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BACOVIA, A POET FROM THE EDGES OF EXISTENCE

Mihai CIMPOI
Uniunea Scriitorilor din Moldova

1.The Poet - the Person

When alive, Bacovia was considered a ‘minor poet’ and for a time after his
death was quite forgotten. However today, he has again the scene, and is consid-
ered great. Within the Romanian cultural space on both sides of the River Prut, he
has become an emblematic figure of the existential sensibility that in our dynam-
ic and convulsive present, is consuming modern man with his stressful spiritual
states. Bacovia is read and studied by high school and university students who
discover themselves in the monotonous, melancholy tonality of his verses. Many
books, studies, essays, and PhD theses are being written about his work, and the
postmodernists consider him their forerunner due to his fragmentary style and de-
constructivism.

How can you define a poet who once said that he was neither a traditional-
ist, nor a modernist, and could not be caged in any one trend or artistic movement?
Nevertheless, in some interviews he did admit to being a‘poet of decadence’

Above all, Bacovia was an isolate, immersed in a zone of darkness and an
underworld of strange shadows, of phantoms in a melange of desperate shrieks,
groans and weeping that came from matter itself (' . .heard all matter weeping ...).
Such a solitary, timid figure, set apart by an endless neuroses, and living in a pro-
vincial environment so full of misery, he appears to have come straight out of the
slums of Dickens, or the gallery of those unstable, lyrical characters of Tennyson.
Within Emil Kieran’s vision of despair and decomposition, Bacovia seems a descen-
dent of Shelley, for he penetrates ‘into the innermost depth of our organism; into
the visceral zone of the soul: ‘The poet is an agent of destruction, a virus, an illness
in disguise, much more dangerous, although miraculously uncertain for our red
blood cells. To be around him means to feel your blood getting thinner, to dream of
a paradise of anemia and to hear tears streaming through your veins ...

George Bacovia, christened Gheorghie Vasiliu, and the fifth child in the fam-
ily, was born in Bacau on September 4th, 1881, at 2 p.m. His father was a grocer
and his mother a clerk, while his grandfather was the sub-prefect of the county of
Bacau. His pseudonym came from the Roman name for Bacau, which happened to
be Bacovia, and was a name given to the greater part of the Moldavian region. The
poet used to say that his pseudonym was composed from the abbreviation of Bac-
chus, the god of wine, and the word via that means ‘way". So his pen name meant
‘The way of Bacchus’; a pertinent interpretation, for his native town was certainly
surrounded by vineyards.

Bacovia always seemed to be governed by a demon of instability and dislo-
cation, for he never concentrated enough to complete his university studies and
avoided a social career. He preferred the humble job of public servant, seeming in
this respect like a character from the prose of Chekov, Dickens, or Kafka. He would
often leave jobs that had been offered to him, and after repeated attempts to settle

7




INTERTEXT

in Bucharest or lasi, he eventually returned to his hometown of Bacau, where he
stayed closeted away with his parents.

To return to his youth, with some interruptions he attended the Ferdinand
High School in his native town and graduated in 1903. He left the Military School in
lasi to enter the Faculty of Law at the University of Bucharest and eventually made
great efforts to graduate. Finally he received his Law degree, but from the Univer-
sity of lasi, not Bucharest. He never practiced this profession. lliness even prevented
him from continuing his job of transcriber and assistant bookkeeper in the Bacau
Prefect’s office. In 1914, he was admitted to a mental sanatorium in Bucharest. At
the beginning of the First World War he never took up his post as transcriber for the
Department of Secondary Education at the Ministry of Education, due to the fact
that he was evacuated to lasi, along with the archives. lliness again prevented him
from remaining on the staff of the Ministry of Labor in Bucharest (1917-1920) and
he returned to Bacau. His final job was that of substitute teacher for drawing and
calligraphy at the Boys' School of Commerce in Bacau (from 1924 to 1928). Starting
with the year 1928, he became director of the review, Ateneul cultural. His marriage
to Agatha Grigorescu brought him back to Bucharest in 1928 where he launched
the review, Orizonturi noi and for a while he was a Reader at the Department for
People’s Education. After retirement he still undertook the duties of a librarian for
the Ministry for Mining and Oil (1945) and was also a consultant for the Ministry of
Arts (1946).

