, presenting it not as a loss, but as a gain and
an opportunity provided by the Soviet system.
Through this personal testimony, Varticean
attempted to legitimize the idea that forced bi-
lingualism did not harm identity but provided
access to Russian culture and, implicitly, to the
benefits of the Soviet system. He sought to offer
a model of a loyal intellectual who had totally
accepted the Party line, even at the sacrifice of
his mother tongue. In essence, Varticean em-
ployed a discourse of absolute loyalty to reject
national demands, arguing that linguistic prob-
lems were not errors to be corrected, but rather
benefits to be glorified within the Soviet model.

The poet Grigore Vieru’s rebuttal addressed
to Barjansky at the 1965 Writers’ Congress
constituted an extremely harsh and personal
intervention, one that transformed linguistic
criticism into a mechanism for defending the
dignity of the youth and the people against the
Party elites. Vieru sought to emphasize that the
writer’s task is profoundly social and linguistic,
rather than ideological, turning a debate over
neologisms and Russianisms into a question of
accessibility and identity. Through the concrete
example of the Russian term spefovka versus the
correct term salopetd (overalls), he demonstrat-
ed that youth in agricultural and industrial sec-
tors were being alienated from their own litera-
ture due to the corruption of language promoted
by the Party. He thus suggested that writers are
the ones who must correct and normalize the
language, rather than passively accepting bar-
barisms. Addressing Barjansky, Vieru directly
accused him of demagoguery and of exploiting
the people for political gain, suggesting that the
Party and its ideologues used “the people” as a
pretext to maintain their grip on power while, in
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Vieru’s intervention acquired a potent emo-
tional and political significance because it at-
tacked not only Barjansky’s ideology but also his
morality. The poet legitimized the youth’s right
to an opinion by publicly invoking their shared
suffering and national sacrifices under the Soviet
regime, explicitly mentioning the young people
“who were left without parents, killed in the war”
and who “in 1946-1947 fed themselves with pig-
weed and orache” (a direct reference to the or-
ganized famine). With the final phrase, “these
young people know better than you what ‘the
people’ means”, Vieru achieved a symbolic rever-
sal of power, denying the Party (represented by
Barjansky) the moral authority to speak on be-
half of the populace [1, p. 82]. This intervention
was a declaration of moral independence, show-
ing that writers no longer accepted the Party’s
monopoly on truth. Within the context of the
Congress, dominated by collective courage, Vi-
eru’s rebuttal served as a catalyst, transforming
linguistic dissatisfaction into a direct moral and
historical indictment of the regime.

The fact that only Yuri Barjansky and Iosif
Varticean trenchantly defended the Commu-
nist Party line against the wave of demands for
the Latin alphabet and linguistic purity — while
other high-ranking officials present remained
largely silent - reveals a complex shift in the dy-
namics of power and fear within the post-Sta-
linist context.

The absence of strong retorts from the ma-
jority of the present Party leadership, includ-
ing those from the Central Committee of the
Communist Party of Moldavia (CPM), can be
understood through three interconnected fac-
tors. First, the geopolitical dilemma created by
Romania’s policy of distancing itself from Mos-
cow made any excessively harsh or immediate
reaction against demands for the Latin alphabet
potentially look like a lack of cultural sovereign-
ty for the Socialist Republic, in contrast to Ro-
mania’s tacitly recognized autonomy. Second,
the ideological strategy of the “Thaw” necessi-
tated caution; as the Congress took place during
the relative period of liberalization following
Khrushchev, a brutal intervention would have

contradicted the image of openness and “so-
cialist democracy® the Party sought to project.
Leaders, mindful of the presence of delegates
from the USSR and other republics, preferred
not to escalate the conflict in situ - that is, in
public - choosing instead to let repression occur
later through internal channels. Finally, the ele-
ment of surprise and the scale of courage played
a role; the Party did not expect the demands to
be so coordinated, open, and supported by such
a broad mass of intellectuals, and thus preferred
not to validate the legitimacy of this “affront”
through a public response.

In this context, Yuri Barjansky and Iosif
Varticean were not mere participants; rather,
they acted as the mouthpieces and enforcers
of the Party’s hardline stance. They took upon
themselves the task of publicly reaffirming that
the ideological monopoly belonged to the Party
and that any demand leaning toward “Romani-
anism” or “bourgeois nationalism” was strictly
unacceptable. Barjansky’s attack on Mihai Ci-
mpoi — who was accused of reading “Romanian
newspapers’ — represented a calculated attempt
at public intimidation and character assassina-
tion. Their position should be understood as a
loyal fulfillment of their Party duty, typical of
ideologues who, sensing the risk of losing cul-
tural control, intervened to symbolically draw a
red line. By doing so, they communicated offi-
cial dissent even before formal repressive meas-
ures were finalized and implemented.

Party Repression and the Genesis of the
National Agenda. The 1965 Writers’ Congress
of the MSSR marked an overt ideological rup-
ture, representing the first post-war collective
defiance by the intelligentsia against the Mol-
davian Communist Party (MCP) regarding
national identity and language. Although this
“sensation that we could speak” was short-
lived, it exposed the flagrant failure of Soviet
Moldovenism.

The immediate aftermath was character-
ized by a furious campaign of repression led by
the MCP leader, Ivan Bodiul. His reaction was
swift, harsh, and coordinated across multiple
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levels to restore total ideological control and
annihilate the movement. Bodiul promptly ini-
tiated a campaign of combat and intimidation,
employing demagogic arguments to revalidate
Soviet founding myths. The writers’ demands
were labeled “retrograde dispositions” and “na-
tionalist tendencies”, attributed to “political il-
literacy” and “narrow horizons”, thereby politi-
cally delegitimizing the opposition.

Bodiul utilized a specific rhetoric to crim-
inalize cultural opposition, asserting that the
demand for a transition to the Latin alphabet
was not a phonetic issue, but rather an attempt
to “isolate [Moldavia] from the Russian people”
and an “orientation toward the West”, thus con-
solidating the accusation of ideological treason.
He denied a shared identity, maintaining the
thesis that the “Moldavian state” and “Moldavi-
an language” predated the modern Romanian
state and language, invalidating any rapproche-
ment between the MSSR and Romania. Fur-
thermore, Bodiul branded literary Romanian as
a “bourgeois artifice” riddled with “Frenchified”
neologisms, paving the way for the legitimiza-
tion of Russianisms as a “distinct historical and
cultural process” inherent to the Moldavian
language [8, f. 75].

The regime’s reaction materialized prompt-
ly: in direct response to sharp interpellations
(such as that of Petre Osmotescu), Ivan Bodiul
conducted a working visit to the Polytechnic
Institute on November 16, 1965 - a gesture in-
tended as a nuanced warning to the entire in-
telligentsia. Moreover, the Party Assembly of
the Writers’ Union was convened at the express
direction of the Presidium of the Central Com-
mittee of the CPSU, with the explicit mission to
“cauterize” nationalist tendencies and eliminate
any pockets of liberalism. Although it was a
symptom of an awakening national conscious-
ness, the 1965 Congress actually marked the
end of illusions regarding an authentic cultural
“thaw”; the authorities” brutal reaction defini-
tively consolidated the line of instrumentalist
Moldovenism.

In the ensuing period, the issues raised by
the writers were transformed into litmus tests

for political loyalty. The Communist Party re-
alized that the intellectuals’ agenda attacked
the very state legitimacy of the MSSR, leading
to a radical ideological simplification. Thus, the
request to return to the Latin alphabet was no
longer interpreted as a mere graphic preference,
but as an act of treason. The stakes were clear:
accept the Soviet-Moldavian identity or be labe-
led a dangerous Romanian nationalist. Similar-
ly, the plea to purge the language of Russianisms
ceased to be a stylistic desire and became a test
of adherence to the dogma of the “friendship of
peoples” and the civilizing role of the Russian
language.

One’s position regarding these “tests” im-
placably determined their professional fate.
Public support for official theses brought priv-
ileges and positions, while fidelity to the ideas
expressed in 1965 drew marginalization, con-
stant KGB surveillance, and social exclusion.
Through this control mechanism, the MCP
managed to impose an absolute taboo on Ro-
manian identity — a state of affairs that would
persist until the onset of Perestroika.

However, the Party’s arsenal of control was
not limited to coercion; it included a cynical
strategy of material co-optation. Aware of the
danger posed by a solitary intelligentsia, the au-
thorities issued a resolution on December 13,
1965, titled On the Grave Shortcomings in the
Preparation and Conduct of the Third Congress
of the Writers of Moldavia [6, f. 24]. Beyond
official criticism, this document provided for
substantial privileges for writers, with the un-
declared goal of neutralizing their critical spirit
by subsidizing personal comfort.

The establishment of “creation houses” the
distribution of apartments, the allocation of au-
tomobiles, and the granting of honorary titles
became tools for “taming” the guild. By trans-
forming the creator into a beneficiary of the
system, the regime sought to substitute national
consciousness with social comfort, effectively
erecting a “golden cage” around potential opin-
ion leaders. This method of institutionalized
corruption succeeded in fragmenting the uni-
ty of the writers, forcing many intellectuals to
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choose between remunerated silence and the
risks of professional marginalization.

Historical Legacy: The Seeds of Liberty.
Beyond these measures of control and material
co-optation, the profound impact of the 1965
Congress was pedagogical and identitarian, far
transcending the scope of a mere professional
gathering. Through the courage of the speak-
ers, this literary forum functioned as a space
of revelation, offering the intelligentsia — and,
above all, the youth - a rare opportunity to re-
discover the authentic nature of their language
and the depth of their historical heritage. In an
environment dominated by ideological distor-
tions, the event became an essential catalyst for
self-awareness, granting new generations the
possibility to understand their true identity, be-
yond the artificial constructs of the Soviet “New
Man”

Equally, the virulent reaction of the author-
ities betrayed a profound vulnerability within
the system. The regime felt a genuine fear in
the face of evidence that its entire identity pro-
ject — built upon cultural isolation and the in-
vention of a hybrid identity - was in danger of
collapsing under the pressure of historical truth
spoken publicly. This realization of the fragility
of its own dogmas forced the power apparatus
to resort to the dual arsenal of repression and
corruption. However, the effort to “contain the
outbreak” by subsidizing personal comfort only
served to confirm the perceived danger of the
ideas launched from the podium.

Although it did not generate an immedi-
ate liberation, the Congress provided hope and,

more importantly, a veritable program of action
for the future. All the foundational pillars of the
National Renaissance Movement of 1988-1989
- the Latin alphabet, the purification of the
language, and cultural unity with the Roma-
nian space — were first articulated publicly in
1965. Consequently, the youth who resumed
the struggle in the late 1980s did not have to
invent a new agenda; they adopted and carried
forward the identitarian program that had been
forced underground by the pressure of Bodiu-
list repression. This proved that the seeds of lib-
erty, once planted, could no longer be uprooted
from the collective consciousness.
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The “Romanul” Newspaper (1846-1848) - An Enigma in the History of the Bessarabian Press

Abstract. The present research analyzes the attempt to publish the newspaper “Roméanul” (The Romanian)
in Chisinau between 1846 and 1848, a pioneering moment in the history of the Bessarabian press and an early
manifestation of modern national consciousness. The study demonstrates that this editorial project was not an
isolated incident, but rather an expression of the Bessarabian elites” synchronization with the political program of
the 1848 Generation (pasoptistii) from the Romanian Principalities. Although the formal request was submitted
by the Russian nobleman Alexandr Mishchenko and the Armenian printer Akim Popov, their loyalist profile and
the broader context of the era confirm the hypothesis — originally formulated by Alexandru Boldur - that they
acted as intermediaries for a group of Romanian nobles motivated by a desire for identity assertion. The title of
the publication, “Romanul”, constituted an explicit political manifesto, abandoning regionalisms in favor of a
unitary ethnonym, in full consonance with the vision promoted by landmark publications such as “Dacia Liter-
ard” or “Magazin istoric pentru Dacia”. This unionist orientation was foreshadowed by the petitionary offensive
of the Bessarabian nobility (represented by figures such as Sturza or Dumitriu) who, in the early 1840s, demanded
from the Tsarist authorities the right to education in their mother tongue and even the extension of the adminis-
trative reforms from the Principalities (The Organic Regulation) to Bessarabia.
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Ziarul ,Roménul” (1846-1848) - 0 enigma a istoriei presei din Basarabia

Rezumat. Cercetarea de fati analizeazi tentativa de editare a ziarului ,,Romanul” la Chisindu intre anii 1846
si 1848, un moment de pionierat in istoria presei basarabene si o manifestare timpurie a constiintei nationale
moderne. Studiul demonstreazé cd acest proiect editorial nu a fost un incident izolat, ci o expresie a unor elite
basarabene sincronizate cu programul generatiei pasoptiste din Principatele Roméane. Desi cererea a fost inaintata
formal de cétre nobilul rus Alexandr Miscenko si tipograful armean Akim Popov, profilul loialist al acestora si
contextul epocii confirma ipoteza, formulatd de Alexandru Boldur, ca acestia au actionat ca interpusi pentru un
grup de nobili roméni, motivati de dorinta de afirmare identitara. Titlul publicatiei, ,Roméanul’, constituia un
manifest politic explicit, abandonand regionalismele in favoarea etnonimului unitar, in deplind consonantd cu
viziunea promovata de publicatii precum ,,Dacia Literard” sau ,,Magazin istoric pentru Dacia”. Aceastd orientare
unionista a fost prefigurata de ofensiva petitionard a nobilimii basarabene (reprezentata de figuri precum Sturza
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Introduction. The initiative to publish the
newspaper “Romanul” in Chisindu between
1846 and 1848 constitutes a fascinating enig-
ma and a remarkable premiere in the history of
the Romanian press. Although, at first glance,
the project appears to be an isolated cultural
endeavor in a peripheral province of the Rus-
sian Empire, a rigorous analysis of archival doc-
uments reveals a much more complex reality.
While documentary sources now allow us to
establish a solid factual framework for the local
context in Bessarabia, the ideological substra-
tum and the profound political significance of
the chosen name can only be fully deciphered
by referencing the space across the Prut River.

Thus, the genesis of this project cannot be
separated from the intellectual effervescence in
the Romanian Principalities, which undeniably
generated the vision and terminology proposed
by the petitioners. The projected publication
was not a mere editorial appearance, but a man-
ifesto of national synchronization, representing
a bridge between the aspirations of certain Bes-
sarabian intellectuals and the political program
of the 1848 Generation from the Romanian
Principalities. The present study aims to explore
precisely this interdependence, decoding the
significance of an action that, under the guise
of administrative loyalty, concealed a profound
claim to identity.

Historiographical Landmarks. The pioneer
of research regarding this initiative was Alexand-
ru Boldur, who, in a 1937 article, pointed out the
desire of certain Bessarabian boyars to edit the
newspaper “Roménul” in Chisindu on the eve
of 1848. According to him, the request had been
submitted to the Russian government through
the intermediary of the printer Akim Popov but
was rejected [1, p. 13]. Analyzing these state-
ments, we note that Boldur did not correctly date
the endeavor - a confusion explainable by the in-
sufficient documentary base available to him at
the time. Although he does not cite his sources, it
is likely that the historian relied on the only doc-
ument then available in the Chisinau archives: a
letter from the Regional Council dated January

24, 1848. This document did indeed mention
Popov’s request, but it dated from October 1847,
not 1848. Furthermore, the lack of access to Rus-
sian archives prevented Boldur from discovering
that this was, in fact, the second request, not the
first. On the other hand, the scholar correctly in-
tuited that the true initiators were not the offi-
cial signatories, but a group of local boyars, with
Popov serving only as a legal interface. However,
likely considering the hypothesis self-evident,
Boldur did not provide the necessary arguments
to support this interesting assumption.

This task fell to recent historiography: in
2008, the author of the present study published,
for the first time, the full set of documents re-
garding the editorial project conceived in Bes-
sarabia in the 1840s. These consist of four acts
identified in the Russian State Historical Ar-
chive in Saint Petersburg [2, p. 22-31] and one
document from the National Archive of the Re-
public of Moldova [2, p. 26-27], the latter being,
incidentally, the only archival piece to which
Boldur had access during the interwar period.

New documentary evidence reveals that
there were, in reality, two distinct requests for
the authorization of the “Romanul” newspa-
per. The first, signed by the nobleman Alexan-
dr Mishchenko and the owner of the Chisinau
printing house, Akim Popov, was drafted in
the first half of 1846. The administrative path
of the request brings to light both the rigor and
the ambiguity of the Tsarist bureaucratic appa-
ratus: in August 1846, the Odessa Censorship
Committee forwarded the petition to the Main
Censorship Directorate in Saint Petersburg,
which, in September 1846, re-sent it to the at-
tention of the Governor-General of New Russia
and Bessarabia, Pavel Fyodorov [2, p. 28-29].
Although he held full authority to decide on pe-
riodicals in his jurisdiction, Fyodorov adopted
a tactic of evasion. He neither officially accept-
ed the proposal nor rejected it through a formal
act, opting instead for a prolonged administra-
tive “silence”, leaving the project in a state of le-
gal uncertainty [2, p. 28-29].

Despite the lack of an initial response, ef-
forts to authorize the publication continued. A
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second request, signed this time only by Akim
Popov, was submitted to the Regional Council
of Bessarabia in October 1847. From the data
collected by this executive body, it appears
that the Governor-General had not complete-
ly ignored the previous 1846 endeavor but had,
nonetheless, requested a consultative opinion
from the authorities in Chisinau.

The local reaction was surprisingly prag-
matic and favorable: in November 1847, the
Regional Council communicated its agreement
to the Governor-General for the publication
of “Romanul”. The only condition imposed
was that the new publication also ensure the
dissemination of “official local news” until the
potential establishment of a regional bulletin.
This positive endorsement was reconfirmed by
the letter of January 24, 1848, through which
the Council reported to the Military Governor
of Bessarabia (the same Pavel Fyodorov who,
in November 1847, exercised the function of
ad-interim Governor-General) both Popov’s
new memorandum and the favorable decision
from the previous autumn [2, p. 26-27]. Never-
theless, the decision-making mechanism stalled
again at the Governor-General’s level. At the
end of 1848, the Main Censorship Directorate
in Saint Petersburg was forced to note that, de-
spite the complete documentation sent to Fyo-
dorov, “no response has followed so far in this
matter” [2, p. 26-27].

This documentation, brought to light
in 2008, was subsequently utilized by Maria
Danilov in a 2012 work. Republishing these
acts, the researcher decoded the initiative of
A. Mishchenko and A. Popov as “telling ev-
idence of the existence in Bessarabia, in the
mid-19th century, of a national consciousness
among Bessarabian Romanians” emphasizing
their constant tendency toward asserting their
own identity values [3, p. 32].

M. Danilov’s analysis builds upon A. Bol-
dur’s idea regarding Popov’s role as an interme-
diary, although without explicitly mentioning
the renowned historian’s authorship of this the-
sis. According to the researcher, Mishchenko
and Popov served as “cover before the censor-

ship bodies” for the group of noble initiators —
a practice, moreover, common in the imperial
journalism of the era [3, p. 27]. This strategy was
also dictated by local technical realities: Popov’s
printing house was the only one in Chisindu
equipped with the necessary characters for Ro-
manian printing. Thus, delegating the initiative
to these proxies is interpreted as a deliberate at-
tempt to avoid a direct confrontation with the
censorship authorities [3, p. 29, 32].

While M. Danilov’s arguments explain the
technical mechanism of the efforts made to reg-
ister the publication, they remain insufficient
to exhaust the profound significance of the
Romanian boyars’ gesture. Firstly, beyond the
necessity of employing intermediaries, a funda-
mental question remains: why, from a political
and identity-based perspective, can Mishchen-
ko and Popov not be considered the de facto
authors of the endeavor? Secondly, M. Danilov
restricts the causes for the Russian Imperial of-
ficials’ rejection of the project to strictly internal
factors, citing the coincidence with the “terror
of reaction” (1848-1855) and the establishment
of the “April 2 Committee” led by Count D. Bu-
turlin [3, p. 32]. However, this lens limits the
understanding of the phenomenon by ignoring
the organic interdependence between the pro-
ject to publish the “Roménul” newspaper and
the political and national-cultural effervescence
of the 1830s and 1840s in the Romanian Princi-
palities. Indeed, it is precisely this cross-border
context that provides the key to deciphering the
imperial officials’ significant “silence” toward
the initiative of the Bessarabian boyars.

In the following pages, drawing upon the
aforementioned documents and historiograph-
ical approaches, as well as recent research on
Russian Imperial policies in Bessarabia, we aim
to analyze the 1846 initiative from an integra-
tive perspective that necessarily includes the
context of the Romanian Principalities. The
central objectives of this study focus on deci-
phering the significance of the newspaper title
“Roménul” and its intrinsic link to the political
profile of the real initiators. At the same time,
we will analyze the influence of the cultural and
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national processes from across the Prut on the
mentality of the Bessarabian nobility, reflected
in the increased interest in youth education and
indigenous cultural development. Finally, we
will highlight the profound causes that led to
the rejection of this editorial project by the im-
perial authorities, going beyond mere adminis-
trative formalism.

The Incompatibility of the Signatories’
Profile with the Spirit of the “Roménul”
Newspaper: The Contradiction Between Na-
tional Identity and Russian Imperial Inter-
ests. An analysis of the authorization process for
the newspaper “Romanul” highlights, from the
very first reading, a fundamental contradiction.
In a context where the Tsarist authorities were
intensely promoting Russification policies, two
petitioners who did not belong to the majority
ethnic group - the Russian nobleman Alexandr
Mishchenko and the Armenian printing house
owner Akim Popov - were requesting permis-
sion to publish a newspaper with an extremely
suggestive national title [4, f. 1-1v]. Such a name,
which encapsulated the political program of the
unionists in the Principalities and came into di-
rect conflict with imperial interests, clearly indi-
cates that Mishchenko and Popov were not the
actual authors of the project.

This striking discrepancy between the un-
ionist title and the profile of the two signatories,
who were characterized by unquestionable loy-
alty to the regime, confirms Alexandru Boldur’s
hypothesis: the two acted merely as intermedi-
aries. It is evident that they agreed to endorse
the idea of certain Romanian boyars, who were
aware of the title’s political weight, being mo-
tivated primarily by material interests. On the
other hand, the simple ethnonym “Romanian”
(Roman) did not arouse immediate suspicion
among officials in Chisinau or Saint Petersburg,
as they recognized the ethnic and linguistic uni-
ty of the population on both banks of the Prut
as an obvious fact. The “subversive” significance
of the term was only perceived later, during the
revolutionary climate of 1848, by the political
strategists of the Russian Empire, whose mission

was to isolate Bessarabia from influences from
across the Prut. This explains why, initially, the
title was accepted without objection by the Re-
gional Council of Bessarabia and the censorship
committees in Odessa and Saint Petersburg.

Furthermore, the biographical paths of the
two signatories confirm a total lack of affini-
ty with Romanian national ideas. The de facto
initiators strategically relied on the “capital of
trust” held by Akim Popov, who had obtained
the right to print in Russian, French, and Ro-
manian as early as 1842, demonstrating impec-
cable political loyalty to the authorities. More-
over, in 1846, both protagonists easily obtained
loyalty certificates from the Marshal of the
Nobility and the police authorities [4, f. 1-1v].
Consequently, a rigorous analysis of Mishchen-
ko’s and Popov’s political profiles leads to the
conclusion that they could not have been con-
scious adherents of Romanian national unity
and, by extension, were not the de facto authors
of the proposal to edit the “Roménul” newspa-
per. From this perspective, Boldur’s hypothesis
regarding the existence of shadow initiators and
the role of the two signatories as proxies is not
only plausible but follows logically from the
corroboration of two fundamental elements:
the profound political significance of the title
and the administrative psychology of the impe-
rial officials in Bessarabia.

Once it is established that Mishchenko and
Popov represented only the legal screen for a
segment of the local Romanian elite, it becomes
imperative to explore the ideological origins
of this endeavor. This editorial “enigma” from
Chisindu ceases to be an isolated incident when
placed within the intellectual climate across the
Prut, where national terminology was begin-
ning to defy the political barriers imposed by
the great empires.

The Historical Context in the Romani-
an Principalities: From ,Dacia Literara” in
Iasi to ,Romanul” in Chisindu. The decision
to request the publication of a newspaper enti-
tled “Romanul” in Chisindu in 1846 cannot be
correctly understood without an analysis of the
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ideological effervescence that dominated the
Romanian Principalities in the period leading
up to the 1848 Revolution. Far from being an
isolated event, the initiative in Bessarabia ap-
pears as a direct emanation of the national ideas
intensely circulated in Moldavia and Wallachia.

Indeed, the 1840-1846 interval marked an
acceleration in the crystallization of nation-
al consciousness. The intellectual elite - lat-
er known as the 1848 Generation (generatia
pasoptistd) - succeeded in transforming literary
salons and cultural publications into genuine
platforms for political preparation. Young intel-
lectuals, many of them trained in European uni-
versity centers, proceeded to structure clandes-
tine organizations with explicit political goals.

In Wallachia, for instance, the founding
of the “Fratia” (Brotherhood) society in 1843
by Nicolae Bélcescu, Ion Ghica, and C.A. Ro-
setti demonstrated that the idea of unified po-
litical action had already become a structured
doctrine, aimed at preparing the revolution
and achieving union. In parallel, in Moldavia,
the “Asociatia Literard” (Literary Association,
1845), led by Mihail Kogélniceanu, functioned
as a screen for intense national debates under
the guise of cultural development, thereby pre-
paring the ideological ground for the events to
follow [5, p. 40-110], [6, p. 80-150].

Viewed through this lens, the choice of the
title “Roméanul” in Chisindu in 1846 ceases to be
a mere neutral editorial option and becomes an
explicit political manifesto. By using the ethno-
nym “Romanian” (“Roman”) - to the detriment
of regionalisms such as “Moldavian” (moldo-
vean) or “Wallachian” (valah) - the initiators
symbolically asserted the unity of all Romanian
speakers, defying the borders imposed by the
neighboring great empires.

This terminological shift was not accidental;
itreflected a fundamental paradigm shift operat-
ed by the core of the national movement, which
had begun to employ terms capable of evoking
historical unity. An eloquent example is the
magazine “Dacia Literara” (1840, Iasi), where
Mihail Kogélniceanu established a national lit-
erary program under a title that placed the con-

cept of the nation under a protective “historical
shield”. Other landmark publications followed
this same symbolic logic, such as “Propasirea”
(Progress, 1844, Iasi), reflecting the imperative
of modernization, or “Magazin istoric pentru
Dacia” (Historical Magazine for Dacia, 1845),
edited by Nicolae Balcescu and A. Treboniu
Laurian. The latter, by placing historiography
under the sign of “Dacia”, constantly consolidat-
ed the concept of a unified nation in the public
consciousness [7, p. 180-240], [8, p. 25-65].

Therefore, the attempt to print a newspa-
per called “Romanul” in Chisindu demonstrates
that the Bessarabian initiators were deeply syn-
chronized with the unionist terminology circu-
lated by the elite in the Principalities. Adopting
a title that had become synonymous with the
political program of the 1848 Generation repre-
sented the assumption of a vision that directly
contravened the Russification policy promot-
ed by the Russian Empire. Moreover, this en-
deavor constitutes a remarkable act of cultural
pioneering, preceding by more than a decade
the appearance of the first publication with the
same name in the Principalities, which would
only see the light of print in Bucharest in 1857
[9, p. 370].

Echoes in Bessarabia of Ideas and Events
from the Romanian Principalities. Within
this landscape of ideological effervescence, the
initiative to print a newspaper in Chisindu that
emphasized - starting with its very title — the
ethno-linguistic and cultural unity of the Ro-
manians appears as a natural endeavor by a
group of Bessarabian nobles and intellectuals.
This conclusion is not a mere deduction but
emerges from the internal logic of the Roma-
nian nobility’s behavior at the time. Influenced
by the consolidation of national sentiment in
the Principalities between 1830 and 1840, the
local elite began addressing a series of concrete
proposals to the Tsarist authorities, aiming at
improving the teaching and acquisition of their
mother tongue [10, p. 69-70].

Far from being isolated actions, these re-
quests submitted “in the name of the entire

DIALOGICA nr. 1, 2026

E-ISSN 1857-2537

N



distinguished nobility” systematically criticized
the shortcomings of the imperial education sys-
tem. A relevant moment in this regard occurred
on November 30, 1839, when the Marshal of the
Nobility of Bessarabia, Egor Dumitriu, point-
ed out to the trustee of the Odessa education-
al district, Dmitri Knyazhevich, that the study
of the mother tongue at the county school and
the gymnasium in Chisinau did not meet “our
expectations”. Dumitriu’s diagnosis was precise:
the unsatisfactory level of education was due to
an acute shortage of teaching staff and biblio-
graphic materials.

The solution proposed by the Marshal,
however, was of subtle political importance:
he requested not only the selection of trained
teachers but also the direct ordering from the
Romanian Principalities of “grammars, lexi-
cons, reading books, and Bibles”. Furthermore,
to ensure long-term cultural autonomy, he re-
quested the possibility that new editions be
printed right at the printing house in Chisinau
[11, p. 80-81].

Such constant pressure on the authorities
continued in the following years, forcing the
administration to recognize the realities on the
ground. Thus, on April 29, 1841, the ad-inter-
im trustee of the Odessa district reported to the
Minister of Public Instruction regarding the re-
quest of the director of Bessarabian schools, Ne-
lidov, to travel to Iasi and Cernduti to procure
textbooks. The acknowledgment that teaching
materials for the “Moldavian language” (Roma-
nian) had to be “subscribed from abroad” [11,
p. 83-84] implicitly confirmed Bessarabia’s be-
longing to the same Romanian cultural space,
despite imperial political barriers. All these cul-
tural actions - from requesting textbooks from
the Principalities to the demand to print them
locally - constituted the necessary prelude to
the much bolder project of 1846: the “Roméanul”
newspaper.

Further Petitions and the Imperial Re-
sponse: Between Concession and Control.
These endeavors were reiterated with even
greater vigor on September 25, 1841. Based on

the minutes of a nobility assembly, Marshal
Sturza renewed the requests from the end of
the previous decade, denouncing the alarming-
ly low level of mother-tongue literacy among
Moldavian students at all educational levels.
This time, the demands took on a much more
pragmatic and firm tone: the nobility request-
ed the appointment of trustworthy teachers in
every county school and the ordering of neces-
sary stocks of textbooks directly from Moldavia
and Wallachia. Furthermore, the local elite de-
clared themselves willing to self-finance these
acquisitions from the landowners’ public funds,
even electing special deputies to provide the
government with any clarifications necessary to
fulfill this “entirely well-founded desire” of the
native youth [11, p. 86-88].

Beyond the strictly educational aspect, the
influence of political processes in the Principal-
ities began to be felt on a legislative level as well.
On March 6, 1841, the assembly of the nobility
took a bold step by requesting the extension to
Bessarabia of the Organic Regulation’s provi-
sions regarding peasants, which had been im-
plemented “among our brothers” since 1833.
Their argumentation, invoking ethno-cultural
unity, remains an extremely suggestive testi-
mony of the national consciousness of the era,
making direct reference to the existence of “the
same nation on both sides of the Prut” and the
“identity of ancient laws and customs” [12,
p. 216-217].

In this tense climate, the Tsarist author-
ities found themselves in a delicate position.
Although the seven-year term provided for the
acceptance of petitions in the Romanian lan-
guage was set to expire in 1843, the efferves-
cence in the Romanian Principalities forced
Saint Petersburg into a more conciliatory stance
to avoid local radicalization. Consequently, on
June 3, 1841, the Committee of Ministers of the
Russian Empire approved, under the Emperor’s
sanction, the purchase of textbooks from Iasi
and Cernaduti [11, p. 85].

However, the imperial openness was care-
fully controlled. Although in September 1842,
the Deputy Minister of Public Instruction,
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Count Shirinsky-Shikhmatov, accepted the
expansion of Romanian language teaching, he
limited the implementation of the measure.
Thus, instead of its presence in “every county
school”, as the nobility had requested, the gov-
ernment followed the proposal of the Regional
Council of Bessarabia to introduce the subject
only in the centers of Hotin and Balti [11, p. 94].
This “limited concession” clearly shows the au-
thorities” fear that mother-tongue instruction
might become a catalyst for a much broader
emancipation movement.

Therefore, the endeavor submitted by Al-
exandr Mishchenko and Akim Popov in 1846
fits organically into a much wider context: that
of the awakening interest of the Bessarabian
nobility and intelligentsia in language, school-
ing, and national culture. This programmatic
insistence of the local elite was not an isolated
phenomenon but a fundamental component of
the process of consolidating modern Romanian
identity, representing a direct echo of the polit-
ical and cultural movements in the Romanian
Principalities.

In conditions where both the local popula-
tion and the authorities of the Russian Empire
operated with the certainty of the ethno-cul-
tural unity of the Romanians on both banks of
the Prut, the request of the two petitioners was
perceived, in its initial stage, as a natural act. It
is precisely this neutral reception that explains
why the endeavor initially passed through all
administrative hierarchical levels without en-
countering resistance. The title of the newspa-
per, although laden with profound significance,
did not immediately trigger the censorship’s
alert mechanisms, being treated instead as a
legitimate editorial request within the cultural
landscape of the region.

The Significant Silence of Imperial Offi-
cials and the Proximity of the 1848 Romanian
Revolution. Although the request to edit the
newspaper “Roménul” fit harmoniously into
the favorable cultural climate created by the lo-
cal elite, the final fate of the endeavor was de-
cided not in Chisindu, but at the strategic level

of the Russian Empire. Here, the interests of
the censorship fatally intersected with the tense
political evolution in the Romanian Principali-
ties. Documents attest that by September 1846,
the file had already reached the capital of the
Russian Empire, at which point the head of the
Main Censorship Directorate in Saint Peters-
burg, Count Shirinsky-Shikhmatov, redirected
it to the ad-interim Governor-General of New
Russia and Bessarabia, Pavel Fyodorov. Ac-
cording to the Censorship Regulations, Fyodor-
ov was the sole authority invested with deciding
whether a publication with such a profile was
“expedient and useful” for the realities of the
region [4, f. 2-2v].

Despite the fact that the file remained pend-
ing for a period, on January 24, 1848, Akim
Popov renewed the request, forcing a response
from the authorities. It is remarkable that the
local executive body, the Regional Council of
Bessarabia, maintained a pragmatic vision, hav-
ing endorsed the endeavor as early as Novem-
ber 9, 1847. The Council’s officials considered
the admission of the newspaper not only possi-
ble but even useful, imposing only one technical
condition: the inclusion in its pages of “official
local news” until the potential establishment of
an official government bulletin [13, f. 1].

This attitude of the officials in Chisindu,
who accepted the title “Roménul” as a natural
fact and its publication as an administrative
necessity, is extremely revealing. It highlights
the high degree of recognition of the ethno-lin-
guistic and cultural unity of the Romanians in
Bessarabia with those in the Principalities - a
reality so evident at the local level that it did not
initially arouse political suspicion. However,
what appeared in Chisinau as a practical utili-
ty began to be perceived in Saint Petersburg as
an ideological danger, as the pre-revolutionary
echoes from Moldavia and Wallachia grew in-
creasingly resonant.

Notwithstanding the favorable endorse-
ment from the Regional Council of Bessarabia,
the ad-interim Governor-General, Pavel Fyo-
dorov, opted for a strategy of indefinite delay,
avoiding a clear response. Documents from
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December 15 and 29, 1848, from the Odessa
Censorship Committee and the Main Directo-
rate in Saint Petersburg confirm that, although
the endeavor had been transmitted to Fyodorov
since 1846, “no response has followed in this
matter” [4, f. 4-4v]. This prolonged “silence”
so discouraged the petitioners that they even-
tually requested only the return of the loyalty
certificates originally submitted with the file [4,
f. 4-4v].

Far from being a case of mere bureaucratic
negligence, the Governor-General’s tactical si-
lence between 1846 and 1848 constituted a sui
generis rejection of the project, marking an im-
minent and radical shift in Tsarist policy. The
reason for this attitude was not administrative
but eminently strategic-political in nature. The
context was critical: beginning in February
1848, Russian armies were already massed along
the Prut River, and by the summer of that same
year, they had invaded the Romanian Principal-
ities to suppress the revolutionary movements.
For Saint Petersburg, the 1848 Romanian Rev-
olution represented a major danger of “con-
tagion” for Bessarabia, in terms of both social
and, especially, national demands. In the eyes of
imperial strategists, authorizing the newspaper
“Roméanul” in Chisindu - viewed as an emana-
tion of the ideas of cultural and political unity
— would have meant the official sanctioning of
a vehicle for propagating unionism right within
the interior of the empire.

Conclusions. The research into the initi-
ative to publish the newspaper “Roménul” in
Chisindu (1846-1848) reveals that this project
was not merely a failed editorial endeavor, but
an act of cultural resistance and identity as-
sertion of major importance for the history of
Bessarabia. A corroborated analysis of archival
documents and the cross-border political con-
text leads to the following conclusions:

1. The choice of the title “Romanul” con-
stitutes indisputable proof of the Bessarabian
elite’s synchronization with the ideological ef-
fervescence in the Principalities. In an era when
the term “Romanian” was becoming synony-

mous with national unity and the political pro-
gram of the 1848 Generation, its use in Chisinau
represented a symbolic manifesto that defied
imposed regionalisms and imperial borders.

2. The discrepancy between the ethnic pro-
file of the official signatories (the Russian noble-
man A. Mishchenko and the Armenian printer
A. Popov) and the unionist weight of the title
confirms that the local Romanian nobility oper-
ated through intermediaries loyal to the regime
to elude the rigid mechanisms of censorship.
This tactic highlights the political maturity of
the actual initiators, who attempted to trans-
form an administrative necessity into a vehicle
for cultural emancipation.

3. The constant efforts to procure textbooks
from Iasi and Cernduti, coupled with the request
to publish this newspaper, demonstrate that for
Bessarabian society in the 1840s, the Prut River
did not constitute a cultural barrier. The organ-
ic interdependence between the nobility’s edu-
cational demands and the “Romanul” editorial
project attests to the existence of a vibrant na-
tional consciousness, capable of generating pro-
jects of pan-Romanian scope.

4. The project’s failure was not due to for-
mal flaws but was the result of a deliberate
political decision by Saint Petersburg. Gover-
nor-General Pavel Fyodorov’s “silence” was,
in essence, a strategic barrier raised against the
“contagion” of national and revolutionary ideas
from the Romanian Principalities. At a critical
moment when Russian armies were preparing
to suppress the 1848 emancipation movements
in the Principalities, authorizing a publication
that could have become the nucleus of union-
ism in Bessarabia was considered a direct threat
to imperial stability. Thus, the refusal, masked
as a lack of response, marked the end of a pe-
riod of limited concessions and the beginning
of a policy aimed at isolating the province from
Romanian national influences.

Ultimately, the enigma of the newspaper
“Romanul” confirms that Bessarabia in the
first half of the 19th century was not an inert
province, but a space connected to the great
currents of Romanian modernity. Although the
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publication never saw the light of print, its mere
projection remains a symbolic pillar of identity
continuity, demonstrating that the ideal of na-
tional unity long preceded the political achieve-
ments that followed.
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Directia guberniala a corpului independent de jandarmi din Basarabia vs. miscarea de emancipare
nationald a ucrainenilor, armenilor si polonezilor

Rezumat. In baza materialului documentar inedit, cules de citre autor in Arhiva Nationali a Republicii
Moldova, se intreprinde o incercare de a cerceta unele aspecte mai putin cunoscute pana in prezent despre supra-
vegherea si combaterea de catre Directia guberniala a Corpului independent de jandarmi din Basarabia miscarii
de emancipare nationald a ucrainenilor, armenilor si polonezilor basarabeni. La inceputul secolului XX, ucrai-
nenii erau a doua natiune, dupa numadrul de populatie, reprezentand 19,75% din intreaga populatie a Basarabiei.
Numeroasa era si diaspora armeani si polonezi. In toti acesti ani aceste popoare au pistrat limba, cultura, tradi-
tiile nationale. Datoritd acestui fapt, autoritatile ruse ii tratau cu suspiciune de separatism, expunandu-i asimilarii
fortate, deportarii, expulzarii, represaliilor si arestérilor reprezentantilor curentului national.

Cuvinte-cheie: Basarabia, jandarmi, nationalism, emancipare, arest.

Governmental Directorate of the Independent Gendarmi Corps of Bessarabia
Vs. the National Emancipation Movement of Ukrainians, Armenians and Poles

Abstract. Based on the unpublished documentary material, collected by the author in the National Archives
of the Republic of Moldova, an attempt is made to investigate some hitherto lesser-known aspects of the surveil-
lance and combating by the Governmental Directorate of the Independent Gendarmerie Corps of Bessarabia of
the national emancipation movement of Ukrainians, Armenians and Bessarabian Poles. At the beginning of the
20th century, Ukrainians were the second nation, by population, representing 19.75% of the entire population
of Bessarabia. The Armenian and Polish diasporas were also numerous. All these years, these peoples preserved
their language, culture, and national traditions. Due to this, the Russian authorities treated them with suspicion
of separatism, exposing them to forced assimilation, deportations, expulsions, reprisals, and arrests of represen-
tatives of the national current.

Keywords: Bessarabia, gendarmes, nationalism, emancipation, arrest.
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Introducere. Renasterea nationald roma-
neascd si problema ,eternd” evreiascd erau in
centrul atentiei a Directiei guberniale a Corpu-
lui Independent de jandarmi din Basarabia. To-
tusi, nu erau neglijate si alte miscari cu caracter
national, chiar daca se manifestau printr-o in-
tensitate mai mica in activitatea lor. Printre ast-
fel de miscari se numara si cele ale ucrainenilor,
armenilor si polonezilor basarabeni. Ucrainenii
constituiau al doilea, dupa marime, grup etnic
din regiune, numérand peste 382 de mii de oa-
meni, ceea ce constituia 19,75% din intreaga
populatie a Basarabiei [1, p. 493]. Comunitatea
armeneasca locald, desi putin numerica (1 503
de persoane in 1902, 1 552 de persoane in 1912)
(2, p. 184], era foarte influentd din punct de ve-
dere financiar si spiritual. Impunétoare era si
prezenta polonezilor, numarul cérora a crescut
pana la 11 696 in anul 1897, ceea ce constituia
0,6% din intreaga populatie a Basarabiei.

Rezultatele cercetarii: Combaterea mis-
cdrii nationale ucrainene de catre Corpului de
jandarmi in Basarabia. Miscarea de renastere
nationala a ucrainenilor, aparuta la sfarsitul se-
colului al XIX-lea in Galitia (Imperiul Aus-
tro-ungar), avand in calitate de parintele spiri-
tual pe Mihailo Hrusevski, era una eterogena,
ingloband in sine in jur de zece partide, grupuri
si miscari, de la cele sovine si antisemite pana la
marxiste, dar toate animate de idea unei Ucrai-
ne independente. Acest curent nu a ocolit si Ba-
sarabia unde, in pofida numeroasei populatiei
ucrainesti, ea nu se bucura de popularitate.

Primele semne a patrunderii ideilor natio-
nale ucrainesti in Basarabia sunt semnalate de
catre autoritdti in anul 1906 si atribuite Partidu-
lui Revolutionar Ucrainean si Uniunii social-de-
mocratice din Ucraina (,,Spilka”). In activitatea
Partidului Revolutionar Ucrainean, infiintat
in 1900, un rol important ii revenea organului
central de presd, ziarului ,Seleani” (,,Tarani”),
editat la Cernduti de citre Lev Kogut si la Lviv
de Mikola Hankevici. Unul din canalele princi-
pale de transportare clandestina a literaturii era
Hotinul, atent monitorizat de jandarmi. Pentru
a clarifica situatia, la Viena a fost trimis agentul

secret al Directiei, Leizer Grinberg (Isidor), care
a aflat ca din partea lui Mikola Hankevici in Ru-
sia este trimis un curier special, Vladimir Ghije-
vschi, carea avea sa preia la Hotin un important
lot de literaturd revolutionard. Ajuns la Hotin,
insotit discret de catre Leizer Grinberg (Isidor),
a preluat lotul de ziare ai partidului pentru a-1
transporta in continuare la Kiev. La Hotin, Vla-
dimir Ghijevschi a fost arestat, iar in locul lui
la Kiev s-a pornit agentul secret al jandarmilor
»Bastrai” (,Rapid”). Recunoscut la statia dupa
semne conventionale speciale (si-a sters fruntea
cu batista lui V. Ghijevschi), agentul ,Bastrai”
(»Rapid”) a fost intampinat si dus cu tot cu
marfa transportatd intr-o mosie de langa Kiev,
unde noaptea toti au fost arestati iar literatura
confiscata [3]. Traseul alternativ de introduce-
re ilegald a literaturii Partidului Revolutionar
Ucrainean trecea prin localitatile Toporauti si
Rarancea (Ridkivtsi) [4, f. 28]. In octombrie
1906, au fost semnalate legdturile medicului din
Soroca, Sklear si ale lui Volodea Grinberg din
Balti cu Uniunea social-democratica din Ucrai-
na (,,Spilka”) [5, f. 24]. In martie 1912, s-a ficut
remarcatd prezenta in Basarabia a Partidului
Ucrainean a socialistilor-revolutionari, mani-
festele caruia au fost gésite pe strazile localitatii
Rjavinti, tinutul Hotin [6, 12].

Alt centru de rdspandire a ideilor nationale
ucrainene a devenit, in 1913, orasul Balti, avind
ca promotor pe profesorul de canto din gimna-
ziile de fete si béieti din localitate, Kiril Tacenko.
Un patriot infocat, a organizat un cerc aflat sub
influenta ideilor Uniunii de eliberare a Ucrainei,
unei miscdri care cuprindea toate curentele in-
dependiste nationale si care a primit denumirea
neoficiald de ,.adepti ale lui Mazepa”. In activita-
tea cercului au fost atrasi: sora sa, Alexandra Ta-
cenko, Elena Matveiciuk-Tkaciuk (7, f. 13], Ana
Buhov, Beniamin Tiverovski, Moisei Kruti [8, f.
53]. Activitatea cercului se limita la plimbari in
afara orasului, acompaniate de cantece nationa-
le. Dar si aceste plimbari inofensive ingrijorau
autoritdtile care au fixat supravegherea secreta
asupra membrilor cercului [8, f. 11 verso].

Dupéd cum putem observa, din punct de
vedere operativ, in privinta miscarii nationale
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ucrainene, situatia era tinuta sub control, ma-
nifestdrile sale fiind limitate de unele activitati
razlete din nordul regiunii, in special la Hotin si
Balti. Restul teritoriului regiunii a ramas in afa-
ra influentei ideilor nationale, inclusiv in tinu-
turile cu populatia compacta ucraineana, cum
ar fi tinutul Ismail [7, f. 7 verso].

Situatia oarecum s-a schimbat odata cu in-
ceperea Primului Razboi Mondial. Vecindtatea
Cernautului, un important centru de miscare
nationald ucraineasca, aflat la cateva kilometri
de frontiera de stat, ingrijora autoritatile din ca-
drul sistemului de securitate. Situatia a devenit
cu adevarat critica cand serviciile de informatii
ale Imperiului Austro-ungar au luat sub protec-
tia sa Uniunea de eliberare a Ucrainei cu filiale-
le sale la Lviv si Cernauti. Conform informatiei
primite de la agentura secretd, Directia guber-
niala a Corpului Independent de jandarmi din
Basarabia era la curent cd, in noiembrie 1914,
in Basarabia, din Galitia era delegat unul din li-
derii Uniunii, Mikola Hankevici, cu scopul de
a desfasura propaganda antirusa si filoucrai-
neand, ajutand, in acest sens, comandamentul
austro-ungar [9, f. 7 verso]. Alt reprezentant al
miscarii (neidentificat) a fost trimis la Galati
unde s-a intalnit cu Grigorie Sova (agentul se-
cret ,Kriuk” - ,,Carlig”, pe numele sdu real Gri-
gori Kaliujnai) care si-a propus serviciile sale de
transportare a literaturii iredentiste din Galati
la Reni si de acolo la Odesa. Acest coridor clan-
destin a existat pand in primédvara anului 1915,
cand reprezentantul Uniunii la Galati a fost
arestat de autoritdtile romane si expulzat din
tara [10, p. 107].

Astfel, putem constata ca miscarea de re-
nastere nationald a ucrainenilor in Basarabia
avea un caracter embrionar, local si izolat, ne-
bucurandu-se de simpatii din partea populatiei
ucrainene din nordul si sudul Basarabiei. Uni-
cul cerc cu caracter national ucrainean a fost
atestat, incepand cu anul 1913 la Balti. Existenta
sa era de scurta durata, deoarece odata cu ares-
tarea de catre jandarmi in martie 1916 a con-
ducdtorului miscarii, Kiril Tacenko, activitatea
cercului a fost lichidata.

Combaterea miscarii nationale armenesti
de catre Corpului de jandarmi in Basarabia.
Dupa cum am si mentionat, prezenta in Basara-
bia a miscirii de eliberare nationald a armenilor,
bazatd pe comunitatea armeneascd locald, desi
putin numerica, dar influenta din punct de vede-
re financiar si spiritual, era destul de pronuntata.
Aici s-au ficut remarcate doud ramuri ale mis-
carii, aparute la sfarsitul secolului al XIX-lea -
Partidul social-democrat Hunchakian (Clopotul)
si Federatia revolutionara armeand (Dasnaktuti-
un). Ambele partide militau pentru renasterea
statalitdtii armenesti prin revolutie, revolte ar-
mate si acte teroriste individuale. Specific pentru
regiune era lipsa unei structuri organizatorice
a miscdrii, ea fiind reprezentanta de activitatea
unor emisari veniti in regiune din partea organe-
lor centrale ai partidelor si existenta unor simpa-
tizanti din randul armenilor locali, care contri-
buiau financiar, fie benevol, fie prin impunere, la
sustinerea financiard a miscarii.