As you can seeg, this poet belonged to the category of unadaptables, and
those poets who seem forever cursed (poétes maudits).

His retreat into social anonymity and his determination to stay at the mar-
gins of public life in the shadow of humble jobs did not however prevent him from
distinguishing himself in the literary world. He benefited from the encouragement
of the great poet Alexandru Macedonski, whom Bacovia valued as a ‘classic poet,
with a vast knowledge of Western and other cultures, and also as a‘poet of beauty
and a golden times dreamer". (In fact, in 1961, Macedonski wrote an epigram for
Bacovia: ‘You, dear poet, on your brow / Bear the laurel bough, / The only poet who, up
till now / Has converted Lead into Gold.)

The first volume Plumb ‘Lead’ (1916) was published with the help of poets
lon Pillat and N. Davidescu. The second publication, Scdntei galbene Yellow Sparks’
(1926), came about due to the insistence of the critic E. Lovinescu. In the year 1925,
he was awarded the Prize of the Writers' Society, and in the year 1934, together with
Tudor Arghezi, received the National Prize for Poetry. This recognition of his value
developed over time, particularly after having published some new volumes from
a compilation of poems written ‘in breaks between working’and having as starting
points what he called’ concrete elements’ and ‘biographical data’: Cu Voi ‘With You’
(1930) Comedic in fond ‘In Fact Comedies’ (1936), Stante burgheze ‘Bourgeois Verses'
(1946), Stante si versete ‘Verses and Poems’ (in 1957, the year of his death).

Bacovia was permanently ill, a frail man who lived his life and wrote his po-
etry not as one with ‘classic health; but with a‘romantic iliness; which he expressed
by means of ‘symbolism.

The sickly air,‘morbidezza, that dominates his poetry and prose with an air
of authority, is not an expression of frustration, or of an eternally humiliated or-
phaned child. Nor is it a‘Cinderella complex’ It is merely the expression of indiffer-
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ence. He had the grey, anonymous existence of a lonely provincial, far away from
the ‘Centre of the world; who has arrived at an obscure periphery of it. Bacovia is
preeminently the poet of that existential periphery, which shuts out all other per-
spectives and in full view, gives birth to a conscience of a fatal, tragic recluse.

By an artistic miracle combining staginess and artificiality with authentic-
ity and naturalness, Bacovia converts ‘pathology’ into ‘ontology’. His state of per-
manent illness helps him to better understand the innermost depths of his being,
those hellish depths of his ego. It has been said that Bacovia is the only Romanian
poet who descended into Hell.

This statement should be corrected, for Eminescu, the poet whom Ba-
covia so much admired, had descended there some time before. Bacovia’s pro-
found essence is very similar to that of Eminescu for he too possessed a true spirit.
Considering a parallel with English poetry, one can find obvious affinities with
the melancholy complexes of Tennyson based on contraries, and also with the
‘spirit of loneliness’ as expressed by Shelley. He can also be paralleled with the Pre-
Raphaelites, and the ‘aestheticism’ and ‘universal pain’ of Keats in ‘Ode on Melan-
choly!

2.Bacovia - the Man Within

Bacovia, poet of the ‘existential periphery;, was a loner, solitary and taciturn,
tucked away in his parents’ home in Bacau, ‘inherited from fathers’ forefathers. An
analogy that springs to mind is that of a snail, which emerges, shyly, from his house,
with his gelatinous horns extremely sensitive toward anything happening in the
outside world. Bacovia’s loneliness is not a social condition; it is states of soul, ac-
cepted and lived as if they were absolute reality. It is a state of many soul states,
and dominantin the Bacovian psychic universe. Everything - impression, sensation,
memories, sentiment, thought - is smelted into this overall state, which imposes its
‘sovereignty’ over his entire works. His unstable health that was forever with him
was only a conventional pretext; the confinement to a strictly limited circle of his
loneliness had a metaphysical nature. It was lived with all the fibers of his being, like
a fixed idea or an obsession. The condition itself demands of a poet such as Bacovia
that he be solitary and temperamental, confined to a space of home-like loneli-
ness. And no one understands a thing - / | disappear to write in a tavern, / Or laugh
and set off for home, / To confine myself as in a coffin. (‘Towards Autumn’). His home,
which acted as a shelter, totally suited the color of melancholy that immersed this
solitary man. He used to say:‘l usually stay at home most of the day, except for a few
hours when | teach at school. | don't get bored or restless in my solitude. Due to my
temperament, I've always wanted such a life. | have never been too healthy. Society
always seeks out forceful men, who are successful in striving for it, pushing against
all odds. They could never understand the melancholy of my being!