Primul caz de acest fel a fost semnalat de
jandarmi, in vara anului 1905, cand la Chisinau
au fost delegati doi membrii ai Partidul soci-
al-democrat Hunchakian (Clopotul), cunoscuti
jandarmilor sub numele fictive de Akop Griku-
rov si Armen Vartonean, imputerniciti cu co-
lectarea ,banilor pentru inarmarea Caucazului
pentru prevenirea pogromurilor armenesti’
[11, f. 29]. Sositi la Chisinau, au ficut legatu-
rda cu medicul dentist din localitate, Martiros
Markareanti, originar din satul Markari, plasa
Echmiadzin, toti fiind cunoscuti incd din Arme-
nia. La 3 august 1905 au venit tustrei, inarmati,
la nobilul de origine armeand Andrei Zaharian,
de la care au pretins 2 000 de ruble pentru ne-
voile partidului. In caz de refuz, au amenintat
cu pedeapsa revolutionara. Dupa aceea au vizi-
tat locuinta antreprenorului Sarkis Bucibeciuk,
cerand suma de 500 de ruble [11, f. 103] si au
trimis printr-un curier un mesaj mosierului din
localitatea Cineseuti, Oganovici, cu cererea de a
dona 2.050 de ruble, amenintand, in caz de re-
fuz, cu incendierea gospodariei [11, f. 16 verso].
Profitdnd de rdgazul acordat pentru colectarea
banilor, Andrei Zaharian a anuntat jandarmii,
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care la 5 august in persoana rotmistrului Vasi-
liev 1-au arestat pe Martiros Markareanti, restul
grupului, Akop Grikurov si Armen Vartonean
reusind sa fugd. Interogatoriul lui Martiros
Markareanti nu a dat rezultate, el refuzdnd sa
indice numele reale ai celor doi care asa si nu au
fost identificati. In urma probelor concludente,
Martiros Markareanti a fost eliberat pe cautiune
iar dosarul a fost clasat [11, f. 41]. Alta incercare
nereusita de a escroca bani in folosul miscarii
de eliberare nationala a armenilor a avut loc la
Chisinau in octombrie 1907, efectuatd de un
oarecare Mihotariant, venit din Armenia [12,
f. 537 verso]. Situatia se ingreuna pentru jan-
darmi din cauza unei tehnici conspirative per-
fecte de care dadeau dovada membrii partidului
Hunchakian si simpatiilor, de care ei se bucu-
rau in randul mosierilor armeni, in special din
nordul Basarabiei, cu precddere, in tinutul Balti
[12, f. 132]. Totusi, incercarea intreprinsa de ca-
tre Avanes Ghiulkandanian, medicul din Chisi-
nau, de a infiinta in vara anului 1908 un grup de
adepti, apartindnd Partidului social-democrat
Hunchakian nu a reusit din cauza interventiei
prompte a autoritatilor [13, f. 70].

In anul 1907 sunt atestate si primele menti-
uni de aparitie in regiune a emisarilor Federatiei
revolutionare armeane (Dasnaktutiun). Astfel,
la 1 august 1907 a fost retinut la Ismail membrul
Dasnaktutiun, cetateanul bulgar Ervan Nersesi-
ant [13, f. 537 verso], venit in Basarabia pentru
a stabili legdturi cu diaspora locald. Incercarea
esuata, se repetd in iunie 1911, cand membrul
organizatiei Dasnaktutiun din Constanta, Sar-
kisiant, este insarcinat cu misiunea de a trans-
porta ilegal din Galati pe teritoriul Basarabiei 15
mii de tuburi de cartus pentru pusca [14, f. 1].
Ingrijorati de fluxul mare de armament trans-
portat din Galati la Reni si de acolo in Caucaz,
autoritatile depun eforturi considerabile pentru
a deconspira reteaua de furnizare a armamen-
tului. Dupd mai multe incercari, Ajutorul sefu-
lui Directiei de jandarmi la punctul de frontiera
Reni, rotmistrul S. Raltevici, cunoscut si ca unul
dintre cei mai buni specialisti din domeniul fi-
lateliei in Rusia, reuseste sd racoleze in decem-

brie 1911 la Galati un colaborator secret care ii
oferea informatia privind ziua plecrii, destina-
tia si cantitatea armamentului transportat [6, f.
3]. S-a constatat ca de distribuirea ulterioara a
munitiei preluate, cét si a armelor de foc, unor
armeni care le transportau in Caucaz, se ocu-
pau armurierii Regimentelor 53 si 54 Infanterie
cu dispunere permanenta in Chisindu [14, f. 9].
Se pare cd jandarmii au musamalizat problema,
lichidand reteaua de furnizare a munitiilor fara
a starni valva si a trage la raspundere responsa-
bilii din cadrul armatei, carora li se subordonau
din punct de vedere institutional.

Dupa 1911, activitatea nationalistilor ar-
meni din sudul si nordul Basarabiei a fost pa-
ralizatd, pana in 1917, nefiind inregistrat niciun
caz din acest punct de vedere. Activitatea patri-
otilor armeni continua in mod sporadic doar
la Chisindu. Aceasta activitate era sustinuta
moral §i organizational de Biserica Apostolica
Armeana prin persoana arhiepiscopului eparhi-
ei, Noul Nahicevan si Basarabia, Nerses Hudo-
verdean. La 29 august 1911 agentii serviciului
de jandarmi au semnalat plecarea din Odesa la
Chisinau a doi membrii ai Comitetului Central
a Partidul social-democrat Hunchakian (,,Clo-
potul”), Aristokis Novbar si Constantin Spa-
doriant, monitorizati de doi agenti, ,,Kraskin”
si ,Davadov” [15, f. 11]. Sosind la Chisinau,
s-au cazat la hotelul ,,Pasaj” (ulterior ,,Bristol”),
efectuand doud vizite la consistoriul armenesc
si biserica armeneasca. A doua zi, 30 august, au
vizitat inca odata consistoriul si au primit vizita
la hotel a arhiepiscopului Nerses Hudoverdean
[15, f. 30]. Nu cunoastem despre ce au discutat
cei trei, dar tinind cont de durata intrevederii
(o ora si cincisprezece minute), cat si faptul ca
arhiepiscopul era in trecut retinut de autori-
tatile tariste si tinut sub supraveghere secreta,
putem sa deducem cd despre ajutorul logistic si
financiar acordat de citre biserica miscérii de
eliberarea armeneasca, cu atat mai mult, cd jan-
darmii il suspectau pe prelat cé ar fi conducato-
rul local al Partidului social-democrat Huncha-
kian (Clopotul) [16, . 49 verso], ceea ce pare a
fi putin probabil reiesind din doctrina marxista
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si ateistd a partidului. Insd, incd in anul 1914 el
era trecut pe lista jandarmilor in calitate de pre-
supus lider al sectiei regionale a Partidului soci-
al-democrat Hunchakian (Clopotul) [17, f. 257].

Astfel, putem constata cd desi miscarea de
eliberare nationald armeneascd se bucura de
simpatiile armenilor locali, ea se manifesta in
Basarabia destul de slab. In regiune a fost ates-
tata de catre organele de securitate prezenta a
doua partide de eliberare nationald, Hunchak
si Dasnaktiutun, actiunile cdrora erau strict
monitorizate de Directia de jandarmi. Apoge-
ul activitatii ambelor partide cade pe anul 1911,
dupa care ele dispar din vizorul atentiei a auto-
ritatilor politienesti.

Lupta Corpului de jandarmi in Basarabia
cu polonezi. Erau tensionate relatiile autoritati-
lor tariste cu polonezii, numarul cdrora a cres-
cut simtitor in urma celor trei impartiri a Polo-
niei (1772, 1793, 1795). Cochetirile initiale cu
polonezii s-au alterat cu represalii si inabusirea
violentd a revoltei din 1830-1831 si insurectiei
armate din 1863-1864. Polonezii erau priviti cu
suspiciune, ca un corp strain in cadrul impe-
riului, care daca nu poate fi extirpat si lichidat
(asimilat), trebuie sa fie izolat. Polonezilor era
interzisd ocuparea unor functii in stat, in special
in Corpul de jandarmi. Atitudinea ostild fatd de
acest popor cu trecutul istoric glorios nu putea
sa nu provoace ura polonezilor fatd de Imperiul
Rus si coagularea unei miscari de renastere nati-
onala, la care s-au raliat si polonezii din Basara-
bia. Prezenta polonezilor in Tara Moldovei era
una constantd si de lunga durata, ceea ce nu se
poate afirma si de partea sa estica, denumita de
rusi Basarabia. Conform cercetatoarei poloneze
Anna Skowronek, primele marturii documen-
tare despre prezenta polonezilor in regiune sunt
datate cu anul 1820 [18, p. 129]. In continuare
numadrul lor a crescut in urma migrarii din Po-
lonia dupa infrangerile suferite de polonezi in
Revolta din noiembrie (1830-1831) si Insurec-
tia din ianuarie (1863-1864) [18, p. 130]. In ast-
fel de imprejurdri, numarul lor a crescut pana la
11 696 in anul 1897, ceea ce constituia 0,6% din
intreaga populatie a Basarabiei [18, p. 134].

Multi polonezi stabiliti in Basarabia, dato-
rita gradului ridicat a culturii si instruirii, in-
deplineau diferite functii in cadrul sistemului
administrativ si institutiilor de stat fapt ce in-
grijora autoritatile din serviciile secrete. In mod
deosebit din acest punct de vedere se evidentia
ajutorul sefului Directiei guberniale a Corpu-
lui Independent de jandarmi din Basarabia in
tinuturile Ismail si Akkerman (Cetatea Albd),
rotmistrul Konstantin Kalinin. Acestui ofiter,
care a facut o carierad stréilucita in cadrul Corpu-
lui de jandarmi, promovat cu timpul, in grad de
general-maior si numit in fruntea Directiei de
jandarmi din guverndmantul Kazan, peste tot i
se ardtau conspiratii urzite de polonezi. Sovin
convins, in raportul sdu din anul 1893, adresat
sefului Directiei, colonelului Nikolai Mal4hin,
aducea la cunostintd cd in ambele tinuturi
majoritatea functiilor in sistemul administra-
tiv sunt ocupate de polonezi care se considera
mai presus decit elementul rusesc si intretin
legdturi stranse cu Polonia. Ba mai mult, dupa
pdrerea sa ei ingreuneaza procesul rusificrii a
tinuturilor si nu au ce cduta acolo, preferabil sa
fie transferati in alta parte a imperiului [19, . 38
verso]. Situatia similara s-a crea in opinia sa si
in Brigada de Gréniceri din Ismail, unde sunt
concentrati prea multi ofiteri polonezi si cato-
lici, comunicand intre dansii si polonezii din
oras. Acesti ofiteri {i trateaza pe colegii sai rusi
cu dispret, iar pe soldatii de origine poloneza -
indulgent [19, f. 46]. In anul urmator, 1894 in
zelul sau patriotic si agresiv, descoperd predo-
minare poloneza in Comisia tinutala de comba-
terea filoxerei, argumentand denuntul prin fap-
tul ca conducitorul ei, medicul Eismond, este
polonez si in pofida faptului cd este functionar
rus cunoaste rau limba rusa [20, f. 7 verso].

Situatia nu s-a schimbat nici dupa transfe-
rul sdu, in anul 1904, la Kazan, deoarece inlo-
cuitorul sdu, locotenentul-colonel Mihail Afa-
nasiev a mostenit de la el ura fata de polonezi
si zelul in rusificarea tinutului. Tinta atacurilor
sale a devenit comandamentul Brigazii nr. 22
Pazd Frontierei (Brigada de graniceri) din Is-
mail. Ani la rind bombarda Directia cu rapoar-
te alarmiste privind situatia critica creata acolo
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din cauza predominarii elementului polonez in
conducerea unitétii. De fapt aceste rapoarte mai
mult semanau a denunturi si barfe de mahala
culese de acest ofiter superior. Astfel, intr-un
raport de-al sau pe numele conducerii Direc-
tiei, denunta cd in perioada anilor 1904-1909
comandantul brigazii era colonelul Rogovski
care desi era rus de nationalitate era casatorit cu
o poloneza evlavioasd de credintd romano-ca-
tolica. Simultan, in brigadd activa in calitate de
loctiitor comandant al brigazii colonelul Ba-
ranowski, un polonez, in familia cdruia limba
de comunicare era cea polonezd [21, f. 136].
El era invinuit in simpatiile fatd de evrei con-
damnand pogromurile evreiesti din anii 1905-
1906. In opinia autorului raportului nici schim-
barea, in anul 1909, a comandantului acestei
mari unitdti, nu a ameliorat situatia, deoarece
comandantul nou, colonelul Bogdan Akko, era
polonez si catolic activ. In opinia jandarmului,
situatia se ingreuna prin faptul ca unul din fra-
tii comandantului era preot, parohul bisericii
romano-catolice a Corpului de Paji (Scoala de
elevi militari) din St. Petersburg. Entuziazmul
defaimator a colonelului M. Afanasiev era atét
de intens cd el nu se sinchiseste sd strecoare
in raport si barfe, afirmand ca conform unor
»vorbe”, loctiitorul nou al comandantului, co-
lonelul Tanuszewski, ar fi din polonezi renegati
care a trecut din catolicism la ortodoxie din
oportunism. In repulsie fatd de rusi era invi-
nuit comandantul raionului de frontierd nr. 1,
locotenent-colonelul Zanewski care urand pe
rusi ,persecuta pe subalternul sau, rotmistrul
Kazarinov, un rus ortodox” [21, f. 136 verso].
Totodata, mentiona cd Detasamentul de gréni-
ceri din Cahul era comandat de stab-rotmistrul
Tanuszewski, cel din Chilia - de rotmistrul Ku-
cewski, din Reni - de porucicul Walicizki si cel
din Valcov - de porucicul Pajus, toti de origine
poloneza [21, f. 139].

Situatia in brigada nu s-a imbunatatit, in
opinia jandarmului vigilent, nici in 1912, cand
ofiterilor mentionati mai sus s-au mai addugat
unii noi, tot polonezi, cum ar fi loctiitorul co-
mandantului brigazii colonelul Zdanowicz, co-
mandantul raionului de frontiera nr. 3, locote-

nentul-colonel Zanewski, porucicul Domoraczki
si medicul veterinar Gurski. Pericolul cel mai
mare venea, totusi, de la femei, care realizind
un plan ,diabolic” de corupere a elementului
rus-ortodox din randul ofiterilor, le influentau in
spiritul filopolon. In asa mod a fost pierdut pen-
tru cauza velicorusa comandantul flotilei fluviale
de graniceri, rotmistrul Kurpanov, influentat de
soacra sa, o poloneza si catolica infocata. Simila-
ra era situatia si in cazul loctiitorului sau, poruci-
cul Erin, casétorit cu Claudia Lewicki, poloneza
si catolicd activa [22, f. 34].

Astfel, putem conclude ca toate incercarile
de a interpreta de catre jandarmi evenimentele
ca o conspiratie si miscare organizatd a polo-
nezilor impotriva autoritatilor sunt nefondate.
Aceasta miscare, dupa indbusirea Insurectiei
din 1863-1864, a luat in Basarabia forma unei
fronde din partea polonezilor locali si veniti
din alte regiuni, fard a deveni una organizata si
structurata.

Concluzii. Alituri de miscarea nationala a
romanilor basarabeni, in regiune se manifestau
si reprezentantii miscarilor nationale ale ucrai-
nenilor, armenilor si polonezi. Toate ele erau de
o intensitate si influenta limitatd, erau suprave-
gheate de organele de securitate care nu ezitau,
in caz de necesitate, se aplice arestdri, eliminan-
du-i din lista pericolelor pentru imperiu. Parti-
cularitatea aparte a tuturor miscdrilor nationale
din Basarabia era existenta lor separatd, fiecare
din ele activand pe cont propriu, fapt ce usura
autoritatilor sa mentina situatia sub control, cu
exceptia celei a romanilor basarabeni care odata
cu declansarea Primului Rdzboi Mondial a de-
venit o preocuparea majord pentru autoritati,
cu posibilitati si forte capabile sd schimbe radi-
cal, la momentul oportun situatia din regiune.
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INFLUENTA RAZBOIULUI RECE ASUPRA DEZVOLTARII SPORTULUI IN URSS.
STUDIU DE CAZ: RSS MOLDOVENEASCA

Doctorand al Scolii Doctorale Stiinte Umaniste si ale Educatiei, Universi-
tatea de Stat din Moldova. “Olympic Studies Centre”, beneficiar al Programului
de Granturi de cercetare pentru doctoranzi si cercetatori la inceput de carie-
ra. Secretar de stat in cadrul Ministerului Educatiei si Cercetarii al Republicii
Moldova, membru al Asociatiei Istoricilor din Republica Moldova ,,Alexandru
Mosanu”.

Domeniile de preocupare stiintificé si profesionald includ: istoria sportului
si a educatiei fizice, istoria olimpismului si a miscérii olimpice, politici publice

in domeniul educatiei si sportului, legislatia sportivd, management educational "
si sportiv, precum si cercetari privind sportivii disidenti in Uniunea Sovietica. A .
publicat 15 articole si studii stiintifice in Republica Moldova si Roménia, dintre x

care cele mai recente: Sistemul de educatie fizicd si sport in tranzitie: de la Uni-
unea Sovieticd la Republica Moldova (1988-1996). In: Latinitate, Romanitate,
Romdnitate, Ed. 8, 31 octombrie - 2 noiembrie 2024, Chisindu. Chisindu: Bons Sergiu GURIN
Offices, 2025, Editia 8, p. 461-470 etc.

Influenta Razboiului Rece asupra dezvoltarii sportului in URSS.
Studiu de caz: RSS Moldoveneasca

Rezumat. In studiul stiintific se analizeazi modul in care rivalitatea geopolitica dintre URSS si Statele Unite
ale Americii in perioada Razboiului Rece (1947-1991) a determinat politica sportivd sovietica si a influentat,
in mod specific, dezvoltarea sportului in Republica Sovieticd Socialistd Moldoveneascd (RSSM). Pornind de la
premisa cé sportul de performantd a constituit un instrument deliberat al propagandei si al legitimérii ideologice
a sistemului sovietic, investigatia examineazd infrastructura sportiva creatd in RSSM, participarea sportivilor
moldoveni la competitiile internationale sub drapelul sovietic, dimensiunea identitard a performantei sportive
intr-o republicd perifericd, precum si mostenirea acestui sistem dupé destramarea Uniunii Sovietice. Concluziile
redau complexitatea raportului dintre instrumentalizarea politica a sportului si valorile autentice ale performan-
tei atletice.

Cuvinte-cheie: sport sovietic, propaganda, Jocuri Olimpice, identitate, Rdzboi Rece, URSS, RSSM.

The Influence of the Cold War on the Development of Sport in the USSR.
Case Study: Moldovan RSS

Abstract. In scientific study analyzes how the geopolitical rivalry between the USSR and the United Sta-
tes of America during the Cold War (1947-1991) shaped Soviet sports policy and specifically influenced the
development of sport in the Moldavian Soviet Socialist Republic. Starting from the premise that elite sport
served as a deliberate instrument of propaganda and ideological legitimization of the Soviet system, the study
examines the sports infrastructure created in the MSSR, the participation of Moldavian athletes in internati-
onal competitions under the Soviet flag, the identity dimension of sports performance in a peripheral repu-
blic, and the legacy of this system after the dissolution of the USSR. The conclusions reveal the complexity of
the relationship between the political instrumentalization of sport and the authentic values of athletic perfor-
mance, suggesting that the Soviet system paradoxically generated a lasting human and cultural sports capital.

Keywords: Soviet sport, propaganda, Olympic Games, identity, Cold War, USSR, MSSR.
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Context general. Contextul geopolitic al
Rédzboiului Rece (1947-1991) a generat una
dintre cele mai profunde si de durata competitii
ideologice din istoria moderna, in care sportul
a ocupat un loc aparte. Confruntarea dintre sis-
temul capitalist, reprezentat de Statele Unite ale
Americii, si cel socialist, condus de Uniunea So-
vietica, a depasit cu mult granitele diplomatiei
si ale cursei inarmarii, extinzdndu-se in arene
sportive, stadioane si terenuri de joc de pe in-
tregul glob pamantesc. Sportul de performanta
a devenit, in viziunea Kremlinului, un instru-
ment de legitimare ideologica, un mijloc de
demonstrare a superioritatii sistemului sovietic
fata de cel occidental [1, p. 435].

Republica Sovietica Socialista Moldove-
neasca, ca parte componentd a URSS, nu a con-
stituit o exceptie de la aceastd paradigma. Desi
perifericd, din punct de vedere geografic si de-
mografic, in raport cu centrele de putere ale im-
periului sovietic, RSSM a participat activ la pro-
iectul sportiv al URSS, contribuind cu sportivi de
performanta ai delegatiilor sovietice prezente la
Jocurile Olimpice si la alte competitii internatio-
nale de referinta. In pofida unei finantari oferite
de statul sovietic, sportul moldovenesc oricum
se confrunta cu probleme de ordin economic
si uman; insuficienta resurselor financiare pen-
tru dezvoltarea bazei tehnico-materiale, lipsa de
specialisti in domeniu, absenta unei viziuni cla-
re asupra perspectivei strategice a domeniului
sportului. ,,Centrul” solicita rezultate prompte,
de aceea specialistii si conducdtorii sportului
local, expediau rapoarte cantitative si calitative
exagerate, in ceea ce priveste numarul celor care
practicau activititi sportive si a numarului celor
care indeplineau categoriile sportive si normele
Gata Pentru Muncd si Apdrare (GMA).

Prezentul articol isi propune sa analizeze
modul in care politica sportiva a URSS, determi-
natd in mare masura de rivalitatea cu Occiden-
tul, a influentat dezvoltarea sportului in RSSM,
identificAnd totodatd particularitatile locale ale
acestui fenomen.

Sportul sovietic ca instrument al Razboiu-
lui Rece. Intrarea URSS pe scena olimpica inter-

nationald, in anul 1952, la Jocurile Olimpice de
la Helsinki, a marcat un moment de cotiturd in
istoria sportului mondial. De la bun inceput, de-
legatia sovietica a adoptat o atitudine competiti-
va fata de cea americana, clasamentul pe meda-
lii transformandu-se intr-un substitut simbolic
al luptei pentru suprematie globala [2, p. 307].
Aceastd perspectiva nu era una intamplatoare, ci
era rezultatul unei politici deliberate, elaborate la
nivelul cel mai inalt al aparatului de stat sovietic.

Comitetul Central al Partidului Comunist
al Uniunii Sovietice (CC al PCUS) a emis o serie
de directive prin care sportul de performanta
era integrat explicit in strategia de propagan-
da externd a statului sovietic. Astfel, decizia
din 1959, privind dezvoltarea culturii fizice si
a sportului de masa stabilea nu doar obiective
cantitative pentru infrastructura sportiva, ci si
tinte calitative in materie de performanta inter-
nationala [3, p. 78]. Sportivii sovietici trebuiau
sd demonstreze, prin victoriile lor, cd ,,omul
nou”, format in laboratorul socialismului, era
superior omologului sau din lumea capitalista.

Un articolul intitulat ,,Sportivii si razboiul
tenebru” reflecta clar instrumentalizarea dis-
cursului sportiv in logica confruntérii ideologi-
ce Est-Vest. Textul face referire la apelul muni-
cipalitatii din Grenoble privind transformarea
anului olimpic 1968 intr-un ,an al pacii’, la
rezolutia adoptata de Comitetul International
Olimpic si la sustinerea acesteia de catre repre-
zentantii blocului socialist [17, p. 1]. Materia-
lul critica interventia militara a Statelor Unite
in Vietnam, prezentand-o ca incompatibila cu
idealurile olimpice. Este invocat cazul spor-
tivului american Robert Carmody, precum si
pozitia fotbalistului brazilian Edson Arantes do
Nascimento (Pele), care ar fi condamnat ,,aven-
tura Pentagonului”. De asemenea, sunt menti-
onate declaratii ale unor sportivi vest-germani
care califica razboiul drept ,,crima”.

Aceastd viziune instrumentala asupra spor-
tului a dus la crearea unui sistem puternic de
selectie, pregatire si sustinere a sportivilor de
performanta. Scoli sportive specializate, cen-
tre de pregatire olimpica, institute de medicina
sportiva si laboratoare au fost infiintate in toata

104

E-ISSN 1857-2537

DIALOGICA nr. 1, 2026



Uniunea Sovieticd, inclusiv in republicile uni-
onale, cu scopul de a maximiza potentialul
sportiv al populatiei [4, p. 102]. Sportivii de
performanta beneficiau de privilegii materiale
considerabile: salarii mai mari, acces la bunuri
de consum deficitare, apartamente si posibilita-
tea de a caldtori in straindtate.

In ziarul ,,Sovetskaia Moldaviia” sunt evi-
dentiate performantele sportivilor sovietici in
competitiile internationale, prezentate intr-o
manierd care subliniaza constant superioritatea
sportului din URSS. Se mentioneaza victoria
fostului campion mondial la sah, marele ma-
estru sovietic Mihail Tal, in turneul internati-
onal desfasurat la Porz (RFG). Tal a acumulat
9 puncte, devansandu-1 pe englezul Miles (8,5
puncte) si pe alti competitori vest-europeni.
Formula titlului - ,,Pobeditel - sovetskii shakh-
matist” (rus., -
tic”) — accentueazd explicit dimensiunea nati-
onal-statald a succesului sportiv, transformand
performanta individuald intr-un indicator al
prestigiului international al URSS [19, p. 4].