One can also find a sensitive attitude towards the outside world, but the
world is gazed at through the front window of his home. The noisy world is outside,
full of ‘spontaneous joy; over which the poet does not want to project the shadows
of his deeply rooted sadness. ‘Here, in provincial towns, life flows monotonously,
and contains, as in an embryo, the whole of life in a single day. The monotony that
ends in total silence ('l prefer the silence’) is converted into poetry with a monoto-
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nous style, tone, and atmosphere. His poems reveal ‘landscapes of a soul’: loneli-
ness.Viewing Bacovia's poetry as a whole, one discovers it to be a self-recital, a song
mumbled for himself alone, a musical ‘mono-chord) without counterpoint. It is, to
use postmodernist terms, an authori’s discourse. Writing, as defined by the poet is
communication with and within him. It is an expression of his ego addressed not
only to the reader, but also to the poet’s own ego:‘l have no poetical creed. | write
just as if | was talking to someone, because | like talking to them. Living so isolated,
and not being able to communicate very well with other people, | often talk to my-
self, play music and, when | find something interesting, | take notes, and then later,
recite them to myself. It is not my fault that these simple notes taken in the form of
verses, and sometimes they even seem to be yelling. They were meant only for me!
(Given at an interview by . Valerian in 1927).

As one can see, his poetry is an organic secretion, the spinning of the silken
thread in the chrysalis. It is the song of the melancholy born from within him, and
the thought that springs from within thought itself.

The poet is tormented by a real obsession for color, by ‘painting with words’
or, as he would say, ‘a colorful rendition’ He loved the violin. ‘For me, the melodies
influence the way | think of color. | play music and from the chords of the violin |
write verses. Whether from scores, or from the ear of my soul, this instrument has
been and still is my faithful friend. | even compose music, but it is only for myself. As
the painter uses color, the poet tried to express color in words: ‘For each sentiment
there is a corresponding color. Now, lately | have been obsessed by yellow, the
color of despair. This is why | called my latest volume Yellow Sparks. In Lead Bacovia
sees the color in yellow, which is in fact specific to lead’s chemical compounds and
consonant to his temperament. Burnt lead is yellow, and so is the burnt soul.‘In my
test tube, says the poet, ‘any chemical reaction ends up with a yellow precipitate!
The impression of color produced by lead is static and suggests the weight of a
downward pressure. ‘The greatest pressure of lead is on humans. How would you
feel in a vault of lead?’ And the poet cites from his poem: ‘Sleeping deep the coffins
of lead! And flowers of lead and the funeral shroud - | stood alone in the vault ... and a
wind stirred .../ And rasping were the wreaths of lead. // Turned in sleep my lover of lead
On flowers of lead ... and | began to call-/ | stood alone near the body ... and felt the chill
.../ And drooping were its wings of lead. (‘Lead’)

White and black are funereal colors: ‘Trees in white, trees in black/ Stand in the
lonely park, bare:/ Mourning decor, a funeral bier ... /Trees in white, trees in black. // In
the park once more regrets fill the air ... //With feathers in white, feathers in black, / A
bird who bitterly chatters / Throughout the old park wanders / With feathers in white,
feathers in black. // In the park the ghosts appear// ... ' (‘Decor’)

Violet colour is universally used by symbolists to suggest twilight. It places
everything in the realm of decomposition, of nothingness, of falling into a state
without will power, of somnolence and a substance- less uniformity: the autumn
twilight is violet, ‘the whole crowd seems violet, ‘the whole town is violet’ (‘Violet
Twilight'), ‘Daybreak of violet’ ('One Morning’), the Spring has ‘vibrations of violet’
(‘Springtime Nerves’), Venus is a lively violet, horizons are violet, the mill wheel is
violet, the lancet is violet ('One Morning’), the cemetery is violet (‘Twilight’) and so
on.
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Violet that is ‘par excellence’ the color of neurosis and morbidity, has defi-
nitely conquered the poet’s soul since he has an acute conscience of the non-being
having installed itself authoritatively in the universe.