In acelasi numir al periodicului sunt pre-
zentate rezultatele echipelor de fotbal ale URSS
la turneul international de juniori (pand la 18
ani), desfasurat la Moscova, in memoria lui Va-
lentin Granatkin. Prima si a doua selectionata
a URSS au condus clasamentul aldturi de Bra-
zilia, iar presa remarca faptul cd a doua echipa
sovietica era formatd din jucatori mai tineri de-

»Invingdtorul - sahistul sovie-

cat adversarii lor, fapt sugerat ca dovada a soli-
ditatii sistemului de pregatire [19, p. 4].
Totodata, se relateaza despre turneul ho-
cheistilor sovietici in Olanda, unde campionii
mondiali au castigat toate cele opt meciuri dis-
putate, inclusiv impotriva echipei Suediei si a
selectionatei nationale olandeze (16:4). Astfel
de rezultate erau prezentate ca expresii ale hege-
moniei sportive sovietice in discipline-cheie ale
competitiei Est-Vest [19, p. 4]. Aceste relatari
confirma faptul ca presa republicani din RSSM
reproducea integral discursul unional privind
performanta sportiva ca expresie a superioritd-
tii sistemului socialist in arena internationala.
Un alt instrument de propaganda si educare
a maselor era cultul personalititii prin exempli-

YHKwon Cam ce snperaTellTe»
ae OnMmnWana-84.
Hdecen ne OATHH.

w» A

Caricaturd din ziarul ,,Moldova Socialistd’, in articolul
Profanarea Jocurilor Olimpice in intitulatd Unchiul
Sam se pregiteste de Olimpiada 84 (Los Angeles), boico-
tatd de statele socialiste, cu exceptia Romdniei. Nr. 174
26.07.1984. Autor D. Datii.

ficarea diferitor ,,eroi”, unii cu istorii adevarate,
iar altii cu biografii mitizate. In programul tele-
vizat dedicat Zilei Victoriei este mentionat un
»voenno-sportivnyi prazdnik” (sarbatoare mi-
litar-sportiva) organizata la Scoala Medie nr. 3
din Bender, cu participarea veteranilor de razboi
[21, p. 1]. Asocierea explicita dintre comemora-
rea militara si activitatile sportive scolare confir-
ma rolul sportului ca instrument de educatie pa-
trioticd si continuitate simbolica intre generatiile
combatante si tineret [22, p. 1]. De asemenea,
discursurile si transmisiunile dedicate ,.eroilor
frontului” si ,,pastrérii traditiilor de lupta” cre-
eaza un cadru ideologic in care cultura fizica este
integrata in paradigma apararii patriei socialiste.

Infrastructura sportiva in RSSM in con-
textul competitiei Est-Vest. Dezvoltarea in-
frastructurii sportive in RSSM a urmat indea-
proape tiparele impuse de Moscova, adaptate
insd la conditiile specifice ale republicii uni-
onale. In perioada postbelici, Chigindul a be-
neficiat de investitii semnificative in domeniul
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sportului, valorificate in constructia mai multor
obiective de infrastructura sportiva. Stadionul
Republican, inaugurat in 1952 si modernizat
ulterior a devenit principalul simbol al ambitiei
sportive a RSSM, gazduind competitii de fotbal,
atletism si alte discipline.

Asociatiile sportive voluntare (ASV) - ,,Di-
namo’, ,,Spartak”, ,Lokomotiv”, , Burevestnik”
- si-au extins retelele si in Moldova sovietica,
integrand structurile sportive locale in sistemul
unional. Fiecare ASV era afiliata unui minister
sau unui sector specific: ,Dinamo” era legata
direct de Ministerul Afacerilor Interne, ,Spar-
tak” de sindicate, iar ,,CSKA” de fortele armate.
Aceasta integrare institutionala asigura finanta-
rea sistematica a activitatilor sportive si a spor-
tivilor de performanta nemijlocit, dar si o forma
de control politic si ideologic.

La nivel educational, scolile sportive pentru
tineret si juniori au proliferat in toatd republi-
ca, identificand si cultivand talentele sportive de
la vérste fragede. Pand la sfarsitul anilor 1960,
RSSM dispunea de zeci de astfel de instituti,
pregétind sportivi la diferite probe: gimnastica,
lupte, box, atletism, jocuri sportive, sporturi na-
utice, ecvestra s.a. Aceastd infrastructura institu-
tionala a constituit fundamentul pe care s-au pu-
tut afirma viitori sportivi de talie internationala.

Sportivii din RSSM la Jocurile Olimpice:
identitatea regionala. Participarea sportivilor
din RSSM la Jocurile Olimpice sub drapelul so-
vietic ridica o problema identitard complexa.
Oficial, acestia reprezentau Uniunea Sovietica
ca entitate politica unitara, dar nu republicile lor
de origine. Cu toate acestea, victoriile lor erau
mediatizate intens in presa moldoveneasca de
epoca, creand un sentiment de mandrie si apar-
tenentd regionald care coexista, adesea in tensiu-
ne, cu identitatea sovieticd centralizatoare.

Printre sportivii originari din RSSM care
s-au distins pe scena olimpicd se numara spor-
tivi care au contribuit la impresionantul bilant
de medalii al delegatiei sovietice [8]: 1960, Roma
— Gusman Cosanov, bronz (atletism); 1968,
Mexico - Naum Procopet, bronz (caiac-canoe);
1976, Montreal — Larisa Popova, argint (canotaj

academic); 1980, Moscova — Larisa Popova,
aur (canotaj academic); 1980, Moscova — Stela
Zaharova, aur (gimnastica artistica); 1980, Mo-
scova — Svetlana Dovjenco, argint (atletism);
1988, Seul - Nicolae Juravschi, doua medalii
de aur (caiac-canoe); 1988, Seul - Igor Dobro-
volschi, aur (fotbal); 1988, Seul - Iurii Basca-
tov, argint (natatie); 1988, Seul — Timofei Screa-
bin, bronz (box); 1988, Seul - Serghei Marcoci,
bronz (polo pe apa); 1988, Seul - Natalia Ru-
snacenco, bronz (handbal).

Jocurile Olimpice de la Moscova, din 1980,
au reprezentat un moment aparte pentru spor-
tul sovietic in general si pentru cel moldovenesc
in particular. Organizarea Jocurilor Olimpice
pe teritoriul sovietic a impus un efort de prega-
tire si investitie fara precedent, din care a bene-
ficiat indirect si RSSM, prin modernizarea unor
facilitati si prin intensificarea programelor de
pregitire. Boicotul occidental, condus de SUA,
a afectat competitivitatea unor competitii, dar a
permis si o concentrare mai mare de medalii in
lagarul sovietic [9, p. 178].

Invazia sovieticd in Afghanistan (23 de-
cembrie 1979) a reprezentat un moment de
rupturd in dinamica destinderii Est-Vest si a
determinat administratia presedintelui Jimmy
Carter sd adopte o serie de sanctiuni impotriva
URSS, dintre care cea mai controversata a fost
boicotarea Jocurilor Olimpice de la Moscova,
din 1980 [23, p. 43-69]. Boicotul a fost justificat
prin mai multe argumente: sanctionarea agresi-
unii sovietice; prevenirea obtinerii unei victorii
propagandistice de catre Moscova; descurajarea
extinderii influentei sovietice in Orientul Mijlo-
ciu; reafirmarea pozitiei morale a Occidentului
in confruntarea bipolara [24, p. 43-69].

Comitetul Olimpic International (IOC),
sub conducerea lui Lord Killanin, a respins ferm
boicotul, invocand faptul ca URSS nu incélcase
regulamentele olimpice si ca Jocurile Olimpice
apartineau miscdrii olimpice, nu guvernelor na-
tionale [25, p. 43-69]. Atat Comitetul Olimpic
al SUA (USOC), cat si Comitetul Olimpic Ca-
nadian (COA) s-au opus initial deciziilor gu-
vernamentale, sustinand autonomia sportului
fatd de politicd [26, p. 43-69]. In ambele cazuri
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Seghei Muhin - participant la Jocurile Olimpice din Munhen. Sursa - ,,Moldova Socialistd”, nr. 229, 29.09.1972.
In articolul Solii Moldovei in echipa tdrii, autor Dumitru Coval.

insd, presiunea politica si financiard a determi-
nat capitularea organizatiilor sportive.

Un material amplu dedicat pregatirii Olim-
piadei-80 prezinta constructia Satului Olimpic
si a infrastructurii sportive din Moscova (76 din
99 de obiective urmau sa fie realizate in capi-
tala). Se subliniazd implicarea tuturor republi-
cilor unionale, a Comsomolului si a conducerii
superioare de partid si de stat [18, p. 1].

Olimpiada este definita drept ,recunoas-
tere a meritelor URSS in lupta pentru pace” si
expresie a ideilor de umanism si prietenie intre
popoare. Se mentioneazd explicit ca pregdtirea
jocurilor reprezinta ,,0 chestiune a intregului po-
por”, iar simbolul oficial - Miska - este prezentat
ca ambasador al imaginii internationale a statu-
lui sovietic [27, p. 144-168]. Aceastd prezentare
confirma dimensiunea geopolitica si propagan-
distica a Olimpiadei din 1980, integrata in logica
competitiei ideologice a Razboiului Rece.

Fotbalul moldovenesc si dimensiunea sa
politica. Fotbalul a ocupat un loc special in pei-
sajul sportiv al RSSM, bucurandu-se de cea mai
larga popularitate in randul populatiei. Clubul
»Moldova” Chisindu a evoluat in ligile superi-
oare ale campionatului sovietic, atingdnd apo-

geul in anii 1960-1970, atunci cand a participat
in Prima Ligd a Uniunii Sovietice.

Meciurile de fotbal aveau o relevanta sim-
bolica ce depdsea cadrul pur sportiv. Confrun-
tarile cu cluburile reprezentative din alte repu-
blici unionale sau cu echipele orasului Moscova
constituiau, in perceptia publicului moldove-
nesc, momente de afirmare identitard, in care
reusitele sportive cdpatau conotatii de orgoliu
regional. Autoritatile republicane utilizau per-
formantele fotbalistice ca argument in nego-
cierile cu centrul pentru alocarea de resurse si
recunoastere simbolica [10, p. 201].

Un articol publicat in ziarul ,Tineretul
Moldovei”, in anul 1968, reflecta pozitia echipei
»Moldova” Chisindu in cadrul campionatului
unional de fotbal. Se mentioneaza victoria ca-
tegoricd impotriva formatiei ,Spartak” Gomel
(4:0), rezultat care a permis acumularea a 25 de
puncte dupa 22 de meciuri si apropierea de gru-
pul fruntas al clasamentului [16, p. 1].

Clasamentul subgrupei era dominat de echi-
pele armatei sovietice - SKA Odesa, SKA Lvov,
SKA Kiev - fapt ce ilustreazd rolul institutiilor
militarizate in organizarea si performanta spor-
tului sovietic. Echipa ,,Moldova” Chisindu a
ocupat locul opt intr-o competitie care reunea
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echipe din diverse republici unionale (Riga, Lvov,
Vilnius, Tallinn, Leningrad s.a.), consolidand ca-
racterul integrator al sistemului sportiv al URSS.

Relatarea despre ,turneul responsabil” pe
care echipa urma sa-1 efectueze la Riga, Tallinn,
Leningrad si Kiev evidentiaza atat nivelul com-
petitional ridicat, cat si circulatia interrepubli-
cand specifica modelului sportiv sovietic. Presa
prezenta aceste confruntiri drept evenimente
de interes major, alimentand un sentiment de
mandrie regionald in cadrul sistemului unional.

Pe plan international, cluburile sovietice,
inclusiv ocazional reprezentanti din RSSM, par-
ticipau la competitiile europene intercluburi,
oferind ocazia unor confruntdri directe cu echi-
pe occidentale. Aceste meciuri erau investite
cu o semnificatie ideologicd evidenta, victoria
asupra unui club occidental fiind prezentata in
mass-media sovietica drept o confirmare a su-
perioritatii sistemului socialist [12, p. 89]. In
memoria colectiva este distins campionul olim-
pic la fotbal de la Jocurile Olimpice din Seul -
88, Igor Dobrovolschi, care pe langa faptul ca
este ,produsul” scolii moldovenesti de fotbal si
absolvent al Liceului cu Profil sportiv din Chisi-
ndu, Dobrovolschi este ultimul sportiv sovietic
care a marcat pentru URSS un gol oficial, acela
era golul triumfitor ce o ficea pe URSS cam-
pioand olimpica la fotbal. Dupa destramarea
URSS, campionul olimpic semneazd un contract
cu renumita echipa de fotbal Olympic Marseille,
cu care obtine Cupa Ligii Campionilor la fotbal.

Declinul si mostenirea sistemului sportiv
sovietic in Republica Moldova. Ultimii ani ai
existentei URSS au adus o crizé profunda a sis-
temului sportiv sovietic, inclusiv in RSSM [28,
p. 461-470]. Diminuarea finantarilor, instabi-
litatea politica si, ulterior, destramarea statului
sovietic au destructurat infrastructura sportiva
elaborata in decenii de investitii sistematice.
Multi sportivi de valoare au emigrat in alte sta-
te, fie pentru a-si continua carierele in conditii
mai favorabile, fie in cdutarea unor perspective
economice mai bune.

Republica Moldova independentd (din
1991) a mostenit infrastructura sportiva sovie-

ticd, dar s-a confruntat cu dificultati majore in
mentinerea si dezvoltarea acesteia in conditii-
le tranzitiei la economia de piatd. Insufucien-
ta finantarilor publice, privatizarea partiald a
infrastructurii sportive si absenta unui cadru
legislativ coerent au contribuit la deteriorarea
sistemului de pregatire sportiva.

Cu toate acestea, mostenirea perioadei so-
vietice raméne vizibila in cultura sportiva a Re-
publicii Moldova. Valorile de performanta, dis-
ciplina antrenamentului sistematic si traditiile
unor discipline sportive (lupte, haltere, canoe,
judo, box) reprezintd un capital uman si cultu-
ral acumulat in deceniile Razboiului Rece, care
continua sa genereze sportivi de valoare chiar si
in conditiile mult mai precare ale prezentului.

Concluzii. Analiza influentei Réazboiului
Rece asupra sportului in URSS, cu aplicare in
cazul RSSM, denotd complexitatea raportului
dintre politica si sport in sistemele totalitare.
Sportul nu a fost niciodata, in viziunea sovieti-
cilor, un domeniu autonom, ci un instrument
deliberat al proiectului politic si ideologic al
statului. Aceasta instrumentalizare a generat,
paradoxal, performante sportive autentice de
pregitire remarcabild, care au servit, totodata,
scopurilor propagandistice ale regimului politic.

Cazul RSSM ilustreaza modul in care o re-
publica periferica putea participa activ la pro-
iectul sportiv central sovietic, adaptandu-l la
conditiile si traditiile locale, si contribuind la
constructia identitatii colective a populatiei.
Victoriile sportivilor moldoveni sub culorile
URSS au generat ,,un patriotism” regional care
functiona simultan ca factor de integrare in spa-
tiul sovietic si ca nucleu al unei identitati dis-
tincte, potential subversiv fata de omogenizarea
ideologica impusa de Moscova.

Cercetarea acestui domeniu raméne re-
levanta nu doar pentru intelegerea istoriei so-
vietice, ci si pentru analiza prezentului: mode-
lele de politica sportiva, strategiile de utilizare
a sportului in scopuri de imagine si identitate
nationald, precum si tensiunile dintre centru si
periferie sunt teme cu rezonanta directd in con-
textul contemporan.
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Raja Ram Mohan Roy: The Beginning of Vernacular Newspaper in India and the Reforms

Abstract. Raja Ram Mohan Roy, commonly known as the “Father of Modern India” or the “Father of Indian
Renaissance,” was a famous Indian reformist who brought reforms in various fields of social, religious, and ed-
ucation. He tried to convert India into a modern nation with his modern and scientific thoughts. His ideas and
thoughts tried to merge the gap between traditional Indian high values and modern western rationalism. He pro-
moted rationalism and asked the Indians to build a new modern India with rationalism and scientific thoughts.
He presented several bold ideas and thoughts for various social, religious, and educational reforms and used
newspapers and periodicals as a tool of communication. The article entitled “Raja Ram Mohan Roy: The Begin-
ning of Vernacular Newspaper in India and the Reforms” depict how Raja Ram Mohan Roy uses vernacular and
English newspapers and periodicals to bring social, religious, and educational reforms in India and to challenge
the press restrictions imposed by the British colonial government.

Keywords: Cultural Changes, Newspaper, Nationalistic Press, Reforms, Vernacular Press.

Raja Ram Mohan Roy: inceputurile presei in limbile vernaculare din India si reformele

Rezumat. Raja Ram Mohan Roy, cunoscut in mod obisnuit drept ,,Parintele Indiei moderne” sau ,,Parintele
Renasterii indiene”, a fost un renumit reformator indian care a initiat transformari in diverse domenii - social,
religios si educational. El a incercat sa transforme India intr-o natiune moderna prin ideile sale progresiste si sti-
intifice. Conceptiile sale au urmarit si reduca distanta dintre valorile traditionale inalte ale Indiei si rationalismul
occidental modern. A promovat rationalismul si i-a indemnat pe indieni sa construiascd o noud Indie moderni,
intemeiatd pe gandire stiintifica.

A formulat numeroase idei indraznete pentru reforme sociale, religioase si educationale, utilizind ziarele
si periodicele ca instrumente de comunicare. Articolul intitulat ,,Raja Ram Mohan Roy: inceputurile presei in
limbile vernaculare din India si reformele” isi propune sa ilustreze modul in care Raja Ram Mohan Roy a folosit
presa in limbile vernaculare si in limba engleza pentru a promova reforme sociale, religioase si educationale in
India, precum si pentru a contesta restrictiile asupra presei impuse de guvernul colonial britanic.

Cuvinte-cheie: schimbari culturale, ziar, presa nationalista, reforme, presd vernaculara.
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Introduction. In India, the colonial period
put a mark on plunder, exploitation, social is-
sues, and slavery under the British colonial gov-
ernment. However, within the colonial rule of
the British government, an Indian arises with a
glory and bold modern thoughts, whom the en-
tire world recognises as Raja Ram Mohan Roy.
He is also called the “father of modern India”
or the “father of Indian renaissance”. In the
prolegomena part of the book “Social, Political
and Economic and Educational Ideas of Raja
Rammohun Roy, the roles of Raja Ram Mo-
han Roy in Indian renaissance were portrayed
as “Raja Rammohun Roy holds the key to our
understanding of the origins of the nineteenth
century renaissance in India and its far reach-
ing consequences.” [1, p. 1] whereas in the in-
troductory part of the article “Raja Ram Mohan
Roy: Political and Social Reformist of India” the
descriptions of Raja Ram Mohan Roy were giv-
en as “Raja Ram Mohan Roy is considered as the
Father of Indian Renaissance. He was the cre-
ator of a mental climate which contributed to
the birth of the Indian Renaissance. He was the
pioneer of religious and social reform.” [2, p. 9].

Raja Ram Mohan Roy is a famous Indian
reformer, writer, and a journalist who actively
supported in various reform movements of In-
dia, related to social, religious, and education
fields. Raja Ram Mohan Roy became famous for
his social reforms and his bold writings against
various social orthodox rituals and evil of his pe-
riod. He gave a strong fight against sati system,
child marriage, caste system, racism, polygamy
and strongly supports widow marriage, women
education, propagation of modern education,
etc. Raja Ram Mohan Roy founded the Atmiya
Sabha in 1815 in Calcutta to initiate socio-re-
ligious reforms. It was established to promote
debate and discussions on theological subjects,
rationalism, and to promote the concept of one
god or monotheism. Later in 1828 he start-
ed Brahmo Samaj in Calcutta to challenge the
caste system, caste discrimination, and to avoid
the orthodox social evils of Hinduism of his age.
The Brahmo Samaj was a significant religious

reform which helped to build rationalism and
scientific thoughts within the Indian society.

Raja Ram Mohan Roy also made a signifi-
cant contribution to the development of mod-
ern journalism and vernacular language press
in India. The vernacular press was one of his
main tools through which he propagated his
social, liberal, and modern ideas and thoughts
that helped to bring reforms in various fields
and changed the Indian society from various
dimensions. He was mainly associated with
three newspapers or periodicals: “Sambad Kau-
mudi”, “Mirat-ul-Akhbar”, and “Brahmanical
Magazine”. These newspapers or periodicals
help to bring renaissance not only in Bengal
province but also in the entire India. He uses
these newspapers or periodicals to express his
bold thoughts about reforms in various fields
and to culminate various social evils and ortho-
dox customs from society. The newspapers for
him were a medium that could turn India into
an advanced and modern nation. The contribu-
tions of his newspapers or vernacular language
periodicals are significant not only for the de-
velopment of Indian journalism but also for the
development of the entire India.

Objectives. Raja Ram Mohan Roy was a
famous social reformer, writer and a journalist
who was associated with mainly three newspa-
pers or periodicals of his time - “Sambad Kau-
mudi”, “Mirat-ul-Akhbar” and “Brahmanical
Magazine”. These newspapers or periodicals
played significant roles in various social reform
movements of India during the British colonial
period. The article entitled “Raja Ram Mohan
Roy: The Beginning of Vernacular Newspaper
in India and the Reforms” tries to find out the
answer to a few questions which are kept as ob-
jectives:

% Significance of Raja Ram Mohan Roy’s
vernacular newspapers and periodicals in vari-
ous social reforms.

+ Significance of Raja Ram Mohan Roy’s
vernacular newspapers and periodicals in the
development of Indian Journalism.
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+ Significance of Raja Ram Mohan Roy’s
newspapers and periodicals in the development
of modern education.

Methodology. The article entitled “Raja
Ram Mohan Roy: The Beginning of Vernacular
Newspaper and the Reforms” mainly used his-
torical-based content analysis to extract data and
information to develop the content of the article.
It analysed several contents and data available in
various books and journals related to Raja Ram
Mohan Roy, his biography, and the newspapers
and periodicals he used as a tool for information
dissemination and to bring reforms in the field
of social, religious, and education. The article
focuses mainly on his three newspapers or pe-
riodicals - Sambad Kaumudi, Mirat-ul- Akhbar
and Brahmanical Magazine and shows how they
played significant roles in various reforms and
social development of India.

Result. Raja Ram Mohan Roy is widely rec-
ognised as the father of Indian renaissance and
is known for his pioneering reforms in the field
of social, religious, and education. His modern
reformist thought not only changed India but
also forced the British colonial government to
change their several policies towards India and
the native Indians. His newspapers and period-
icals played an active role in promoting his bold
modern thoughts and bringing reform mainly
in the fields of social, religious, and education.
The newspaper Sambad Kaumudi has shown
a significant role in a campaign to support in
the abolishment of the sati system, which was
formally banned in 1829 by the British colonial
government. The newspaper also supported
widow remarriage and women education for
the welfare of Indian women. Mirat-ul-Akhbar
was another important newspaper published
by Raja Ram Mohan Roy for various political,
social, and international discussions. The news-
paper was highly recognised for the resistance
to press censorship imposed by the British co-
lonial government on Indian press. Brahman-
ical Magazine was mainly used by Raja Ram
Mohan Roy to counter Serampore missionary

propaganda and to connect a bridge between
the native Indians and the British colonial gov-
ernment. The articles and news of the newspa-
pers or the periodicals of Raja Ram Mohan Roy
are not only restricted within various reform
movements but also have shown valour in fight-
ing against censorship imposed by the British
government. His newspaper remained highly
successful in the development of a nationalistic
press and capable of building nationalistic sen-
timent among the native Indians of the British
colonial era.

Discussion. Raja Ram Mohan Roy was
born in an Indian Brahmin family in the Hoogh-
ly district of West Bengal on 22" May 1772. He
was a self-educated genius and extraordinary
man of his age who later became a famous so-
cial reformer and a bold writer of the British co-
lonial period. He mastered on several languages
and read several Sanskrit scripts of Upanishad
and Veda. Later he worked with John Digby
who was an East India company collector and
earned properties and zamindari in various
places of West Bengal. The Mughal emperor lat-
er conferred him the title “Raja” which means
the “King” to elevate his social status as he was
appointed as an envoy to the United Kingdom.
In the article entitled “Raja Ram Mohan Roy: A
Voice against Operation and Social Injustice in
Hinduism” it was mentioned “He was given the
title Raja by Akbar II, the Delhi based Mughal
emperor, whose complaints he bring before the
British King” - [3, p. 293]. His kingly aristo-
cratic life style and bold independent thoughts
bring him close to the elite British men of the
British colonial period.