3. Modern Man - Archaic Man

Studied attentively, the Bacovian man proves to be always full of surprises:
he lives only in the area of paradox: de-concerning, upsetting, and astonishing
others with his protean stature. He appears to repeat the same gestures, intimat-
ing a behavior that seems both common and monotonous, and a retroaction into
the shell of his ego. It is a permanent retirement into the pure biological depths,
accompanied by a specific existential vibration. The path that leads to this state
would appear to be simply Freudian from the moment of frustration to that of
repression. However, the Bacovian man certainly does not remain the small man
in a ‘small century’: “In this world’s circle banal and greedy .../ A cry greatly convulse
me deep down; / And this way (of being) will be till doom/ And nothing in this world,
startles me. ('Vobiscum’) Thus, the way of being for the poet is eternal; the world
being looked upon as ‘sub specie aeternitatis; for he himself is ‘convulsed’ by a‘cry
...deep down'’.

Bacovian man is not simply ‘the lone one of deserted squares, the common
solitary being. He is the eternal solitary figure, propelled by his own internal weep-
ing into the weeping of matter, or vice versa (there is no essential difference). Is
there a purely romantic conflict with ‘this world’s circle banal and greedy;, analo-
gous to Eminescu’s ‘narrow circle’? Or are we dealing here with a glacial, distant,
indifferent eternity? The frequent invocation from the infinite, the presence of cem-
eteries, of snow, of rain - that bring even the echoes of universal cosmic weeping,
the leaden sky and the flowing leaves all seem to suggest a grandiose eternity, cold
and aloof. Bacovia’s modern dimension consists of irritation, a state of excitement,
fear, trembling, and spasms; in a word - morbidezza, often augmented with satanic
overtones. Such a familiarity with eternity has a titanic-negativist feeling about it.

However, another kind of eternity exists for Bacovia. It is one of the arche-
typal aurora-like beginnings of the world. The movement towards ‘eternal rest’and
‘severe eternity, mentioned in the poem ‘Perhaps Tomorrow;, towards frozen star-
ways where he wanders in the ‘terrible night’ towards the infinite, is mentioned
again and again with a ‘Come), or even with a‘Howl’ (‘- Come ... /- Come.., / To the
infinite’; ‘Howl ... Howl ... far off under frozen stairways ... / In the terrible night whose
door shall | knock on? 'Winter’s Lead’). This is correlated with a movement illo tem-
pore toward the primordial elements of the world. The secret axis of Bacovianism
is the violentimpact when modern man meets archaic man. Enduring the terror of
history, the first has nerves (of autumn, of winter, of spring, and even of summer,
the last coming from ‘the heat of the day’), while the second intercepts this terror
with serenity, suggesting an eternal rebirth. The acute feeling of sameness, lived
profoundly by the ‘Bacovian being' is disconcerting and frustrating while at the
same time, liberating and fulfilling. The meaningful principle of the antinomy, the
reciprocal challenge and the enforcement of contraries is fully developed, putting
in dialectic balance that which is empty and that which is full: There are moments
when | haveitall.../ Silent, sweet psychoses - / Lovely tales like dreams of roses..../ There
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aretimes when | haveitall ... // See, there are moments when | haveitall .../ Life is spent
with words in a row -/ A song from the past ... long ago ... /There are times when | have
itall... (‘In Happiness’)

These paradoxical ‘moments when | have it all; ‘fix only the moment of hybris
(here of ‘happiness’), when the fullness brings about the emptiness, realizing it,
making it more dreadful and more markedly affected by the non-being.

The retirement, the acts of confinement, of running away from reality, typi-
cal for the Bacovian man, reveal something of his link to archaic man, for he was
also a seeker of secure dwellings and archetypal domains.