In his youth, his independent thoughts and
bold conceptions about the society brought dis-
pleasure among his several close ones, but he
remained firm with his bold thoughts and ideas.
Later his independent thoughts and bold con-
ceptions about the society, religion, education,
and the political system turned him into a fa-
mous Indian social reformer. He engaged and
gave birth to various social reform movements
and culminated in various social issues and evils
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present in the Indian society during his age.
Among his social reform movements, the abo-
lition of sati system, child marriage, polygamy,
cast system, and zamindari system were promi-
nent. He also actively supported widow remar-
riage, women’s rights, and women education
for the upliftment of Indian society. Along with
these, to promote theological discussion he start-
ed the Atmiya Sabha in 1815 and to avoid cast
discrimination he established “Brahmo Samaj”
on August 20, 1828. In the article “Role of Raja
Ram Mohan Roy in India Social Reformation
Movement” it was opined that “Raja Ram Mo-
han Roy was against the practice of purdah, sati
and restriction on women, child marriages and
division of Hindu society into different castes;
these bad practices have created a division in the
society and driven a wedge among the different
communities. Perhaps the greatest social reform
with which Raja Ram Mohan Roy’s name will be
permanently associated is the abolition of cruel
practice of sati. Roy used all the methods at his
disposal to stop this inhuman practice, which
forced the helpless widow to burn herself alive
on the funeral pyre of her husband. He advo-
cated the abolition of polygamy and wanted
women to be educated and given the right to in-
herit property.” [4, p. 760, 761] whereas the ar-
ticle “Raja Ram Mohan Roy as Great Reformer
Towards Making of Modern India” mentioned
about his visionary of caste system and Brahmo
Samaj as “In context of equalisation, universal-
ization and eradication of caste system, Raja
Ram Mohan Roy’s Brahmo Samaj movement is
still significant today.” [5, p. 3]

Raja Ram Mohan Roy was a famous Indi-
an social reformer who also fought the freedom
movement against the British colonial govern-
ment in his own way through his journalism. In
New India Samachar, it was highlighted thatRa-
ja Rammohan Roy, who gave a new direction
to India’s freedom movement through his jour-
nalism, is regarded as the father of modern In-
dia’s Renaissance, having sacrificed his life for
the sake of the nation” - [6, p. 77]. He was as-
sociated with several social reform movements
but the success of his social reform movements

mainly depends on his three newspapers. Sam-
bad Kaumudi was a Bengali weekly newspaper
or periodical, Mirat-ul-Akhbar was a weekly
Persian newspaper and Brahmanical Magazine
was an English newspaper or periodical of the
British colonial periods. His three newspapers
help to make the people of Bengal as well as
the people of western India understand the se-
vere consequences of social orthodox customs
and their impacts on the society. The newspa-
per proved highly valuable not only in raising
several social reform movements, but also in
putting a significant mark on the development
of Indian journalism and vernacular language
newspapers in India.

Raja Ram Mohan Roy and the Beginning
of Indian Vernacular Press. Raja Ram Mohan
Roy was one of the pioneers of Indian journal-
ism who made a significant contribution to the
development of an Indian vernacular news-
paper. His contribution to the history of Indi-
an Journalism and Indian Vernacular Press is
well marked and remarkable. His ambition to
launch newspapers in vernacular languages was
directly linked with the activities of various re-
forms, Serampore mission press, and the activ-
ities of their periodical Samachar Darpan and
Digdarshan. The Serampore mission press was
led by William Carry, Joshua Marshman, and
William Ward. In the year 1818, they launched
India’s first two Bengali weekly newspapers
Digdarshan and Samachar Darpan. In the ini-
tial days they used the weeklies for the promo-
tion of knowledge, dissemination of news and
to shape up the public opinions but later the
mission press, with the help of their periodi-
cals, carried a strong attack on Hinduism and
through several questions on Hinduism and In-
dian cultures. Raja Ram Mohan Roy took a bold
step and launched his own newspaper to start
various reform movements and to give a robust
reply to the questions of the Serampore mission
press. He launched three newspapers or peri-
odicals: Sambad Kaumudi, a Bengali weekly
newspaper, Mirat-ul-Akhbar, a Persian weekly,
and Brahmanical Magazine in English. Along
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with these, he was also associated with anoth-
er English weekly periodical, Bengal Herald. In
the article “Contribution of Raja Ram Mohan
Roy’s to Literature and Journalism” it was high-
lighted “In May 1829 English weekly, Bengal
Herald was started by R. M. Martin in collabo-
ration with Ram Mohan and Dwarkanath Tag-
ore. It was a liberal periodical with a progres-
sive outlook” [7, p. 2614, 2615]. He launched
newspapers under the British colonial rule and
turned them into a weapon of various reform
movements and to fight various hard policies
imposed by the British colonial government
upon the natives and their press. In New India
Samachar it was mentioned “The forerunner of
the Indian Renaissance; he not only founded
the Brahmo Samaj but also gave the freedom
and social reform movements a new direction
through journalism.” [6, p. 77].

% Sambad Kaumudi. In December, 1821,
Raja Ram Mohan Roy started Sambad Kau-
mudi, a pioneering vernacular Bengali weekly
newspaper in Kolkata. It was one of the first ver-
nacular Indian language newspapers published
by an Indian. On the initial day, the newspaper
was published under the editorship of Bhaba-
ni Charan Bandyopadhyay, but the newspaper
was supervised by Raja Ram Mohan Roy. Later
Raja Ram Mohan Roy took the editorship and
published the newspaper in his own way. The
newspaper acts as a mouthpiece for Raja Ram
Mohan Roy through which he defends Hindu-
ism and replies to Serampore mission press. The
newspaper not only played a significant role in
religious matters, but also it shows its signifi-
cance in various social reform movements of
India. Sambad Kaumudi made a major contri-
bution in the fight against the horrific custom
of sati system. It played a pivotal role against sat
system and strongly supported for the abolish-
ment of such a horrific system. His bold writ-
ing not only changed the public perception but
also brought the horrific sati system under the
focus of the British colonial government. The
newspaper highly condemned against the sati
system and promoted women rights, women

education, widow remarriage, social awareness,
etc. The newspaper was an instrument to dis-
seminate reformist thought and ideas of Raja
Ram Mohan Roy. In the book chapter entitled
“Ram Mohan Roy: Social Reforms and Affirma-
tion of the Modern” of Indra Gandhi National
Open University (IGNOU) it was mentioned
that “The first Bengali newspaper written in
native language for the natives, named Sambad
Kaumudi was started in 1821 by Raja Rammo-
han Roy, which was also known as the Moon of
Intelligence. It became an important vehicle for
propagating his idea on sati.” - [8, p. 37]. The
newspaper Sambad Kaumudi also shows a sig-
nificant role in fighting against the authoritative
nature of the British colonial government. It fa-
vours the native and highlights their problem
in front of the British government while on the
other hand it became an instrument to develop
nationalistic sentiment among the native Indi-
an during the period of British colonial rule.

% Mirat-ul-Akhbar. Mirat-ul-Akhbar was
another early and well-known vernacular news-
paper owned and edited by Raja Ram Mohan
Roy. It was the India’s first Persian language
newspaper, which was first published in April
1822 from Kolkata on a weekly basis, especial-
ly on Friday. The newspaper mainly focused on
Persian-speaking Indian communities of the
colonial era. The newspaper is a wonderful ex-
ample of Indian vernacular press in the early
British colonial period, which published news
in a fair and unbiased way. Mirat-ul-Akhbar
was the newspaper through which Raja Ram
Mohan Roy disseminated various news, infor-
mation, and his views and opinions in Persian
language. The newspaper acts as a tool of infor-
mation propagation related to mainly social,
political, and international affairs. The newspa-
per played a major role in social reform, pub-
lic awareness, political issues, and nationalistic
movement. The newspaper was highly capable
and criticized British colonial administration. It
challenge to British monopoly and tried to raise
a nationalistic democratic sentiment among the
native Indians of the British colonial period. The
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newspaper also became popular for interna-
tional news. Through the newspaper Mirat-ul-
Akhbar Raja Ram Mohan Roy disseminated in-
formation and news about international events
among its Indian readers. In the article “Role of
Press as Campaign of Social reform by Raja Ram
Mohan Roy” it was highlighted “Mirat-ul-Akh-
bar, the weekly in Persian, devoted much space
to international affairs.” [9, p. 435].

% Brahmanical Magazine. Raja Ram
Mohan Roy along with his several vernacular
newspapers he also published an English week-
ly newspaper called Brahmanical Magazine.
It was first launched in 1821 in Kolkata with
ambition to counter missionary propaganda,
promote social reforms and to fight British mo-
nopoly and authoritative views. The newspa-
per was a mouthpiece of Raja Ram Mohan Roy
through which he boldly disseminated his views
and opinions on several social and political is-
sues. The magazine played a vital role in social
reforms. Through Brahmanical Magazine Raja
Ram Mohan Roy boldly protest against social
evils of the Indian society of the colonial era and
suggest several broader reformist views which
help to bring changes in the Indian society and
to bring renaissance throughout the enter India.
Reformists thought of Raja Ram Mohan Roy
through Brahmanical Magazine changes sev-
eral orthodox conceptions and bring India to a
new modern path. Brahminical Magazine was
also acting as a bridge between the native Indi-
ans and the English people of the colonial era. It
helped to exchange messages and information
between the native and the British English peo-
ple. It was the media through which Raja Ram
Mohan Roy expressed how the native Indian
feeling about the British colonial rules. Howev-
er, the magazine did not run for a long period.
It came to an end within a short period but its
contribution to the history of Indian journalism
was no less significant. The book “Handbook
of Journalism and Mass Communication” also
mentioned its short life as “Brahmanical Maga-
zine ceased to exist after the publication of a few
issues only.” [10, p. 97].

Newspapers of Raja Ram Mohan Roy, So-
cial Reforms and the Cultural Changes. The
newspapers and periodicals of Raja Ram Mohan
Roy played an active role in the progress of var-
ious social reforms and cultural changes in In-
dia. In India, the 18" century or the early British
Era shows several orthodox and horrific Indian
customs and rituals that spread across the entire
India and most of the Indians were unknowing-
ly got involved with those unscientific orthodox
horrific customs. The orthodox customs en-
gulfed the age-old bright cultures and glorious
heritage of India and started to show the values
of Indian customs as uncouth, unscientific and
horrific in nature. Among those orthodox cus-
toms and social evils of 18" Century India was
sati system, child marriage, polygamy, racism
and caste discrimination were prominent.

Raja Ram Mohan Roy was a genius of his
age who stood firm against the unscientific and
horrific orthodox customs with his scientif-
ic modern outlook that helps to bring various
social reforms within the Indian society. Raja
Ram Mohan Roy propagated his bold thoughts
and ideas about the social reforms through his
newspapers. The newspapers act as a tool or
weapon through which he propagated his bold
ideas of social reforms. The contribution of Raja
Ram Mohan Roy’s newspapers in the abolish-
ment of sati system is significant. Through his
newspapers, he started a wide campaign against
the brutal and horrific customs called sati sys-
tem and tried to provide a new life to the Indian
women. Sambad Kaumudi randomly criticized
the sati system and supported its abolishment
from the society. In the article “Advocacy for
Women’s Rights and Political Empowerment:
Raja Ram Mohan Roy’s Contribution to Indian
Polity”, it was mentioned, “He established sur-
veillance organizations to safeguard women be-
ginning around 1818, enlisted the aid of other
Bengali categories, he wrote papers to demon-
strate that the custom of widow combustion, or
sati, was not authorized by any ancient Hindu
shastras or writing. The Sati Regulation Act
issued throughout 1829 under Lord William
Bentinck, outlawed the custom of sati in India
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and declared it to be unlawful or punished by
law.” [11, p. 158].

Along with the campaign against the system,
the newspapers and periodicals of Raja Ram Mo-
han Roy also provided a wide campaign against
child marriage and polygamy, and strongly sup-
ported women’s education, women’s rights, and
widow remarriage. In the article “Raja Ram Mo-
han Roy’s Contribution to Women’s Rights and
Education: Its Current Relevance”, it was high-
lighted that “Raja Ram Mohan Roy has strongly
protested against the injustice of women’s rights
and unjust superstitions of society. He tried to
liberate women from blind superstition. The
Governor General Lord William Bentinck, in
collaboration with, abolished Sati-Dah in protest
of conservative society. He has also tried to stop
child marriage and polygamy. He published var-
ious articles in the magazine, “Sangbad Kaumu-
di” to make people aware of the evil practices of
society.” [12, p. 389]. Racism and the caste sys-
tem were another social issue during the age of
Raja Ram Mohan Roy. His pen also stands firm
against racism and the caste system and supports
Unitarianism and monotheism. He boldly crit-
icized the caste system and raised his voice for
commonness and equality for all.

Newspapers of Raja Ram Mohan Roy
and Growth of Nationalistic Press. Raja Ram
Mohan Roy was the pioneer and developer of
the Indian nationalistic press. He was the first
Indian who used newspapers and periodicals
as a weapon to expose various social issues of
his age that ran across the nation and to fight
against the authoritative British colonial gov-
ernment. His newspapers and journalistic writ-
ing revealed nationalistic sentiments from ev-
ery dimension. In the article “Raja Ram Mohan
Roy: The Pioneer of Indian Journalism and So-
cial Reform, it was mentioned “Raja Ram Mo-
han Roy’s use of journalism as a tool for social
change and political awareness set a precedent
for future leaders in India. His model of fear-
less, reformist journalism directly influenced
the rise of nationalist newspapers in the late 19"
and early 20™ centuries.” [13, p. 954].

In India, the era of Raja Ram Mohan Roy
was governed and dominated by the British co-
lonial government, and they ruled the native
Indians with an authoritative approach. The
British colonial government imposed sever-
al unjustified rules and restrictions to control
the native Indians and to suppress the power
of the press. Raja Ram Mohan Roy was vindi-
cated for a free and nationalistic press and he
stands against the restrictions on press imposed
by the British colonial government. He uses the
newspapers and periodicals as an essential me-
dium for information dissemination, building
public awareness, education propagation, and
to ventilate grievances against the authoritative
approach of the British colonial government.

The newspapers of Raja Ram Mohan Roy
have shown significant roles against the au-
thoritative approach and atrocity of the British
colonial government. The weekly newspaper
Sambad Kaumudi shows patriotism on several
occasions by disseminating several important
national issues, which helps to foster a nation-
alistic approach and patriotism. The newspaper
opposed British censorship and licencing of
press and argues for press freedom. His news-
papers Mirat-ul-Akhbar desperately protested
against the licensing regulation of 1823 im-
posed by British colonial government which
was commonly known as “John Adams Press
Ordinance” or “Adams Gag”. His bold writing
forced me to think about the British colonial
government about licensing of press and press
freedom. Along with these, he also used press to
connect native Indians with the global affairs.
Raja Ram Mohan Roy took the newspapers and
periodicals as a medium of propagation of na-
tional and international news among the native
Indians and to spread his nationalistic view not
only across the nation but also across the globe.
His newspaper Mirat-ul-Akhbar disseminated
international news to make the native well in-
formed about foreign international affairs. His
dynamic thoughts presented through his news-
papers and periodicals supported for national
awakening and were derived as a challenge for
the authoritative British colonial government.
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Newspapers of Raja Ram Mohan Roy and
the Modern Education System. Raja Ram Mo-
han Roy was a self-taught genius who pioneered
the modern education system in India. He sup-
ported an education system which is a combi-
nation of high-value ancient Indian knowledge
with the modern western education system.
In the article “Raja Ram Mohan Roy as a Pio-
neer of Modern Indian Education: An Evalua-
tion, the conceptions of Raja Ram Mohan Roy
about education were mentioned as “His life’s
work was mostly focused on advancing Indians
through an Eastern and Western education and
culture together.” [14, p. 18]. He advocated for a
scientific and systematic knowledge and strong-
ly opposed superstitious beliefs and unscientif-
ic knowledge. He promoted critical thinking
among the men and women of his age and sup-
ported a healthy education system for both men
and women. In promoting his thoughts and
ideas about education, his newspapers and pe-
riodicals played a significant role. They act as a
tool or medium through which he promoted his
high value thoughts and ideas about the educa-
tion system. The newspapers helped to prop-
agate his critical and scientific thinking about
education among the Native Indians.

Through his newspapers, he advocated
Western philosophy and education system,
which he believed was modern and scientific
in nature. His newspapers also advocated the
promotion of women’s education and empow-
erment. He appealed through his newspapers
that every woman should be empowered with
a modern and scientific learning system for the
development of a modern, scientific, and equal
society. He suggests the development of women
can be achieved through modern education and
scientific knowledge. Along with these, his news-
papers and periodicals also support English lan-
guage education besides several other vernacular
native languages for the development of India.

Conclusions. Raja Ram Mohan Roy, the
pioneering figure of Indian renaissance, played
an active role in various social reforms of India.
He was the man who was responsible for various

social reforms of India and helped to transform
India into a modern nation. His bold thoughts
and reformist ideas changed the conceptions of
the native Indian of his era and helped to devel-
op a new modern India. He actively supported
the abolishment of horrific sati system, child
marriage, racism, zamindari system and glorifies
widow remarriage, women education, women
rights and modern education system. Raja Ram
Mohan Roy used his newspapers and journalis-
tic activities for the propagation of his reform-
ist modern thoughts. His newspapers Sambad
Kaumudi, Mirat-ul-Akhbar, and Brahmanical
Magazine depict actively and in an unbiased way
various social issues of Indian society of his era
and ask for social reforms. His newspaper shows
efficiency in the dissemination of nationalistic
news and to fight against unlawful licensing and
press restrictions imposed by the British colonial
government. His bold writing helped to develop
a free, fair, and an unbiased nationalistic press
which mainly talked about India and Indian
sentiments. His newspapers and periodicals also
played an active role in educational reforms. His
bold thoughts which he expressed through his
newspapers and periodicals supported a modern
scientific education system. His newspapers and
periodicals highlight his ambition for women’s
education and women’s rights, which glorify the
welfare of Indian women. The contribution of
Raja Ram Mohan Roy in various reform move-
ments through his newspapers and periodicals is
enormous and significant.
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CONTRIBUTIA ARTISTEI CLAUDIA COBIZEV
LA INFRUMUSETAREA PALATULUI CULTURAL AL UNIRII DIN CHISINAU
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Contributia artistei Claudia Cobizev la infrumusetarea Palatului Cultural al Unirii din Chisindu

Rezumat. In perioada interbelici a fost zidit un important edificiu cultural din Chisinau — Palatul Cultural
sau Palatul Culturii (astizi Teatrul National ,Mihai Eminescu”). In 1938, comitetul responsabil pentru construc-
tia monumentului Unirii la Chisinau, condus de Pan Halippa, a propus redenumirea noului palat in ,,Palatul Cul-
tural al Unirii”. In sala acestui palat urma a fi expus Monumentul Unirii in miniatura, turnat in bronz (sculptor
Alexandru Plimadeald). In 1943 a fost anuntat concursul pentru sase basoreliefuri cu figuri umane la tema cultu-
rii si artei, care urmau a fi istalate in vestibulul cladirii. Drept castigator al acestui concurs a fost desemnaté tAnéra
sculptoritd Claudia Cobizev. In Agentia Nationald a Arhivelor se pastreaza un dosar referitor la materialele de or-
namentare a palatului realizate de Claudia Cobizev. Tot aici sunt incluse fotografiile celor sase machete realizate
de artistd, reprezentdnd urmatoarele subiecte: 1) Teatru; 2) Stiintd si culturd; 3) Proza si poezie; 4) Arhitectura si
sculpturd; 5) Dans; 6) Muzicd si picturd. Se stie cd doud basoreliefuri executate (,,Poezie si prozd” si ,Teatru”) au
ajuns a fl expuse in vestibulul Palatului Cultural, insé la inceputul anului 1944 lucrarile au fost stopate din cauza
apropierii frontului. Ulterior, urmele acestor opere sculpturale s-au pierdut.

Cuvinte-cheie: Claudia Cobizev, Palatul Cultural din Chisindu, Palatul Cultural al Unirii din Chisindu,
basorelief, panou sculptural, Valeriu Ulinici.

The contribution of the artist Claudia Cobizev to the beautification
of the Cultural Palace of the Union in Chisinau

Abstract. During the interwar period there was built one important cultural edifice of the Cultural Palace or
the Palace of Culture (today the “Mihai Eminescu” National Theater) in Chisinau. In 1938, the committee who
was responsible for the construction of the Union monument in Chisindu led by Pan Halippa proposed renaming
the new “Cultural Palace of the Union”. In the hall of that palace the miniature of the Union monument cast in
bronze was to be exhibited by the sculptor Alexandru Plimadeald. In 1943 a competition was announced for six
bas-reliefs with human figures on the theme of culture and art, which were to be installed in the vestibule of the
building. The winner of this competition became the young sculptor Claudia Cobizev. The National Archival
Agency keeps a file on the Palace’s decoration materials made by Claudia Cobizev. Also it included some pho-
tographs of the six models made by the artist and represented the following subjects: 1) Theater; 2) Science and
Culture; 3) Prose and Poetry; 4) Architecture and Sculpture; 5) Dance; 6) Music and Painting. It’s known that two
executed bas-reliefs (“Poetry and Prose” and “Theater”) ended up being exhibited in the vestibule of the Cultural
Palace, but at the beginning of 1944 the works were stopped due to the approach of the front line. Subsequently,
traces of these sculptural works were lost.

Keywords: Claudia Cobizev, Cultural Palace in Chisindu, Cultural Palace of the Union in Chisindu, bas-re-
lief, sculptural panel, Valeriu Ulinici.
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In perioada interbelici a fost zidit un im-
portant edificiu cultural din Chisindu - Palatul
Cultural sau Palatul Culturii (astazi Teatrul Na-
tional ,Mihai Eminescu”). In 1928, Ministerul
Cultelor si Artelor al Romaniei a alocat pentru
cladirea Palatului Cultural 40 de milioane de lei,
iar pentru constructie a fost ales un teren adia-
cent fostului Bulevard Carol al II-lea (astdzi Bu-
levardul Stefan cel Mare si Sfant), in coltul stang
al cartierului central rezervat odinioara Pietei
Politienesti. Ideea constructiei acestui edificiu
de menire culturala s-a bucurat de o reala sus-
tinere din partea primarului orasului Gheorghe
Pantea. In 1929, au fost ridicati peretii si execu-
tate lucrérile de acoperire, dar din cauza crizei
economice constructia a fost stopatd. In 1938,
comitetul responsabil pentru constructia mo-
numentului Unirii la Chisindu, condus de Pan
Halippa, a propus redenumirea noului palat in
»Palatul Cultural al Unirii” in vederea contopi-
rii ideii de Unire cu cea de cultura [1]. Iata ce
scria revista ,,Viata Basarabiei” la 10 octombrie
1938: ,,Ideea Unirii poate fi reprezentatd in mod
simbolic nu numai printr-o statuie. Un edificiu
maret, care sd fie lacas de culturd romaneasca
in Basarabia, e cea mai fericita alegere” [2]. De

remarcat ca un monument al regelui Ferdinand
I (sculptor Oscar Han) se construia deja in 1938
in piata centrald a orasului, vizavi de Arcul de
Triumf (Fig. 1), iar monumentul Unirii ce in-
cludea sculptura ecvestra a aceluiasi monarh
urma a fi amplasat in Parcul catedralei la in-
tersectia actualului Bulevard Stefan cel Mare si
Sfant cu str. Puskin. Astfel se crea o situatie ne-
potrivitd ciAnd doua statui ale regelui Ferdinand
I, una pedestra si alta ecvestrd, ar fi situate la
o mici distanti. In sala palatului nou construit
urma a fi expus Monumentul Unirii in minia-
turd, turnat in bronz (sculptor Alexandru Pla-
mddeald) (Fig. 2). Ideea redenumirii palatului a
fost aprobata de regele Carol al I1-lea si adusi la
cunostinta lui Pan Halippa la 2 august 1938 [3].

Aspectul exterior al imobilului in cauza era
conceput in concordanta cu cel al Bancii orase-
nesti (astdzi Sala cu Orgd), de facturd neoclasica,
aliniata strazii principale a urbei si plasatd in col-
tul drept al cartierului, simetric fata de axa scu-
arului aflat intre cele doua clddiri (Fig. 3). Am-
prenta la sol a imobilului inscria un dreptunghi.
Fotografiile de epoca infitiseaza Palatul Culturii
ca un edificiu monumental dotat cu un portic
cu coloane antice asezat pe un podium inalt cu

Fig. 1. Monumentul regelui Ferdinand I, astézi inexistent (sculptor Oscar Han) (http://monumentul.blogspot.
com/2013/11/unirii-proiect-chisinau.html).
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Fig. 2. Macheta Monumentului Unirii (sculptor Alexandru Plamadeald)
(http://monumentul.blogspot.com/2013/11/unirii-proiect-chisinau.html).

mai multe trepte. Sala de spectacole era acope-
rita cu o cupold aplatizata rezemata pe tambur
cilindric. Pe fatada principala, parterul si etajul
erau penetrate de ferestre mari dreptunghiulare,
iar cel de-al treilea nivel, de o indltime mai mica,
avea forma unui atic. Planul cladirii nu amintea
doar un teatru, ci un palat polivalent al artelor
si centru cultural important, cumuland diver-
se functii inerente acestuia. Sala de spectacole
(theatronul), de plan circular, era plasatd chiar
in centrul geometric al edificiului. Ea se margi-
nea, pe de o parte, cu zona rezervata spectatori-
lor, iar pe de alta parte, cu cea tehnica. ,,Aceste
portiuni ale planului - anterioard si posterioara
theatronului — erau impartite in cate trei com-
partimente alungite, paralele axei longitudinale.
Intrarea era prin vestibul, cu o scard monumen-
tala in trei rampe, dintre care cea centrald urcala
etaj. De o parte si de alta a vestibulului se aflau:
la stanga - garderoba, iar la dreapta - bufetul (cu
timpul, locul lor s-a schimbat). In partea teh-
nicad erau distribuite incaperile pentru adunari
festive, concerte si manifestari artistice, cu sali
de repetitie, cabine de machiaj, iar in mijloc - o
curte interioara liberd, fara acoperis si perete ex-
terior, cu patru coloane in centru, amintind un
atriu. Rotonda teatrului, circulara in plan, este

inscrisd intr-un patrat, marginit lateral de doua
culoare late si lungi cat latimea cladirii, in cape-
tele cdrora se aflau usile pentru evacuarea spec-
tatorilor direct in stradd si in scuarul lateral” [4,
p. 122-123]. In cele doud buzunare aliturate
scenei era asigurata circulatia pe verticala a ad-
ministratiei si actorilor. Parterul, inconjurat din
trei parti de loje, era destinat pentru 390 de spec-
tatori. Cupola aplatizatda masura 20 m in diame-
tru, iar indltimea tamburului penetrat de un sir
de goluri era de 4 m. In interiorul acestei cupole
se gasea o alta cupold, mai micd, cu un diametru
de 15,6 m, care se sprijinea pe coloanele porticu-
lui si contribuia la iluminarea naturala a interi-
oarelor. Grupurile sanitare ocupau colturile pa-
tratului circumscris sélii de spectacole, accesele
in ele fiind amenajate din foaierele laterale. La
etaj, deasupra hall-ului, se afla biblioteca cu sala
de lectura. Initial scena avea o profunzime mic4,
insd in 1940 aceasta a fost reconstrutd pentru
plasarea statuii lui V. Lenin. Se preconiza insta-
larea si altor statui cu tentd propagandistica co-
munistd in interiorul edificiului. Administratia
sovietica din 1940 urma sa transforme Palatul
Cultural in teatru ordsenesc numit mai tarziu in
cinstea poetului rus Aleksandr Puskin care si-a
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Fig. 3. Palatul Cultural al Unirii, 1941 (http://monu-
mentul.blogspot.com/2013/11/unirii-proiect-chisinau.
html).

O alté faza constructiva a edificiului cultu-
ral a urmat in 1943 (Fig. 4). La acea vreme din
cauza distrugerilor cauzate de ridzboi in cladirea
Palatului Cultural au fost stramutate Conserva-
torul, Biblioteca municipald, Pinacoteca, teatrul
pentru circa 800 de locuri, Sala de Expozitii s.a.
In august-decembrie 1943, Consiliul de Cola-
borare condus de primarul orasului colonelul
Anibal Dobjanschi, a examinat o serie de lucrari
din Palatul Cultural. De asemenea a fost anun-
tat concursul pentru sase basoreliefuri cu figuri
umane la tema culturii si artei, care urmau a fi
istalate in vestibulul clddirii, la intrare, unde se
gaseau sase nise dreptunghiulare.

In Memoriul dirigintelui lucrérilor de la Pa-
latul Cultural, arhitectul comunal Valeriu Uli-
nici sunt consemnate urmatoarele: ,Importanta
culturala si artistica a Palatului Cultural din Chi-
sindu impune arhitectura interioard precum si
ornamentatia interioard din cele mai serioase si
bine studiate din punct de vedere a subiectului,
stilului si executiei. Pe de alta parte, din decora-
tiuni si ornamentatii bine proiectate si executate
se invedereaza intotdeauna destinatia edificiului,
dandu-i stil propriu consacrat scopului ales. La
intrarea principala, unde se afla si scara de onoa-

re, pe peretii laterali se afld sase firide dreptun-
ghiulare, care trebuie decorate intr-un fel sau
altul. Singura posibilitate arhitectonica de deco-
rare a acestor firide este asezarea in aceste firide
a panourilor decorative, reprezentand diferitele
manifestari ale culturii si artei... Efectul decora-
tiv si estetic al acestor panouri va fi cu atat mai
mare cu cat executia va fi mai find si ireprosabild,
deci este cazul ca aceastd lucrare sa fie incredin-
tata unui artist sculptor de valoare” [5].

Drept castigitor al concursului anuntat
a fost desemnatd tandra sculptoriti Claudia
Cobizev.

In Agentia Nationala a Arhivelor se pastrea-
za un dosar referitor la materialele de ornamen-
tare a palatului realizate de Claudia Cobizev.

Prezinta interes oferta inaintata Primariei
municipiului Chisinau de plasticiand in care ea
mentioneazd: ,Subsemnata, Claudia Cobizev,
artist sculptor, domiciliata in Chisindu, str. Ia-
silor nr. 29, ofer sa execut sase basoreliefuri de
2,3m x 3m, pentru Palatul Cultural, fiecare com-
pus din doud figuri umane, reprezentand urma-
toarele subiecte: 1) Teatru. 2) Stiintd si cultura.
3) Proza si poezie. 4) Arhitectura si sculpturd. 5)
Dans. 6) Muzici si pictura. Basoreliefurile vor fi
turnate in gips si vor fi armate cu sarma si calt...
Pretul intregii lucrari este de 1 200 000 de lei.
Toate basoreliefurile vor fi executate in termen
de 90 de zile de la aprobarea ofertei” [6] (Fig. 5).

Vom cita din corespondenta sefului Servi-
ciului Tehnic, inginerul Gheorghe Buciuscan cu
primarul orasului Chisinau (14 octombrie 1943):
»Avem onoarea de a va raporta cd la Palatul Cul-
tural urmeaza a se executa sase basoreliefuri, re-
prezentand «Arta si cultura» compuse din figuri
umane spre a fi instalate in vestibulul acelui Pa-
lat, la intrarea principala... Anexand pe langa ra-
portul de fatd a) memoriul; b) devizul estimativ

Flg 4 Palatul Cultural al Unirii, 1941 (dupa T. Nesterov).
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de lei 1 200 000; ¢) masurdtoarea; d) analiza de
preturi; e) sase fotografii ale machetelor acelor
basoreliefuri; f) caietul de sarcini si g) aprobarea
Ministerului Cultelor si Artelor... avem onoarea
a va ruga sd binevoiti a aproba toate piesele mai
sus aprobate...” [7]. Intr-o altd scrisoare din 3
septembrie 1943 adresatd Ministerului Cultelor
si Artelor, semnata de Gheorghe Buciuscan si
primarul orasului Anibal Dobjanschi se mentio-
neaza: ,,In legiturd cu continuarea si terminarea
lucrarilor de la Palatul Cultural din Chisindu,
lucrdri ce se executd de Primaria acestui muni-
cipiu, urmeaza a se instala, in vestibulul cladirii,
un numdr de sase compozitii in basoreliefuri.
Anexind sase fotografii ale machetelor acelor
basoreliefuri, avem onoarea a supune cunostin-
tei Dvs ca basoreliefurile vor fi executate de cétre
domnisoara Cobizev Claudia, artista sculptoare
din Chisindu, absolventa a Academiei Regale de
Arte Frumoase din Bruxelles” [8].

In dosarul Agentiei Nationale a Arhivelor
sunt incluse si alte documente referitoare la
executarea celor sase basoreliefuri: Devizul esti-
mativ, Masuratoarea si Analiza de preturi, toate
semnate de conductorul tehnic V. Seroteanu si
arhitectul Gheorghe Cujba [9]. Tot aici se afla si
sase fotografii ale machetelor realizate de talen-
tata artistd Claudia Cobizev [10].

Compozitia ,Teatru” prezintd un barbat
si o femeie stand in picioare, fata in fata, ambii
tinand o masca teatrald simbolizdnd comedia
(Fig. 6). Femeia are in cealaltd mand o cunu-
nd din lauri. La picioarele personajelor se afla
o coloand a ordinului ionic si 0 mascd teatrala
simbolizand tragedia.

In panoul ,Stiintd si culturd” apare un
cuplu format dintr-o femeie stdnd in picioa-
re si un barbat sezdnd, pozitionati fata in fatd
(Fig. 7). Femeia care reprezinta cultura tine in-
tr-o mana cartea, iar in cealalta o candeld ce arde
pe fundalul unui palat monumental asemanétor
cu Palatul Cultural din Chisinau. Barbatul care
reprezinta stiinta se uitd atent la globul paman-
tesc, tindnd intr-o mana un atlas.

Compozitia sculpturala ,,Proza si poezie”
reuneste doud femei stand in picioare, fata in
fata (Fig. 8). Personajul ce reprezintd proza tine

(Vb Fodifee —

Fig. 5. Oferta inaintatd Primariei municipiului Chisi-
nau de sculptorita Claudia Cobizev (ANA).

o penitd din pand de gdsca, iar personajul ce re-
prezintd poezia are in mana o floare.

Panoul ,,Arhitectura si sculptura” infatisea-
zd un barbat stand in picioare si o femeie sezand,
pozitionati fata in fata (Fig. 9). Figura alegorica
ce simbolizeazd sculptura tine intr-o ména un
instrument de lucru, iar in cealalta - sculptu-
ra unei creaturi mitilogice cu corp de pasire si
cap de femeie. Figura alegorica ce simbolizeaza
arhitectura tine in maini macheta unei biserici
medievale de pe timpul lui Stefan cel Mare si
Petru Rares.

In compozitia ,Dans” sunt reprezentate
doud figuri umane, femeia si barbatul, dansand
(Fig. 10). Pentru acompanierea ritmica a dan-
sului, barbatul bate in tamburina. Compozitia
sculpturald pare a fi inspirata din dansul muzei
Terpsihora cu zeul Apollo.

Panoul ,Muzica si picturd” include doud
personaje feminine stand in picioare fata in fata
(Fig. 11). Femeia ce reprezinta arta muzicala
tine in mana o lira si se ridica cu un picior pe
o treapta in forma de nai. Femeia ce reprezinta
arta picturii tine intr-o ména pensulele, iar in
cealalta — paleta.

Basoreliefurile modelate de Claudia Cobi-
zev, impresionante prin frumusetea formelor,
ne transpun intr-o lume ideald a culturii si artei.
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Fig. 6. Compozitia sculpturald , Teatru” (ANA).

Fig. 8. Compozitia sculpturala ,,Proza si poezie”
(ANA).

Plasticiana, inzestrata cu un temperament artis-
tic puternic, pune accent pe monumentalitatea
si expresivitatea imaginilor sculpturale. Lucra-
rile sale, convingatoare ca mesaj, emana caldu-
rd, senzualitate si energie. Dovedesc o intelege-
re perfectd a legilor spatiale si poarta amprenta
unei elegante solemne.

Este clar cd in cazul de fatd sculptorita a avut
ca izvor de inspiratie mitologia antica greaca si
arhitectura moldoveneascd medievala. Integra-

1
g
!

’ &

Fig. 9. Compbzigia sculpturald
»Arhitectura si sculpturd” (ANA).

rea celor sase basoreliefuri in designul interior

al Palatului Cultural ar transforma zona intrarii

intr-una cu adevarat memorabila.

Istoria acestor compozitii originale a fost
urmatoarea. Doud basoreliefuri executate (,,Po-
ezie i prozd” si ,Teatru”) au ajuns a fi expuse in
vestibulul Palatului Cultural, insa la inceputul
anului 1944 lucrarile au fost stopate din cauza
apropierii frontului. Ulterior, urmele acestor
basoreliefuri s-au pierdut.
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Fig. 10. Compozitia sculpturald ,,Dans” (ANA).

Urmatoarea perioada constructiva a edifi-
ciului vizat incepe in anul 1945 cu lucrdrile de
proiectare a interioarelor si decorarea fatadelor.
Finalizarea imobilului a avut loc in anul 1954,
acesta fiind destinat Teatrului moldovenesc
muzical-dramatic ,,A.S. Puskin” (astdzi Teatrul
National ,,Mihai Eminescu”.
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MIHAIL STATNII. ARHETIPURI, MEMORIE SI TRADITIE
IN DISCURSUL PLASTIC CONTEMPORAN

Doctoranda, Scoala Doctorala Stiinte Umaniste si ale Educatiei, Universi-
tatea de Stat din Moldova.

Dorina CHICU

Mihail Statnii. Arhetipuri, memorie si traditie in discursul plastic contemporan

Rezumat. Prin analiza iconologicd si semioticd, studiul dezvaluie universul artistic al lui Mihail Statnii, in
care memoria rurald, arhetipurile culturale si traditia configureaza fundamentul unui discurs plastic contempo-
ran. Ridicinile sale in ethosul satului si influenta culturii populare au modelat o viziune spirituald i morala ce
transpar in densitatea simbolica a creatiei sale. Opera lui M. Statnii exploreazi teme fundamentale ale umanitatii,
precum credinta, initierea si sacrificiul, in paralel cu reprezentari ale feminitatii, ale covorului traditional si ale
ritualurilor comunitare, care devin semne identitare esentiale. Prin sinteza dintre traditie, simbol si sensibilitate
contemporand, discursul pictorului devine o reflectie asupra conditiei umane si un reper valoric al culturii plas-
tice nationale.

Cuvinte-cheie: Mihail Statnii, iconologie, semioticd, arhetipuri culturale, identitate vizuald, traditii popula-
re, Malanca.

Mihail Statnii. Archetypes, Memory, and Tradition in the Contemporary Visual Discourse

Abstract. Through iconological and semiotic analysis, the study reveals the artistic universe of Mihail Stat-
nii, where rural memory, cultural archetypes, and tradition shape the foundation of a contemporary visual dis-
course. His roots in the ethos of the village and the influence of folk culture have shaped a spiritual and moral
vision that emerges through the symbolic density of his work. M. Statnii’s oeuvre explores fundamental themes of
humanity - such as faith, initiation, and sacrifice — alongside representations of femininity, the traditional carpet,
and community rituals, which become essential markers of identity. Through the synthesis of tradition, symbol-
ism, and contemporary sensibility, the painter’s discourse becomes both a reflection on the human condition and
a valuable reference point within the national fine arts culture.

Keywords: Mihail Statnii, iconology, semiotics, cultural archetypes, visual identity, folk traditions, Malanca.
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Intr-o epoca a gandirii fragmentate si a in-
formatiei rapide, artistul plastic Mihail Statnii
ofera un raspuns vizual elocvent la dezorien-
tarea valorica a lumii actuale, propunand, prin
creatia sa, o intoarcere la esente: la figura umana
ca simbol, la gestul expresiv ca forma de revela-
tie interioara, la lumina ca prezenta spirituald si
la traditie ca forma de rezistentd culturala. Pic-
torul, fidel acestor principii, transmite mesaje
artistice profunde, imprimand cu iscusintd in
opera sa imagini invaluite in reflectii filosofice si
valori general-umane. Limbajul sau vizual, inte-
meiat pe fundamentele culturii plastice univer-
sale si traditionale, reinvie pe panze frumusetea
datinilor si a intelepciunilor populare, valorifi-
cand mostenirea ancestrala printr-o sensibilita-
te personald, ancorata in spiritul contemporan.

Nascut la 9 noiembrie 1942, in comuna
Ghilavat (astazi Beleavinti), raionul Briceni,
RSS Moldoveneasca, Mihail Statnii s-a format
la scoala vietii de la sat, sub semnul unui ethos
rural patruns de duh stribun. Inci din primele
clipe ale vietii, a fost crescut in lumina valori-
lor perene ale culturii populare, asimiland firesc
zestrea spirituald a neamului nostru, acea inte-
lepciune veche, transmisd prin cuvinte simple,
dar pline de talc, care i-au devenit repere de
viatd: demnitate, moralitate, identitate. Pentru
el zicala ,,Ce tie nu-ti place, altuia nu-i face” nu
era doar o vorba din batrani, ci un adevar tra-
it. Iar ,,Ochii sperie, mainile bucurad” ii amintea
mereu cd frica de inceput dispare atunci cdnd
te apuci cu hdrnicie de treabda. Cand madicuta
sa urzea covoare, il indemna sa rosteasca vor-
be frumoase, ca ecoul si esenta lor sa ramana
intre fire, ca o binecuvéntare izvorata din in-
demnul stravechi ,,Cum iti vei asterne, asa vei
dormi”. Invitase ci ,fapta bund mult aduna” si
»cu rabdarea treci si marea” — acea forta ticuta,
dar neclintita, care duce in timp la izbanda. Ori
de cate ori destinul 1-a pus la incercare, a ales
cumpdtarea si tacerea bine gandita, in acord cu
zicala: ,,Capul plecat sabia nu-1 taie”, convins ca
modestia si indulgenta, fundamentate pe dis-
cerndmant, nu constituie semne ale sldbiciunii,
ci expresii ale fortei interioare. Aceste modele
spirituale si principii morale venite din adan-

curile timpului, parte esentiald a codului nostru
genetic cultural, preluate si integrate ulterior de
filosofia crestind, au imprimat creatiei artistului
o amprentd profunda, generand o opera marca-
ta de reflectie si densitate ideatica.

In perioada studiilor la Scoala Republicana
de Arte Plastice ,,Ilia Repin”, astazi Colegiul Re-
publican de Arte Plastice ,,Alexandru Plamade-
alda” (1964-1968), a cunoscut-o pe distinsa Ada
Zevin, plasticiana, istoric de arta si pedagog,
care a avut o influentd incontestabild asupra
formarii sale artistice. Sub indrumarea acesteia,
a fost initiat in problematica artei contempora-
ne, in traditiile culturii plastice europene si in
profunzimea artei populare, largindu-si astfel
orizontul estetic si dobandind o intelegere mai
ampla si mai nuantata a domeniului ales.

Remarcandu-se prin talent, seriozitate si
o pregatire temeinicd, Mihail Statnii a fost pri-
mul artist din RSS Moldoveneasci care, in urma
unui concurs riguros, a obtinut o prestigioasa
bursa unionald, destinata exclusiv celor mai
promitatori creatori din spatiul sovietic, bene-
ficiind de acest sprijin timp de aproape trei ani
(februarie 1972 — decembrie 1974).

A debutat in a doua jumatate a anilor 1960,
perioada a ,dezghetului hrusciovist”, cu lucrari
inspirate din mostenirea culturald autohtona,
in care a manifestat o afinitate profundd pen-
tru valorile spirituale ale neamului, sinceritatea
emotionala a personajelor portretizate, precum
si pentru motivele etnice si finetea decorativa
specifice artei strabune (Mireasa din comu-
na Boian (1967), Bunica Ana din satul Boian
(1967) si Mos Vasile (1967)).

Aceastd directie de gindire, centrata initial
pe destinul individual, capata valente mai largi
in lucrarea de diploma Binecuvintare (1968),
unde plasticianul se deschide spre ideea de
initiere, cunoastere si apartenenta la o ordine
spirituald transcendentd. Compozitia, de fac-
tura monumentala, il infitiseaza pe autor la o
varsta fragedd, in prima zi de scoala, insotit de
pdrinti. Printr-un gest de binecuvantare, aces-
tia il conduc spre ,Jumea mare” — o metafora a
devenirii personale. Scena are loc sub un fron-
ton triunghiular, sprijinit de doud coloane cu
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valoare arhaicd, ce trimit la legenda lui Hiram
si la ideea unui templu al cunoasterii. Aceste
elemente arhitecturale devin simboluri ale tre-
cerii si ale transformadrii interioare, conferind
momentului o dimensiune ritualica. Copilul,
plasat central si luminat intens, capata o aurd
aproape misticd, sugerand puritate si poten-
tial. In contrast, pirintii apar sobri, in posturi
arhetipale de ghizi si protectori, incadrati in-
tr-o compozitie echilibrata si incdrcata de sens.
Lucrarea impresioneaza atat prin profunzimea
reflectiei filosofice, cat si printr-o interpretare
plasticd originala, inspirata din icoanele medi-
evale — influentd recognoscibila in frontalitatea
compozitiei, in tratamentul hieratic al figurilor
si in paleta cromatica retinuta.

Privitd prin prisma iconologiei, lucrarea
tandrului absolvent relevad o inclinatie autenti-
ca spre introspectie si spiritualitate, exprimata
printr-o sinteza a gandirii filosofice, simbolis-
mului plastic si temelor ancestrale ale umani-
tatii. Aceastd articulare complexa a limbajului
vizual prefigureaza o directie de creatie marcata
de coerenta ideatica si deschidere spre univer-
salitate — aspect ce va deveni, in timp, un reper
semnificativ in expresia plasticd a artistului.

Orientarea astfel conturata evolueazd trep-
tat intr-o meditatie recurenta asupra structuri-
lor narative fundamentale ale umanitatii de la
Adam si Eva, Cain si Abel pana la lisus Hristos
si loan Botezétorul, incluzind, in unele lucrari,
si simboluri euharistice ce trimit la misterul cre-
dintei si al comuniunii divine (Dialog despre cre-
dintd (1989), Intdlnire. Duminica Mare (1989),
Tradare. Sdarutul lui Tuda (1989), Destdinuirea
ingerului (1990), Executia lui Ioan Botezditorul
(1991), fnvingdtorul (1991), Intrarea in Ierusa-
lim (1991), Adoratia magilor (2016), Nasterea
Domnului (2017), Ingerul cdzitor (2017), Profet
(2017), Sfanta familie (2020)). Plasticianul adu-
ce in prim-plan arhetipuri ce traverseaza vea-
curile si revin constant in constiinta culturald
colectiva. Acest ciclu repetitiv al istoriei, marcat
de cadere, conflict, sacrificiu si revelatie, devine
o sursd inepuizabila de sens si expresie artistica,
invitand privitorul la o reflectie asupra marilor

teme ale existentei si la o regdsire a sinelui in
oglinda mitului si a simbolului. De asemenea,
revenirea la naratiunea fondatoare reprezinta si
o nevoie actuald de sens intr-un context cultural
marcat de fragmentare spirituala.

In aceastd logici a recuperirii marilor teme
existentiale se inscrie si lucrarea Invitatie in Rai
(2012), care propune o viziune metafizica asu-
pra momentului mortii, inteles nu ca sfarsit, ci
ca trecere, eliberare si comuniune cu Absolutul.
Compozitia reia, in cheie iconologicd, motivul
escatologic al calatoriei sufletului catre divinita-
te — recognoscibil atat in imaginea Anastasis din
iconografia bizantina, cat si in reprezentarile
plastice occidentale inspirate de Divina Comme-
dia a lui Dante Alighieri [1]. Silueta luminoasa
simbolizeaza purificarea si desprinderea de ma-
terie, intruchipand sufletul aflat in drumul siu
spre implinire, ghidat de ingeri — entitati celeste
care actioneaza ca mesageri si calduze spirituale
in iconografia crestind. Curcubeul vertical devi-
ne un axis mundi, o scara simbolicd intre planul
terestru si cel divin, in timp ce poarta deschisa
- motiv recurent in arta sacrd (Porta Coeli) (2,
p. 745] - marcheazd pragul initiatic al trecerii
spre o altd ordine ontologicd. Figura batranei,
aflata in vecindtatea portii, indica sfarsitul vie-
tii pamantesti, iar contrastul dintre fundalul
brun-roscat si explozia cromatica din zona de
trecere accentueaza tensiunea dintre materie
si spirit, efemer si etern. In registru simbolist,
apropiat de universul vizual al lui Odilon Re-
don, lucrarea propune o reflectie lirica asupra
sensului vietii ca drum spre lumina.

Un loc aparte in dimensiunea metafizica
a operei ocupd imaginea Fecioarei Maria, in-
truchipare a eternului feminin si insemn al ma-
ternitatii divine, care apare constant in lucrarile
artistului, integrandu-se firesc in meditatia vizu-
ald asupra originilor si conditiei umane. O ase-
menea preocupare se reflectd intr-un ansamblu
coerent de lucrari, precum: Nasterea Domnului
(2010), Nasterea Domnului. Sfanta Marie si Ar-
hanghelul Mihail (2016), Madona cu pruncul
(2016), Fuga in Egipt (2017) s.a. In panzele Buna
Vestire (2005), partea a doua din tripticul Buna
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Vestire (2007), Buna Vestire (2016), crinul alb —
sau Fleur-de-Lis —, cu cele trei petale ale sale ce
evoca simbolic Trinitatea, devine o reprezentare
ce poate fi interpretata drept un manifest vizu-
al al unei mosteniri sacre feminine, fie prin mi-
tologia ezoterica merovingiand, fie prin figura
Maicii Domnului. Este o linie simbolica ce stra-
bate veacurile ca 0 memorie vie, purtand in sine,
posibil, emblema unei incertitudini sau, dimpo-
triva, ,,a puritatii si a sperantei reconcilierii din-
tre materie si spirit, dintre om si divinitate”[2,
p. 387; 3, p. 490]. Prin aceasta densitate sim-
bolica si prin capacitatea de a reactiva miturile
fondatoare in cheie contemporand, artistul nu
doar reinterpreteaza trecutul, ci si il revalorifica
in lumina prezentului, punand in dialog traditia
cu sensibilitatea moderna. Astfel, se contureaza
o interconexiune intre forma, continut si ideo-
logie, in care limbajul plastic devine mediu de
translatie al unei viziuni integratoare asupra lu-
mii, unde simbolul nu este ornament, ci esenta.