The poetry of the Idea suggests how the Bacovian ego loses itself in a dia-
logue with Eternity, with Shadows, between normality and temptation. In Bacovia’s
poems, archaic man and modern man mimic and challenge each other, bringing
about a strange symbiosis, yet a natural one along the line of genuinely-satanic
Bacovianism. Why? Because modern man belongs to history, while archaic man
belongs to prehistory or protohistory; the first is anchored in actuality and caught
by it, while the second avoids it, boycotting it by re-living and re-starting the begin-
ning of the world.

According to Mircea Eliade, the dialogue between the above two men,
would have had reason for reciprocal reproach. Modern man, who can be creative
only if he is part of history and finds his inspiration in his own freedom. This free-
dom to make history by realizing himself would rebuke archaic man for the fact
that he cannot create as long as he is a prisoner of habit, repeating ad infinitum
the first free gestures of mankind. Or, is it possible for modern man to make history
by himself while history is being made either by itself, or by a reduced number of
people, or even by just one man? ‘Thus, for the traditional man, modern man offers
neither the type of free being, nor that of a creator of history. On the contrary, the
man of archaic civilizations can be proud of his mode of existence that enables him
to be more than he was, free to annihilate his own “history” by periodical abolition
of time and collective regeneration. This freedom with regard to his own “history”
- which for modern man is only irreversible, yet constitutes human existence - can-
not be indulged by the man who wants to be historical’ (Mircea Eliade, Essays, Bu-
charest, 1991, p.115).

The Bacovian man is endowed with ‘the freedom to realize history by real-
izing himself, suggesting the flowing, the collapse, the sliding into nowhere, con-
finement inside the proper circle, the aspirations flown away on the wind, the solar
apparition of some joys of Spring, the universal creation of ‘lead, tempest, waste-
land’ All these contribute to a perpetual sense of termination, and an annihilating
end. Itis a history that is being made under the sign of ‘the misunderstood’and in
the void of individual solitude.

Another obvious quality of Bacovian man is that of being able to regenerate
time, to make it cyclical, unhistorical or transhistorical, in other words, eternal. He is
at liberty to believe he is the same as before: Alas, it’s the hour of years gone by, wet
shadows are crossing, /And in the draft of a passageway full of rainwater, | doze. ('Noc-
turne’). The Bacovian night is pregenesis: within it all possibilities germinate. ‘The
call from the depths of the earth’from ‘Melancholy’is an invitation to familiarize one-
self with the breeze of eternity. The Bacovian Spring is full of regenerating possibili-
ties. It does not break the spell of the dream, but rather stimulates it. To rediscover
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the proper powers during and due to spring is an act characteristic to traditional
man. Green and new, green and new .../ Bud that’s white and pink and pure, /| still see
you, I still hear you, /Dream of sky and of azure / (‘'Springtime Notes’).

However, the main characteristic of the Bacovian man - again in the spirit of
the archaic man - is that of effectively transcending time by a gesture of spontane-
ous abolition, either by a bizarre mixture of rain and snow: And autumn and winter
/ Descend together; /And shower and snow -/And snow and shower. ('Sleet’), or an el-
ementary iteration of the same leading automatically to other times or illo tempore,
or by enforcing and universalizing feelings: ... Heard all matter weeping (‘Lake Dwell-
ings’). Time is transcended also by projecting the sadness: And there slowly, calmer,
/ They gather around sighing - / Yearning for ‘tomorrow; their sister, / Yearning for my
being. (‘Days Pass’), or the unabated thirst for the Absolute, an idea expressed by
Eminescu, meeting the infinite cold of the sky, as in‘Sometimes’: ... And I'll take from
the sky /what I no longer / Find among the stars, / since | began to wander. / | prefer to
think like this / When | yearn eagerly - /Or the sky is cold / To infinity ... Modern man,
caught by neuroses, morbidity and the ‘yearning for tomorrow, goes to the flowing
bed of history toward an uncertain end, but belonging also to eternity, while ar-
chaic man, serene and confident, comes from the archetypal past, reliving human
existence from the beginning when he met his first love, first fear and first nerves.
The eternal return is captured in the poem aptly entitled ‘Memento”:

And while the snowstorm wanders ... / The hours of the clock have rasped / The
sufferings of dead souls - / Though these are things of the past // And while the snow-
storm wanders /Once again, loves that were lost / Awaken lonely poets - / Though ...
these are things from the past! // And while the snowstorm wanders .../ As on an un-
known coast ... / Once more | think that you are lovely - / Though ... these are things of
the past /.

4.The Existential Emptiness

In the life of the psyche, as was shown by Stephane Lupasco, a French Phi-
losopher of Romanian origin, there are two factors that activate and enforce each
other.On the one hand, there is the identical and homogenous, while, on the other,
there is the non-identical and heterogeneous. To realize life, forces the possibil-
ity of death while to realize death creates the possibility for life. ‘Focusing on life,
our conscience is populated with death, focusing on death, it is populated with
life’ (Stephane Lupasco, Psychic Universe, lasi, 2000, p. 126). Poets strongly manifest
a consciousness of death. The psychologist Pierre Janet considers that even for a
normal person the idea of death is a morbid phenomenon. Caught in this process
of focusing on life and death, the conscience oscillates between homogeneity and
heterogeneity and knows two kinds of morbid manifestation: schizophrenic (when
it fixes in homogenous and enforces the heterogeneous) and Maniac-depressive
(when it fixes on heterogeneous and enforces the homogenous).

The actual malady, the pathologic state is conditioned by the abolition of
the conflict that paralyzes the development of the dialectics: ‘Any actual malady is
the absence of conflict among the cellular and cerebral levels. The sick man is the
man who abandons the fight, or else the fight abandons him’ (op. cit. p. 224).
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Bacovia suspends any conflict between life and death; more than that: he
perceives life as if it is the death. Death appears itself without being referred to life.
Everywhere - in the manifestations of nature, on the faces of people, (his sweet-
heart included), and in their behavior, in the insignificant daily happenings, in the
various aspects of the sky - the poet perceives the signs of degeneration, of dis-
jointment, of dissociation, in a single word, ‘nothingness.

His poetry has the character of a funeral ritual with liturgical incantations.
There is a funeral march, a Biblical wailing (of Job), and a stifled mourning with
a cosmic resonance, which sometimes ends in a desperate shout, with an excla-
mation: Listen how it rains / How depressing! (‘Rarely’); Oh, Dream ... Oh, freedom ... /
Howl! Howl! .far off under frozen star-ways (‘Winter's Lead’); Oh, keening of bells when
it rains! ('It's raining’); Oh, when will there be different spring-time arias? ('Springtime
Nerves'); How rapidly it snows, how rapidly! (‘About Winter’); High School- cemetery /
Of all my youthful days! (‘High School’); Flowers on horizons, in the grass - flowers ... /
Jesus! ('Hymn');  said to myself: It is late — / Oh, thoughts, / In the world! ('When Alone’);
Inside my heart there’s autumn! (‘And All’).

When such exclamations are absent, there appear meditative questions or
short conclusive formulae like: And again all are sad, / Today as yesterday (‘Piano’);
Nothing now remains (‘Gaudeamus’); Relative, / Pardon ('ldeas’); A famous / Apho-
rism / Helps you / To live ... / It is neither tomorrow, / Nor today, / Nor yesterday —/ The
time... (‘'Cogito’).

Bacovia is like a tragic Narcissus, who sees in the mirror his own face which
he identifies with the face of death. He is a Narcissus who, marked by this impla-
cable identification is immobilized only in his melancholy, obsessive thoughts. Un-
der the terror of such dark thoughts, in which one can hear the fluttering of the
wings of Poe’s raven, he opens a one-man theatre where he plays out his destiny:
does mechanical gestures, laughs sarcastically, senselessly, (Autumn Nerves’), in-
voking also the sarcastic laughs of those who seem kin to his ideas: Poe, Baudelaire
and Rollinat (‘Finis’), cries with tremble as in a frenzy (‘Pulvis’), stages movements of
a loner, gets ‘irritated; invents dramas of the hospital and dramas of rape ('In the
Park’); he lies back as if dying /Spreading rose son myself, faded-jaded flowers/ ('Poem
in the Mirror’); weeps softly, full of alcohol and beaten by rain, like a skeleton, he
knocks at his sweetheart’s window with a coin (‘Autumn Nerves’); passes nervously
from one room to the other / On the strike of the satanic hour. (‘Midnight’); walks pal-
lid and silent on a street among Thousands of women and caught by melancholy
(‘Springtime Notes’); mimics the death of King Romulus (‘Tempest’).