In aceasti logicd a recuperdrii marilor teme
existentiale se inscrie si lucrarea Legendd (Mes-
terul Manole) (2013), care transpune vizual mi-
tul jertfei printr-o compozitie tripartitd: ingerul
- martor divin, arcada - prag intre lumi, si fe-
meia cu méinile plasate sub forma crucii inver-
se — detaliu iconografic ce sugereaza tensiunea
interioara si neacordul fatd de sacrificiu. Paleta
cromaticd subtila atenueaza dramatismul, con-
ferind scenei o aura de liturghie. Artistul muta
accentul de la cruzimea legendei la dimensiu-
nea ei ritualica, transformand victima intr-o
alegorie a rostului unui lacas de cult. Dincolo
de cortina lumii materiale, aceastd ofranda, cu
rezonante din negura timpurilor, prin puterea
sa evocatoare, invitd la o reflectie asupra esente-
lor sacrale ale existentei.

Un alt reper ideatic la care pictorul revi-
ne adesea este chipul femeii - fie evocat prin
rolul matern, fie contopit cu tumultul marin,
fie asemuit cu un trandafir, a carui finete efe-
merd ascunde o fortd defensiva, fie purtitoare
de straie cu rezonante arhaice - toate, imagini
artistice incdrcate de insemne sugestive (Astep-
tare (1984), Duiosie. Portretul mamei (1984),

La mama acasd (1985), Speranta (1990), Lari-
sa si marea (2018), Flora (2004), Pdldria ver-
de (2004), Sonatd (2011), Flordreasa din Ialta
(2011), Armonie poeticd (2018), Sarbdtoarea iei
romdnesti (2021) s.a.).

Compozitiile care valorificd aceste imagini
simbolice, dar si motive precum covorul si sar-
bétorile de iarnd, deschid posibilitatea unei lec-
turi semiotice, fiind concepute ca sisteme vizuale
purtdtoare de valori identitare, afective si cultu-
rale. Ele devin reflexii ale unui imaginar colectiv,
trimitand, pe de o parte, la reprezentari arheti-
pale ale feminitatii — prin broboada, ie si celelal-
te componente ale portului popular -, iar, pe de
alta parte, la dimensiuni ale memoriei, traditiei
si apartenentei - in cazul covorului si al ritualu-
rilor sdrbétoresti. Recurenta acestor prezente in
creatia pictorului este determinata de extragerea
lor din sfera utilitarului si de resemnificarea prin
accentuarea dimensiunii spirituale.

In consonanti cu aceastd abordare, pan-
zele Natalia (1975) si Galina cu basma neagrdi
(1975) ofera doud ipostaze complementare ale
feminitatii sacralizate: una stilizata, iconica si
cu valente mistice; cealalta — profund ancorata
in traditia locala. Este semnificativ c3, in ambele
compozitii, salinca cu motive florale imprimate
pe campul negru depdseste functia decorativa,
devenind un semn identitar cu rezonanta cultu-
rald, inscris intr-un orizont spiritual si ancestral.

Intr-o serie de lucriri reprezentative ale ar-
tistului — Zestrea mamei (1989), Vopsirea lanii
(1984), Frescd din trecut (2012), Traditii (dedi-
catie mamei) (2021), Cariatide (2022), precum
si in compozitiile reunite sub titlul Traditii, co-
vorul moldovenesc ocupd un loc central in con-
structia plasticd, devenind un reper cu conota-
tii identitare. In semiotica vizuala traditionals,
negrul campului joacd rolul culorii originare, al
matricii, al unei taceri sacre din care se nasc si
in care se intorc toate lucrurile. Pe acest fundal
intunecat, florile expresive devin embleme ale
vietii, regenerarii si sperantei care rasare din
intuneric. Inserat in compozitii alaturi de figuri
feminine si gesturi traditionale cu rezonante
ritualice — pregitirea zestrei, tesutul, torsul cu
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furca, fusul si fuiorul -, covorul dobandeste di-
mensiuni simbolice, transfigurandu-se totodata
intr-un fundal sacralizat.

Astfel, covorul din ciclul Traditii (2021)
relevd o iconografie laica a originilor, devenind
nucleul vizual al unui repertoriu cultural inte-
riorizat. Departe de a fi un simplu element de-
corativ, el functioneaza ca un semn cu valente
ceremoniale, asociat cu solemnitatea, profun-
zimea spirituald a universului casnic si cu ceea
ce am putea numi ,,scena vietii”. In prim-planul
compozitiei, triada generationala — batrana cu
fuiorul, copila si tanara femeie — capétd valoare
de metafora vie a succesiunii, in care se instituie
un lant diegetic al transmiterii. Campul negru
al covorului functioneaza ca suport vizual al
povestii identitare a feminitatii si datinilor, po-
tentdnd motivele florale si siluetele, ca si cum
ar rasari dintr-o addncime arhetipald. Limbajul
plastic, definit de tuse moi, vaporoase, croma-
tica pastelatd si forme estompate, genereazd o
atmosfera delicatd, impregnata de lirism si nos-
talgie, devenind totodatd o imagine a profunzi-
mii initiatice incorporate in traditie.

Aceeasi dimensiune simbolica si ritualica
a elementelor din viata cotidiana se extinde si
in reprezentarile sdrbétorilor moldovenesti,
marcate de festivititi, insemne si acte de comu-
niune, prin care artistul reactiveazd un sistem
de coduri colective provenite din obiceiurile
stravechi. Ciclul In jurul mesei - Paste (2013),
Tandrete (2015), Povatd (2015) s.a. functionea-
za ca un limbaj metaforic al convivialitatii si al
transmiterii valorilor, in care masa devine un
reper central: imagine a memoriei, a unitatii si
a continuitatii. Gesturile, expresiile si posturile
personajelor, incdrcate de functii conative si ex-
presive, nu se limiteaza la redarea unor situatii
familiare, ci articuleaza relatii intergenerationa-
le, norme ale respectului, modele de ospitalitate
si forme ale bunatatii — toate integrate intr-un
cadru ceremonial recognoscibil. Lucrarea Ser-
bare autumnald (2014) exemplifica aceastd lo-
gicd simbolica: masa, situata in centrul compo-
zitiei, structureaza scena ca spatiu al legdturii
umane, al apartenentei si al sacralizarii ciclici-
tatii naturale. Femeile in port traditional devin

indicii vizuali ai identitatii feminine si etnice,
reflectand roluri esentiale in universul domestic
si ritualic — acolo unde sacrul se impleteste fi-
resc cu viata de zi cu zi. Tratamentul pictural, cu
forme estompate si contururi difuze, sugereaza
o atmosferd subtild, un timp interior filtrat de
emotie si reflectie. Estetica nu vizeazd recon-
stituirea fideld a unei secvente reale, ci elevea-
zda compozitia la nivelul unui timp ancentral,
incdrcat de semnificatii simbolice. Arborii din
fundal pot fi interpretati ca semne ale vertica-
litatii sacre, evocind legatura dintre pamant si
cer, precum si ritmurile cosmice care ordonea-
za calendarul sarbatorilor. Astfel, scena cotidi-
ana este transfiguratd intr-o veritabild icoana
culturald a memoriei si a apartenentei.

Forma elocventd, misterul si profunzimea
expresiva se cristalizeazd exemplar in lucrari-
le dedicate ritualurilor nocturne desfisurate la
cumpana dintre ani. Acestea sunt percepute atat
ca o celebrare a armoniei dintre forte, cét si ca
un mijloc de alungare colectiva a energiilor ma-
lefice. Pozitionarea spatiului nostru geografic
intre paradigme opuse a favorizat aparitia diver-
selor forme traditionale de protectie si regene-
rare spirituald. In aceasti intelepciune a strimo-
silor se ascunde o lege fundamentald a viziunii
existentiale: totul in lume se sprijind pe echilibru
- intre lumina i umbr4, intre ordine si taind, in-
tre putere si intelepciune. Pe acest fundal, com-
pozitiile lui Mihail Statnii dedicate sarbatorilor
de iarna - de la Craciunul cu Steaua si colindele
la Malanca din Clocusna, Calutul si Anul Nou
cu mascati — imbina observatia etnograficid cu
o poetica simbolica de mare forta evocatoare
(Cdlutul (1989), 31 decembrie (1989), Malanca.
Anul Nou (1995), Craciunul cu Steaua si colinde
(2016), Anul Nou cu Malanca (2018), Criciunul
cu Steaua si Vertep (2019), Craciunul. Malanca
din Clocusna (2020)). Personajele costumate si
ambianta hibernald devin expresii ale timpului
ciclic (ale rotii vremii) si ale coeziunii comu-
nitare. Teatrul folcloric ilustrat prin Malanca,
Capra, Célutul, Steaua si Vertepul concentreaza
idei fundamentale precum purificarea, renaste-
rea, armonia interioara si sacralizarea prin po-
veste. Pictorul nu trateaza aceste elemente ca
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simple decoruri, ci ca semne vizuale incarcate
de sens, care mediazd relatia dintre om, natu-
ra si ritmurile lumii traditionale. Peisajul rural,
acoperit de zapada, devine un spatiu suspendat,
iar paleta cromaticd - cu alternante intre tonuri
calde si reci, intense si estompate — sustine un
ritm plastic in care coexistd staticul si dinamicul.
Rezonantele sonore stravechi, sugerate de tobe,
talangi si trambite, sunt transpuse in imagine
prin gest si compozitie. Pentru Mihail Statnii,
memoria functioneaza ca un reper afectiv si, tot-
odatd, ca o matrice formativa a imaginii plastice.
Din aceastd viziune se contureazd si relatia cu
traditia: datinile depasesc sfera festiva, devenind
expresii ale unei filosofii de viatd si ale unei mos-
teniri culturale vii.

In era fotografiei, miiestria pictorului nu
se mai masoara prin copierea fideld a naturii, ci
prin nasterea formelor din tuse, ritmuri si pete
de culoare, care evocd doar tangential lumea vi-
zibila. Tocmai aceasta neasemanare subtila din-
tre realitate si interpretarea ei artistica pe panza
defineste personalitatea autorului, oglindind
tensiunea si profunzimea sa ideatico-emotio-
nala [4, p. 183]. Mihail Statnii transfigureazd cu

har si sensibilitate plastica dimensiunea tangi-
bild a realitdtii, propunand o viziune originald
de descifrare a tainelor universului prin arta.
Demersul sdu pictural reuneste valorile unei
mosteniri spirituale autentice — credinta, buna-
tatea, respectul, harnicia, ospitalitatea — cu o re-
flectie temeinica asupra existentei, comunitatii
si timpului. Aceste virtuti, adanc inradacinate
in constiinta artistului prin contactul direct cu
universul rural identitar, se decanteazd in cre-
atia sa intr-o expresie simbolica si meditativa,
devenind repere arhetipale pentru intelegerea
lumii si orientarea fiintei umane.
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Delia MUNTEAN dina, 2025.

CUM RECUPERAM TRECUTUL? CUM iL ASUMAM?

O trasdturd importantd a viziunii postmo-
derne asupra epocilor anterioare o reprezinta
constientizarea caracterului de construct al dis-
cursului istoric, a dependentei acestuia fatd de
surse, ideologii, centre de putere si, nu in ulti-
mul rand, fatda de discernaméntul specialistului.
Prin urmare, coerenta si talcul (de care fac atata
caz urmasii) le-o asigurd limbajul si cel care se
apleacd asupra lor; de aceea, evenimentele din
trecut pot cunoaste versiuni multiple, nu intot-
deauna conforme cu realitatea si rareori defini-
tive. Ele sunt actualizate si pot fi chiar reinven-
tate in functie de legitimarea pe care o necesita
politicul si ideologicul fiecérei epoci.

Aceasta inseamna ca felul in care este abor-
datd istoria influenteazd semnificativ relatia
cu prezentul si atribuie sens unor valori, fapte,
procese anume ale contemporaneititii. Inseam-
na totodatd cd descoperim in trecut invatamin-
tele de care avem nevoie si pe care i le solicitam
noi, cei de azi. ,,Stim lectia dinainte. Morala ne
apartine, iar istoria nu este decit un argument
suplimentar de validare a propriilor noastre
optiuni” (Lucian Boia, Jocul cu trecutul. Istoria
intre adevir si fictiune, Editura Humanitas, Bu-
curesti, 1998, p. 78).

*

NU ISTORIA NE INVATA,

CI NOI 11 SPUNEM ISTORIEI CE TRE-
BUIE SA NE INVETE.

(Porunca intai)
%

Fluidizarea granitelor ce despart timpurile
vechi de cele prezente determind fiecare epoca/
generatie/individ si-si elaboreze propria versiu-
ne asupra trecutului; istorii distincte isi confec-
tioneazd, de asemenea, religiile, minoritatile, ar-
tele, sexele, aproape toate domeniile socialului,
ale culturii si ale civilizatiei. Sfera de cercetare se
extinde astfel in permanenta, multiplicand im-
plicit criteriile de relationare cu timpurile apuse.

In consecintd, Istoria lumii este, din per-
spectivd postmoderna, rezultatul lucrarii mai
multor minti, in vremi si spatii diferite; de aceea,
increderea noastrd in obiectivitatea reprezenta-
rii si necesitatea de a ne ancora intr-un context
anume, care sd ne legitimeze fiinta in profunzi-
mile ei, ar trebui valorificate cu mai putina os-
tentatie si cu o oarecare doza de relativism. Ar
trebui sd nu uitam, deopotriva, ca ,,istoricii sunt
si ei oameni si nu sunt obligati, mai mult decat
alti semeni ai lor, sa incerce s se dezumanizeze;
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subiectele luate in discutie, dozarea densitatii
analizei si repartizarea accentelor, toate acestea
sunt orientate de propria lor scara de valori”
(Isaiah Berlin, Patru eseuri despre libertate, tra-
ducere de Laurentiu Stefan-Scarlat, prefata de
Mihail Radu Solcan, Editura Humanitas, Bucu-
resti, 1996, p. 41). Important e insa ca aceasta sa
nu se ,indeparteze prea mult de valorile umane
comune, dacd ei au in intentie intelegerea com-
portamentului uman sau comunicarea viziunii
lor cititorilor” (ibidem).

Sesizam in interpretarea propusa de Isaiah
Berlin cé discursul despre istorie isi poate mo-
difica obiectul tratat; ca textul, intre anumite
limite, isi creeazd contextul. Ajungem astfel la
rolul pe care il indeplinesc sursele, la semnifi-
catia ce le-o poate acorda specialistul si la ati-
tudinea vizavi de momentele, personalitatile ori
faptele necuprinse in documente sau infatisate
necorespunzator. Cat despre conservare, nici
aceasta nu e perfectd. In acelasi timp, istoricul
poate ignora in mod deliberat unele surse (cum
ar fi acelea care se indepérteaza de litera si spi-
ritul documentelor elaborate de Centru) ori sa
apeleze la elemente de provenienta folclorica.

Toate acestea sunt considerate de catre
adeptii postmodernismului drept slabiciuni ale
istoriei ca stiintd, cu urmari semnificative in
ceea ce priveste legdtura ei cu faptele concrete. E
asezatd sub semnul indoielii insdsi notiunea de
sursd, care presupune — dupd Joseph Morsel —
pe de o parte, ,,sursele disponibile” (preexisten-
te, obiective, ,,rezultatul diferentei dintre sursele
produse si sursele distruse”), iar pe de alta parte,
»sursele mele” (adica ,felul cum utilizez aici si
acum documentele pe care le-am adunat intr-un
scop anume, aceste documente rimanénd la dis-
pozitia altor cercetatori” (Joseph Morsel, L’his-
toire et ses ,,sources”, Online: http://edoc-histo-

ire.univ-parisl.fr/EDvieux/html/sources.htm.,
trad. n., D.M.). Insa indiferent de abordare, e
necesara (conform aceluiasi autor) distingerea
sursei (ca reper/punct de pornire) de document
(ca produs al timpului), aspect oarecum trecut
cu vederea in epoca moderna, cand faptele tre-
cutului erau considerate semne sigure, univer-
sal valabile si permanente, dar mai ales infuzate
cu logica si sens.

Postmodernitatea dezvaluie influenta li-
teraturii asupra istoriei, confirmind astfel di-
mensiunea creativa a discursului aferent si, nu
in ultimul rand, incitand orgoliul autorilor de
metafictiune istoriograficd, al caror nonconfor-
mism vizavi de trecut si de presiunea pe care o
exercita asupra urmasilor a demitizat definitiv
dialogul cu acesta.

Avem de-a face cu o inversare a rolurilor.
Autorul postmodern nu mai simte aceeasi co-
muniune cu trecutul, il ia in stdpdnire, ii dejoaca
randuiala, coerenta, destabilizeazd canoane. Pri-
veste critic viziunea marilor puteri, submineaza
»violenta celui ce stie binele, ce cunoaste calea
pe care trebuie sa mearga societatea” (Patrice
van Eersel, Une société équilibrée intégre notre
part dombre..., Online: http://1libertaire.free.
fr/Maftesoli01.html. trad. n., D.M.). Primeneste
discursul cu elemente de civilizatie materiala si
spirituald refuzate altidata si mai ales recupe-
reaza ex-centricii, marginalii, dezradacinatii.

Cheia devenirii nu o mai constituie in ex-
clusivitate trecutul; conteazd proiectia in pre-
zent, insusi viitorul pierzdnd ca importantd.
Cat despre istoria actuald, evenimentele sunt
percepute multiplicat — gratie mass-mediei -, se
transmit pe viu/in direct, inclusiv cu interpreta-
rile de rigoare. Inseamna ci zarurile se arunca
in continuare, cd istoria incd se face.
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% 1 rice locale ,,Plamace”.
Irina BISIR (BEZVOLEVA)

Guvintul celuildll

Dialog cu Irina BISIR (BEZVOLEVA) niscuti in anul 1950, locuitoarea
satului Stoianovca, raionul Cantemir, membri activd a formatiunii etnofolclo-

AMINTIRI TESUTE IN CULORI

MM: Stimata doamna Irina Bisir, presupun
cd, in copilaria petrecutd in anii ’50-’60 ai seco-
lului trecut, ati fost implicata in diverse activitati
casnice. Ati participat si la activitati legate de con-
fectionarea textilelor?

IB: De cand eram o copild urmdream cu
atentie tot ce faiceau mama si bunica, dar in spe-
cial - cum vopseau lana. Pregateam mosorele cu
lana de diferite culori.

MM: Cum reuseau mama si bunica dumnea-
voastrd, femei probabil cu putine studii, sa calcu-
leze cantitatea de land necesard si sd stabileascd
proportiile culorilor pentru vopsit?

IB: Inainte de toate, femeile alegeau orna-
mentul dupd care urma si fie tesut covorul. De-
senele erau trecute pe asa-numitele ,,carari” (,,do-
rojki”), care reprezentau, de fapt, broderii pe stofa
alba. Se calculau patrételele, se masurau proporti-
ile si se estima cantitatea de culori necesara pentru
ornamentul ales.

MM: Inseamna ci «filozofia» vopsirii lanii
era una simplé: se stabilea mai intai covorul care
urma si fie tesut, iar apoi femeile se apucau de
vopsit?

IB: Da, altfel nu avea sens.

MM: In copildria dumneavoastra, se foloseau
mai ales coloranti naturali sau existau si variante
cumparate?

IB: Colorantii erau deja cumparati. Stiu ca se
mergea la fabrica din satul Romanovca, raionul
Basarabeasca. Uneori erau procurati de la tigani
(romi), dar nu erau de foarte buna calitate.

MM: Dar de unde luati lana pentru toate
aceste lucrari?

IB: Aveam propriile oi, care la sfarsitul pri-
maverii erau tunse. LAna era adusi acasi, iar
mama, impreuna cu noi, fetele, o curata, o spila, o
scdrmdna. Maica mea era o mesteritd buna la tors
lana; firele ieseau foarte subtiri si uniforme.

MM: Cam céta l4ana, in kilograme, se prega-
tea pentru un covor?

IB: Femeile nu calculau in kilograme. Mésu-
rau firele de 14nd cu motovilca si le numarau in
»glavi”!. Stiau aproximativ cate ,glavi” de fiecare
culoare trebuiau pregatite pentru covorul ales.
Covorul nu era niciodata cantarit.
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MM: Care a fost, pentru dumneavoastra, par-
tea cea mai plicutd a acestui proces?

IB: Imi era cel mai interesant s3 urmaresc cum
femeile pregéteau urzeala, asezau razboiul si isi ale-
geau pe cine sd invite la tesut, deoarece era un pro-
ces complicat si se implicau 3-4 femei.

MM: Din ce fire se pregatea, de obicei, urzeala?

IB: Cand eram copila se foloseau mosorele
nr. 10 din comert, dar atele erau totusi rasucite in
doua fire, ca baza sa fie mai rezistenta.

MM: Se teseau si alte obiecte pe bazd din fire
de 1ana?

IB: Da, maica mea urzea baze pentru saltele
si iorgane folosind fire de lana. Cand pregateau
urzeala, masurau lungimea in ,,coturi” (,,lahte”) si
stiau pentru fiecare unitate de cite masuri aveau
nevoie.

MM: Aceasta unitate de masura era una lo-
cala?

IB: Da.

MM: Ati mentionat ci in familia dumneavoas-
trd teseau bunica si mama. Mai era si altcineva?

IB: Stiau bine acest mestesug si surorile mele
mai mari, nascute in 1947 si 1949. A doua sora
m-a ajutat la tesutul iorganelor; se pricepea foarte
bine. Ea confectiona si cuverturi pentru paturi.

MM: Tesutul iorganelor diferd de cel al co-
voarelor?

IB: Da, este mai ingust si tehnic mai com-
plex: pe cand pentru covor se instaleaza 2 piepte-
ne si 2 pedalii, atunci pentru tesatura de iorgan — 4
pieptene si 4 picioare, trebuie sa fii foarte atent,
sd mergi strict dupa schema, altfel, daca incurci
itele se strica ornamentul, trebuie sé revii inapoi,
sd repari greseala.

MM: Vad ca aveti si citeva prosoape foarte
frumoase. Au fost tesute tot in gospodaria dum-
neavoastra?

IB: Primul, pe care il vedeti, a fost tesut cu
ajutorul meu, dar si brodat de mine. In iarna anu-
lui 1964, maica mea a pus razboiul pentru prosoa-
pe, iar eu am rugat-o sa ma lase sa o ajut. Pe urma,
am cerut si-mi taie o bucatd de stofa cit pentru un
prosop si am brodat pe ambele margini trandafiri;
am impodobit si cu dantele frumoase, crosetate de
sora mea mai mare.

MM: Dar ce puteti spune despre al doilea
prosop?

IB: Al doilea prosop este cadoul bunicii mele,
Irina (anul nasterii 1899 — n.n.). Mi l-a oferit cand
eram deja maéritata, ca sd-1 am ca amintire. A fost
confectionat in intregime de ea: tesut, brodat si
crosetat, cu danteld la margini. Il pastrez de mai
bine de 50 de ani.

MM: Am impresia cé acest al treilea prosop
este tesut din fire de matase.

IB: Acest prosop mi-a ramas de la mama-soa-
crd. Ea crestea acasa viermi de matase, stia cum sd
obtina firele si sa le toarcd, pregatind astfel fire po-
trivite pentru tesut. Este un prosop deosebit; or-
namentele sunt, de asemenea, tesute (trandafirii).
Insd, in iarna anului 1968, cand se lucra la aces-
te prosoape, mama-soacra a murit, iar prosopul
a fost finalizat de fiica sa, Nastea. Soacra mea a
pregitit astfel de prosoape pentru toti copiii sii,
iar acesta urma sa ramand in familia copilului care
avea sa locuiasca in casa parinteasca - si aceia am
fost noi cu sotul meu.

MM: Stimata doamna Irina Bisir, vd multu-
mesc pentru explicatiile dumneavoastra captivan-
te si pentru ca ati impartasit secretele covoarelor
de odinioara.

Nota:

*Interviu tradus din limba bulgard, realizat de dr.
Marina MIRON in cadrul subprogramului de cerceta-
re 010402 ,,Cultura si politica in contextul schimbari-
lor regimurilor politice: de la Basarabia romaneasci la
Republica Moldova”, Universitatea de Stat din Moldo-
va (2023-2026).

! glava: cca 60 de fire de 3 metri erau legate intre
ele, folosite ca unitate de mésura cand se vopsea lana
pentru covoare.
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Abagur pentru o bibliotecd

Cunoscator indeaproape al devenirii umane si creatoare a lui Liviu Re-
On 1M [ . . . o

- breanu, pe care, dacd tinem seama de primul studiu publicat, o urmareste

LIVIU REBREANU

DINCOLO DE
REALISM

inca din 1978, criticul oradean Ion Simut ne invita acum la o privire actua-
lizata asupra acesteia oferindu-ne o versiune revizuita si completatd a eseu-
lui monografic intitulat Liviu Rebreanu dincolo de realism. Editura Scoala
Ardeleana, Cluj-Napoca, 2026.