One should mention the decors for they are nocturnal, autumnal, crepus-
cular, with clavier wailing, with ‘humid wind’ with military brass bands: What a sad
opera playing, with red, yellow and green ghosts, with phantom-like beings as in
the Hysteria of humans, / Beneath the wailing ravens (‘About Winter’), with mourn-
ing waltzes and funeral marches, with sad darkness, with Leaden grass and strong
air (‘Autumn Nerves'), with pain and with mystery (‘A Tale’), with deaf silences, with
tremors and icy rains (‘Morning’), with perfume of wet roses and homely sigh (‘Love
Song’), with infernal rains.

Itis a‘theatrum mundi; staged by a satanic Demiurge and dominated by the
terror of Nothing. The Bacovian ego, fully theatrical, initiates a senseless game, the
game of the Absurd itself.
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There appears the tragic theatrical performance of Nothing invading the
stage coming from everywhere: from the lights of the day, from nocturnal silences,
from telluric depths or from the glory of the sky. The spirit of Nihilation haunts a
world in which the disease of degradation is at work. From the hollow sphere of
the Cosmos one hears the sounds of a universal insanity: Immensity, eternity, / You,
chaos, gathering all the same ... / In your emptiness insanity - / And you make us all
insane. ('Dust’). All that is material, all that has sense is swallowed up by this void of
nothing which is a true cosmic black hole.

The lovers are overtaken by the night, since All day nothing has happened
(‘Sic Transit II'); and from the sounds of the past centuries there remains only
Nothing between them and the poet who appears an unsure horizon and meta-
physical threshold so that: Let your mind linger in Non-being / Buzzing through the
centuries, / There is nothing more to retain / Of the many things once murmured. / /
There isn’t and never was; / Day after day has rolled. / An unsure horizon, / And meta-
physical threshold (‘'Sine Die’).

On this musical wave of Non-being sounds dematerialize, slide into other
sounds, more stifled, more obscure.

The critic lon Negoitescu once stated: If with Mallarme the technical artifice
creates for itself the motivation for delight, being just the narcissism of a virtuoso,
with Bacovia, technique is the slave to his emotional states, overwhelming by their
pitiful misery, states of failure and the banal, so far from the Mallarmean orches-
tral ethers. The Bacovian rhythms are more complicated, getting more and more
obscure through lack of images, the inner music of the ideas shrink until disfigure-
ment, from where another music starts, undecipherable and tragic! (Istoria literatu-
rii romane, vol I, Bucharest, 1991, p. 268). The Bacovian sadness being total and the
fingerprint of disorder so profound, the ultra-fine musical technique is reabsorbed
in an exclamation, in a yell.

George Bacovia, who combines in an incredible way the spontaneous, nov-
el, native sensation with the technical artifice, with the irrational (mystery, strange-
ness, sliding in‘nerves, funeral ritual, melancholy of the late and of the too late) and
with the rational (the ‘clear’ metaphysical projections of the cosmos, of the noth-
ingness, of the archaic, the conceptual revaluation of colors), the poetic with the
counter-poetic, performs a singular figure among the symbolists and avangardists,
surpassing them due to the existential core and the obscure inner music, ‘undeci-
pherable and outrunning postmodernism..

Bacovia is the Brancussi of Poetry. Like the author of ‘The Column without
End, The Bird in Flight’and ‘The Table of Silence; the author of Lead, of Yellow Sparks
and In Fact Comedies is a‘bowl of essences, a searcher for Fibonacci’s Gold Section.
Both of them are in some way ‘Primitives;, ‘carvers’ of ideas of essential symbolic
forms. (Brancussi was interested not in the bird as such, but in the idea of flight).