Demersul e justificat in paginile ce escorteaza discursul critic pro-
priu-zis (,Cateva explicatii pentru editia noud”), iar apoi in ,,Argument”,
intentia autorului fiind aceea de a elabora o perspectiva inchegata si dura-
bild asupra destinului rebrenian. Cu toata vasta bibliografie de care e insotit

acesta, Jon Simut considerd, la aproape un secol si jumatate de la nastere, ca personalitatea scriito-
rului din Térlisua nici astazi nu e privitd onest, in multitudinea ipostazelor sale. Cercetand aparatul
hermeneutic aferent, din interbelic pana la studiile de ultima ord, exegetul sesizeazd, dincolo de
~reusitele comprehensive”, tratarea preferentiald, respectiv canonizarea triadei romanesti Ion -
Padurea spanzuratilor - Rdscoala, precum si reiterarea obsedanta a anumitor paradigme, chiar si
dintre cele mai comune ori mai evidente, exploatate pana la banalizare in practica didacticd. Re-
marcd superficialitatea cu care, nu o datd, sunt tratate contradictiile omului, respectiv ale vremii in
care a trdit, dimensiuni cérora scriitorul a incercat sa le gdseasca solutii la nivel fictional (,,Creatia
literara — gasim notat la p. 60 - joaca rolul unei compensatii superioare, sublimate, indeplinind mi-
siunea unei deculpabilizari indarjite, indirecte, prin valoarea estetica”), reticenta cu care o seama
de critici actuali apeleaza la strategii interpretative care sd problematizeze etichetele incremenite
(»scriitor al tardnimii”, ,intemeietorul romanului obiectiv modern”, ,naturalist rural”; personaje
instinctuale, fara aderentd la exercitiul spiritual).

Prin ,Rebreanu” al sau, trecut anterior prin trei variante, scoase, pe rand, la Biblioteca Revistei
Familia (1997), apoi la editurile Aula (2001) si Dacia XXI (2010), Ion Simut nu doar investigheaza
integral traditia criticd autohtond, exploatand-o prin confirmare sau demontare (de fiecare dats,
cu dovezi), dar si imbogateste rebrenologia cu concepte (precum ,,cuplul etern ca mit personal”,
»realismul metafizic”) care au gésit deja ecou in sensibilitatea intelectuald a confratilor. Subiectul
asadar nu si-a consumat valentele, poate incd starni spiritele, dovedindu-se in continuare generos
in semnificatii, o piatra de incercare pentru teoreticienii care se respectd. Monografia universi-
tarului oradean se delimiteaza de intreprinderile similare si datoritd insistentei asupra modului
in care crizele de identitate ale autorului si ,,complexul culpabilitatii” (sintagma care, in relatie
cu obiectul tratat, i apartine) au influentat opera. Sunt adevaruri camuflate de comportamentul
exegetic (cu unele exceptii), insa - ne convinge Ion Simut — mdrturisirile prozatorului (a se vedea
jurnalul, paginile de corespondentd, interviurile), insemnadrile din Caiete ori interventiile naratori-
ale si monologurile interioare ale unor personaje devoaleaza complicitati care ar putea fi realmente
de folos interpretarii creatiilor artistice, cunoasterii mecanismelor care le-au generat. Asezarea in
dialog, de citre cercetitor, a coordonatei estetice cu descinderile biografice, cu eticul si ideologicul
elibereaza scrisul rebrenian de presiunea verdictelor socotite definitive, obligand lectorul (si specia-
listii) sa priveascd identitatea operei si a autorului (elemente supuse implicit vremurilor) ca procese
dinamice care se oglindesc mutual, propagandu-si ecouri de sens unul altuia. Ele nu sunt nicidecum
separabile. Pornind de la ipoteza mentionatd (iar exegetul de fiecare data si investigheaza ceea ce
intrezdreste), un spatiu consistent e alocat in volum felului in care Liviu Rebreanu, cu intreaga lui
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»pluralitate de euri”, se gdndeste si se defineste pe sine la diferite varste si in situatii existentiale anu-
me. Desigur, criticul nu-si propune sa epuizeze tot ce a trdit scriitorul aflat in centrul atentiei (nici
nu plaseazd sub semnul echivalentei opera si viata), el selecteaza insa fragmente/episoade/impre-
jurdri care au poposit ulterior in cérti sau chiar le-au dat nastere. Cum fiecare individ se angajeaza
altfel in gestul creator, Ion Simut extrage din ele conceptia subiectiva a acestuia privind conditia
proprie (si cea umana, in genere), urmdreste masura in care si-o asuma, clipele de ezitare si de res-
pingere, de nepotrivire cu destinul dinduntru si cu expectantele societitii vremii.

In cazul lui Rebreanu, contextul istoric si politic din anii formarii sale pAna in perioada imediat
urmatoare trecerii clandestine in Regat (studii gimnaziale si superioare in limba maghiard, despartit
asadar de mediul intelectual romanesc; carierd de ofiter — in pofida vocatiei artistice — supus unor
rigori imperiale discriminatoare pentru etniile subjugate; demisia din armatd, dupa mai putin de un
an si jumadtate, consecinta, oficial, a unei gestiondri defectuoase a banilor popotei; razboiul; colabo-
rarea la publicatii filogermane) a impiedicat atat manifestarea sa coerentd ca personalitate creatoa-
re, cat si recunoasterea contributiilor la literatura vremii. In plus, exercitiul artistic nu a pornit cu
texte in limba romand, Rebrean Olivér fiind ,,un scriitor maghiar condamnat la un registru minor”
(p. 171): o literatura de salon, dupa moda vremii, cu intrigi superficiale si final melodramatic. Ulte-
rior, scrierile respective s-au dovedit solutii literare neviabile, care, chiar daca la acea vreme péreau
optiuni de luat in considerare ca intelectual, mai degraba i-au adancit criza de identitate si i-au
agravat inclinatiile culpabilizatoare (,,Am fost scriitorul cel mai crunt atacat. Nu mi-a fost crutat ni-
mic. Viata mea cea mai intima, ca si activitatea mea publica” - Liviu Rebreanu, Opere, vol. 15, editie
critica de Niculae Gheran; stabilirea textului in colaborare cu Nedeea Burcd; Metropole, Amalgam,
Editura Minerva, Bucuresti, 1991, p. 412). Erau un fel de exercitii de intdmpinare a ceva mai profund
si mai satisfacitor, experimente care tineau autorul in tensiune, il pregateau pentru o transformare
de proportii, insa directia acestei miscari era, deocamdatd, imprevizibilda. Procesul alchimic se afla
in derulare, strategia insa era tulbure. Conturarea profilului identitar a fost intarziata astfel de mul-
tiple sinuozitati, neimpacarea cu oferta existentiala fiind impulsul decisiv care l-a determinat sa se
reintoarcd, prin scris, la rddacini, iar pornind de acolo, sd dea expresie unui spatiu literar care sa-i
evidentieze originalitatea si, in acelasi timp, sd poatd dobandi rezonante menite a depasi destinul sau
particular. Limurit, dupa aparitia romanului Ion, in ceea ce priveste drumul de urmat pentru a scapa
de perversiunile istoriei, ale politicului, dar si de obsesiile culpabilizatoare (diminuate semnificativ
gratie Unirii din 1918), Liviu Rebreanu se asterne cu incrancenare pe scris, reconstruindu-se pe sine,
incercand a trasa el insusi frontierele care sa-1 delimiteze de ceilalti. Este perioada in care pledeaza
pentru obiectivitate, conduita esteticd pe care si-o asumad cu intreaga fiintd, chiar dacéd ascunde ,,0
dramad continua a unei subiectivitati mocnite si cenzurate” (p. 57). Ea constituie nu doar un element
de viziune artistica, ci deopotriva un semn al verticalitatii si, nu in ultimul rand, ,sacrificiu de sine”
(p. 56). Perseverenta cu care si-a cultivat si concretizat telul a produs un mit profitabil vreme in-
delungati pentru discursul critic, umbrind astfel celelalte disponibilititi creatoare ale autorului. In
economia volumului sdu, Ion Simut recupereaza scrierile ce imbratiseaza tendinte de altd naturs,
demonstrand cu argumente predispozitiile inspre metafizica din operele rebreniene. Exegetul are
curajul de a vedea dincolo de masca realismului si ne convinge de acest lucru. Este un gest de probi-
tate intelectuald, care ne imbie sa-1 vedem pe Rebreanu in multiplicitatea ipostazelor sale. Astfel, Ion
(1920), creatia romanesca ce i-a adus definitiv consacrarea, nu avanseaza doar o cazuisticd sociala,
lesne identificabila in formula realistd incetatenitd, ci si o coordonata moral-religioasa, intersectatd la
randul ei cu dimensiunea eroticd. Retinem din paginile dedicate acestei opere si felul cum sunt anali-
zate contagierile dintre iubire si moarte, preocuparea romancierului pentru dubla semnificare, ,una
la suprafatd, alta in profunzime” (p. 282), influenta subtild, dar decisiva a invatatorului Herdelea (si
mobilurile ascunse care au determinat-o) asupra lui Ion. Urmétoarea opera de mari dimensiuni,
Padurea spanzuratilor (1922), ascunde indubitabil un ,,realism tragic”, sustinut etic, dar este ,,cel mai
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important roman religios al literaturii noastre” (p. 342), ,,un roman al crizei mistice”, al transfigura-
rii prin credintd. Adam si Eva (1925) are o armatura filozofica si mitologica filtrata prin romantismul
de factura fantasticd, incompatibil cu poetica realista. Ciuleandra (1927), capodopera cu o evolutie
insolita, atrage nu prin crima neobisnuitd, ci prin ,,proces(ul) de constiintd al unui nebun care se
supune unei judecdti morale, in detrimentul salvarii propriei vieti” (p. 389). Sunt creatii care de-
monstreazd fard tagada refuzul autorului de a se ingradi intr-o formuld narativd monocorda, precum
si felul in care se reflecta situatiile concrete din destinul personal in optiunile creatoare: o anumita
problematicd, o tipologie specificd a instantelor actoriale, un arsenal de simboluri, un discurs parti-
cular. In toate acestea (le adaugim, desigur, nuvelistica, creatiile dramatice, insemndrile diaristice,
interviurile, articolele de presa etc.) il regasim pe omul Liviu Rebreanu, acela care a inteles lumea
prin grila propriului parcurs, cu frontierele lui miscatoare, in continua constructie de sine. Ion Simut
exploateaza inteligent si cu indrdzneald fantele depistate in biografia scriitorului, propunandu-ne un
altfel de Rebreanu, unul viu, care ni se infatiseazd pe masura ce-1insotim in parcursul lui scriptural.
Altfel spus, in expresia creatoare a existentei sale. Dincolo de etichete si de mésti. Reeditarea eseului
constituie de aceea, cu toata scrupulozitatea profesionistului autentic care o semneazd, o aventura
hermeneutica ea insasi vie, care se lasa contagiata fertil de afinitatea cu obiectul cercetat.

Delia MUNTEAN

Noul roman al lui Nicolae Rusu Carla, aparut la Editura CARTE in 2025,
este, fara exagerare, greu de suportat. Ca orice literaturd de forta, emotioneaza,
tulburd; in acest caz infricoseaza. Nu avem de-a face, totusi, cu un roman horror
in sens propriu - nu cu o constructie fictionald orientatd programatic spre produ-
cerea fricii prin exceptional si monstruos, chiar daca textul se apropie adesea de
aceasta limita. Cartea isi extrage forta din capacitatea de a sintetiza si de a comuni-
ca, prin mijloacele expresive ale literaturii, realitdti dureroase ale trecutului nostru
cel mai intunecat si ale unui prezent marcat de o derutd persistenta. Mijloacele
utilizate — alegoria clasicd, asociatd cu un realism frust, aproape reportericesc, cu
date documentate din arhivé (de citre Mariana Téranu, doctor in istorie, si Larisa Turea, autoarea
cartii Cartea foametei), constructia pe planuri narative paralele, multiperspectivismul si naratiunea
nonlineard, precum si personajele ce ilustreazd, implacabil, destine frinte de rautatea umana si de
mecanismele nemiloase ale istoriei — asigurd complexitatea discursului si a efectelor. Romanul con-
tureaza o imagine coerentd a traumelor colective generate de razboaiele militare si ideologice in care
a fost implicatd Basarabia (Al Doilea Razboi Mondial, Razboiul din Transnistria, ecourile conflictelor
din Crimeea, Donbas si Ucraina contemporana), unde foametea, canibalismul, deportarile si ruptu-
rile ireconciliabile dintre oameni (périnti si copii, frati sau consateni) nu apar ca o evolutie organica,
ci ca manifestari ale unei dezumanizari induse si artificial orchestrate prin mecanisme externe.

Carla este un narator alegoric, intruchipat de o pasére - o cioara -, care priveste istoria si expe-
rienta umana ,,cu ochii celuilalt”. Alegerea personajului se dovedeste inspiratd, intrucat longevitatea
acestei pasari depaseste limitele vietii umane, permitandu-i, cel putin simbolic, sd urméreasca si sa
~constientizeze” destinul mai multor generatii de oameni. Pe de o parte, vocea Carlei completeaza si
ilumineaza unghiuri ale realitatii inaccesibile omului limitat la propria sa existenta terestra si finita,
iar, pe de altd parte, ea functioneaza ca instantd a reflectiei istorice, filosofice si etice. Frazele senten-
tioase pe care le emite Carla meritd o atentie deosebita, intrucat ele evidentiaza contributia ideatica
a textului, in consonanti cu viziunea si invétiturile autorului insusi. In paralel cu aceasta voce evo-
lueaza o perspectiva umana - cea a lui Petre, ajuns la varsta de 82 de ani, mediata de un narator om-
niscient care gestioneaza si celelalte personaje ale romanului. Folosesc termenul ,,in paralel”, intrucat
experienta omului nu este in niciun fel mai ,,scurtd” sau mai saracd, pentru ca el triieste, dincolo de
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contingent, idealuri si valori: ,Atunci cand ii ia somnul, oamenii viseaza, adica mai au o viatd, doar
ca nu este trdita pe fatd. Iar viata lor din vis nu se vede si este imposibil sd patrunzi in ea. Si nimeni
nu ar trebui sa fie invinuit si judecat pentru ce face omul in vis...”, conchide filosofic Carla. In viata
de fiecare zi, omul nu-si apartine pe deplin: roata zimtatd a istoriei il poartd printr-o geografie pe
care nu si-a ales-o si il constrange sd savarseasca fapte pe care, in conditii firesti, nu le-ar fi comis.
Astfel, Petre nu ar fi ales calea bejeniei daca nu exista pericolul sa fie devorat de propriul sdu tata
dezumanizat de foamete; nu ar fi ucis cioroiul daca nu ar fi fost, la randul sau, constrans de instinctul
primar al supravietuirii. Episoadele cumplite de canibalism din satele basarabene, rupturile violente
dintre parinti si copii sau dintre frati si surori, aldturi de alte manifestdri ale degradarii umane, nu ar
fi existat fara presiunea continua a unor forte ostile venite din Est. Si totusi, spre deosebire de fiare,
omul - aceasta fiinta fragild si dependenta — pastreazd in sine iubirea si compasiunea ca ultime resur-
se ale umanitatii, capabile sa se opund raului profund din lume. ,,N-am s inteleg niciodatd - gloseaza
in sens dostoievskian pe final Carla - aceste fiinte cu doua picioare, doud maini si fard aripi. Sunt
absolut de acord cu spusele lui Mikola, prietenul padurarului: in loc de dreptate, aleg mila; in loc de
adevdr, tacerea.”

Romanul Carla reconfirmd, in mod strélucit, faptul ca Nicolae Rusu este un autor preocu-
pat constant de analiza tarelor umane si a mecanismelor biologice, psihologice, culturale, sociale
si politice care le genereaza si le modeleaza. Este de ajuns sd evocam romanele Sobolaniada si
Puslamielul pentru a recunoaste profilul distinct al acestei personalitati romanesti din literatura
noastra recenta. Este si unul dintre cei mai prolifici prozatori din Republica Moldova, dovada a
activitatii sale neobosite fiind si romanul Al saptelea simt, care urmeaza sa apara in acest an 2026
la aceeasi editurd CARTE (cartea este ilustratd de maestrul Teo Buzu). In acest context, se cuvine
mentionatd si scriitoarea Olga Capatana, aflata in spatele acestei initiative editoriale si, implicit,
al acestor aparitii in calitate de editor. Editura pe care o coordoneaza, la Paris, Olga Capdtana are
meritul esential de a-si asuma misiunea de a promova literatura din Republica Moldova in randul
conationalilor stabiliti in Franta, precum si in alte spatii europene, contribuind astfel la cresterea
vizibilitatii si circulatiei acesteia in mediul cultural international.

Al saptelea simt (titlu inspirat, inclusiv, dintr-o reflectie a Reginei Maria a
Romaniei din volumul Povestea vietii mele) debuteaza sub semnul promisiunii
unui roman de tip SF, cu teleportdri in diferite epoci istorice si o intrigd in jurul
unui fenomen din zona paranormalului: ,,un stimulator al intuitiei umane, al
saptelea simt al omului (...) un aparat cu care pot fi prognozate evenimente-
le mai importante din viata unui om sau a unei comunititi...” In scurt timp

AL SAPTELEA

insa, cititorul este orientat in miezul unor evenimente petrecute in preajma si SIMT

dupéd dezmembrarea Uniunii Sovietice (1986-2009), rememorate si consemnate Fare
in jurnalul unui scriitor de la Chisinau. Aceasta constructie narativa ii permite
autorului sd contureze cu finete tipuri si fizionomii umane reprezentative pentru epoca: scriitori
si oameni de stiinta din Chisindu, dar si din fostele republici unionale; profesionisti si impostori;
visatori si pragmatici; persoane adaptate si inadaptati; cetateni demni, dar si turnatori prinsi in
mecanismele represive ale securitatii; supravietuitori ai diferitelor etape istorice, proveniti atat din
mediul rural, cat si din cel urban in raspar; adepti ai diverselor partide care s-au perindat la guver-

nare etc. Astfel, se deschide un nou prilej de a urmari maiestria lui Nicolae Rusu de a construi astfel
de personaje. In ceea ce priveste finalul povestii despre aparatul ,,stimulator de simturi”, preferam
sd il lasam in suspans pe cititorul acestei prezentdri, pentru a nu-i stirbi curiozitatea.

Aliona GRATI
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Volumul Chisindul interbelic cu pretext fotografic. Editura Cartier,
2025, coordonat de Diana Vrabie, Alexandru Corduneanu, reuneste sap-
tesprezece autori din spatiul romanesc si basarabean intr-un proiect care
transforma memoria in gest de creatie. Pornind de la fotografii de epoca
ale Chisinaului interbelic, prozatorii construiesc un mozaic de voci, stiluri
si perspective care refac, prin limbaj, o harti afectivi a orasului. In prefata,
Diana Vrabie vorbeste despre ,,Chisinaul de azi ca manuscris rescris de-a
lungul deceniilor, ce mentine urmele fine ale vechilor caligrafii” (Vrabie,

2025, 7), o imagine care defineste intreaga filozofie a antologiei: orasul ca
palimpsest al memoriei.

Relatia dintre fotografie si memorie este articulata ca tensiune intre imaginea fixa si timpul
trait. In Omnis Heritage Centre, George C. Dumitru reflecteaza asupra modului in care tehnologia
reconstituie trecutul, dar {i poate diminua sensul. Pornind de la fotografia regelui Carol al II-lea la
gara din Chisindu, naratorul oscileaza intre memoria digitald si memoria umana, intruchipata de
bitrana doamnd, sugerand ci trecutul devine credibil doar printr-o voce vie. In Noi, 49, Cristian
Fulas foloseste fotografia bulevardului Alexandrovskaia ca declansator al unei memorii trauma-

tice, articulate prin monologul unui supravietuitor al pogromului. Chisinaul raméne ,,casa mea,
oriunde ma vor purta pasii” (Fulas, 2025, 21), iar detalii recurente, ,,rdngile si batele”, corbii care
»iau in gestiune” orasul, concentreazd trauma intr-o formulare-limita: ,nu se poate spune ci eu nu
am murit in acea noapte” (ibidem, 24). Alte texte exploreaza memoria prin ritm, ciclicitate sau im-
presie senzoriala. In Le train-train de la vie, Emilian Galaicu-Paun construieste o memorie sonors,
articulata prin repetitie si variatiune, in timp ce Vianu Muresan, in Iar pand maine va mai trece un
veac, urmareste revenirea istoriei sub forme mereu schimbate. Fotografia functioneaza ca indiciu
al miscdrii continue a orasului in constiinta privitorului. Memoria cotidiand apare in Orasul meu
in interbelic de Mihaela Perciun, unde Chisinaul este reconstruit prin gesturi, lumini si mirosuri,
intr-un registru confesiv care privilegiaza familiaritatea afectivd. Orasul supravietuieste prin rein-
vestire emotionald, nu prin fidelitate documentara.

O directie tensionata este propusa de Chisinduianca de Emanuela Ilie, text centrat pe relatia
dintre privire, corp si identitate feminind. Pornind de la fotografia unei necunoscute din cimitirul
Eternitatea, ,,0 frumusete misterioasa tip belle époque” (Ilie, 2025, 39), naratoarea construieste un
discurs al apropierii prudente, constienta cd interpretarea spune mai mult despre privitor decat
despre subiect. Fotografia activeaza o memorie senzoriala, iar orasul capata trasaturi feminine,
traite prin corp si rezonantd interioard. Tema periferiei si a umanului modest este valorificatd in
Petrache de Maria Pilchin, unde memoria se transmite prin detalii senzoriale si atasamente discre-
te. Imaginea Soficdi organizeazd afectiv trecutul, surprins in formula: ,fata de odinioard, cu sanul
mic si obrazul proaspit” (Pilchin, 2025, 92). In contrapunct, Strdjerul de Cosmin Perta propune
o reflectie asupra responsabilitdtii morale a memoriei, figura strajerului simbolizand obligatia de
a pastra o istorie amenintata de uitare. Memoria urband este exploratd si prin oralitate si umor
in Malagamba, omul care a devenit substantiv comun de Dan Lungu, unde istoria circuld prin
anecdote si deformari afective. Numele devine semn al unei identititi urbane transmise prin lim-
baj. Dimensiunea corporala a istoriei este accentuatd in 31 octombrie 1942 de Moni Stdnila, unde
frica si perceptia senzoriald inregistreazd experienta razboiului, si in Jungmann de Ioana Nicolaie,
unde orasul participa la formarea identitatii prin educatie si disciplind. Registrul meditativ este
reprezentat de O asemenea privighetoare nu a mai cantat pe aici de George V. Precup si Speranta,
in august de Adrian G. Romila, texte care privilegiazd simbolul si perceptia. Privighetoarea devine
figura a continuitatii artei, iar orasul apare suspendat intre lumina si resemnare. Tema privirii este
reluata in Fotografia de Nicolae Spétaru, unde imaginea deschide un spatiu al absentei, iar memo-
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ria vizuald ramane fragila. In Iarba nu era albastrd, Lucian Dan Teodorovici exploreazi subiecti-
vitatea si deformarea memoriei intr-un registru ironic, subliniind instabilitatea reconstructiei tre-
cutului. Antologia se incheie cu Blocati intre (doud ldtimi de) sine de Anda Vahnovan, unde trenul
oprit apare ca figura a timpului suspendat. Memoria capata forma unei asteptari fara rezolutie, iar
orasul pare sd isi tind respiratia.

Citit in ansamblu, volumul se contureaza ca o arhitectura a memoriei desfasurata pe planuri
istorice, afective, tehnologice si estetice, o structurd care imbina detaliul vizual cu vibratia interioa-
rd a fiecarei voci literare. Fotografia, aparent obiect inert, functioneaza ca punct de pornire pentru
naratiune si constiintd, un catalizator al rememordrii care reconecteazi prezentul la straturile sale
uitate. Prin diversitatea registrelor stilistice si a perspectivelor, Chisindul interbelic cu pretext fo-
tografic readuce in prim-plan un oras trecut, dar inca plin de tensiune afectiva, sugerand ca viata
urbani continui sa pulseze in aminuntele pe care literatura le recupereazi. Intalnirea dintre text
si imagine configureaza un spatiu comun al memoriei active, un loc in care trecutul nu ramane
blocat in arhiva, ci este repus in circulatie, reinterpretat, reinsotit de sensibilitate contemporana.
Fiecare proza deschide un altfel de acces catre oras, uneori prin trauma, alteori prin corporalita-
te, prin ironie, prin meditatie estetici sau prin ritmurile vietii cotidiene. In acest mod, Chisinaul
interbelic depaseste statutul de topos cultural si capata conturul unei sensibilitdti comune, al unei
geografii afective in care emotia, apartenenta si fragmentele de istorie personala se intrepatrund.
Volumul oferd astfel nu doar o reconstituire literara, ci si o reflectie asupra felului in care memoria
urbana circuld, se modifica si se mentine vie prin actul scrisului.

Alexandra RUSCANU
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