‘| gave to my poems the luminaries of joy, wrote Bacovia in a Brancussian
spirit, in Useful Digressions. Joy and Bacovia? Yes! The joy of sincerity, the joy of ex-
pressing with theatrical tricks, the joy of re-discovering the pristine peace, the si-
lence of thinking: Bacovia, / The country / Where any thought/ Is silent ... (‘'Stanza for
Bacovia’).

Deep meaning of life is found in the fatal passing From the loneliness / Of life
/Into the loneliness / Of death ... (‘Loneliness, | didn't Want You'). Nevertheless, at the
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end of the poem there appears the eulogy of life: Poets, avoid / Loneliness. / Among
people / There’s life...

As a symbolist, an anti-symbolist, a decadent with the light from the begin-
ning of the world and from resurrection (the flowers on horizons invoke Jesus in
‘Hymn’), an expressionist who censors Pathos with humor, an existentialist by na-
ture, Bacovia either concentrates his visions in stanzas and verses, in a very grudg-
ing vocabulary in the style of a‘doina; (a love song and elegy), or else he melts them
into an inner musical fluid. What we have left is an exemplary poet of essences.
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AXIOLOGIA HERMENEUTICII FILOZOFICE
SI COMPREHENSIUNEA STRUCTURII LIRICE

Timotei ROSCA
Universitatea Pedagogicd de Stat ,lon Creangd”

Poezia, ca si divinatia, ca si dragostea sau moartea tine de taina si mister.
De la Aristotel si pind astdzi inca nu i s-a gasit o definitie satisfacdtoare. Pdrintele
Poeticii antichitatii, in sau tratatul, ajuns doar partial pina la noi, se referea, in buna
cunostinta de cauza, atit la specificitatea genului, cat si la deficientele interpretarii
lui. In fragmentul 1447 b, versetul 10 ginditorul atentioneaza: , Cat priveste arta
care imita slujindu-se numai de cuvinte simple ori versificate - fie folosind impreuna
mai multe feluri de masuri, fie unul singur - pind astazi n-are un nume al ei. Caci n-
avem termen (s.n) care sa imbratiseze deopotrivd mimii unui, Sofron ori Xenarhos
si dialogii socratici, nici imitatia savirsita in versuri de trei masuri, in versuri epice, in
versuri elegiace si altele la fel..""!

In acelasi tratat, fondatorul Poeticii sugereaza, incepind cu primul frag-
ment 1447 a, versetul 10, si un principiu al interpretarii — acela al primordialului,
al inceputului”,... din cite si ce fel de parti e alcatuita, asijderi despre toate cite se
leaga de 0 asemenea cercetare, incepind cum e firesc, cu cele de inceput”? Criteriul
calitatii ,imitatiei’, pus ca ,inceput” la baza interpretarii poeziei, a fost depdsit de
timp, conceptul primordialitdtii ramine insa si pina astazi un principiu fundamental
al hermeneuticii.

Comprehensiunea e de neconceput fara un reper inaugural. Cu atat mai
mult cand e vorba de hermeneutica structurii lirice, care presupune un camp de in-
terpretare extrem de larg si de complex. Accentuam aceasta, dat fiind ca poezia, in
sens larg, aristotelic, dar, mai ales, poezia lirica, in special, cum precizeaza Jean-Ma-
rie Schaeffer, citindu-l pe Stevenson, , nu se poate baza pe enumerarea unei serii
finite de trasaturi distinctive stabile si conjuncte, ci numai pe o medie ponderata de
trasaturi... cele maiimportante sunt... regularitatea ritmicd, masura metrica (care nu
trebuie confundata cu structura ritmica... rima, accentul pus pe structura sonora,
limbajul figurat, un cdmp semantic ce contine numeroase semne emotionale”).?’

Acea , medie ponderata de trasdturi” nu poate fi analizata si evaluata te-
meinic, decit bazindu-ne pe anumite principii metodologice ale hermeneuticii, pe
criteriile de interpretare. Din mai multe considerente. In primul rind, poezia lirica
reprezinta un act intentional, gratie caruia a luat nastere opera. Interpretarea si
aprecierea ei presupune un raport, o confruntare foarte specifica intre intentia exe-
gentului de a evalua, interpreta si intentionalitatea conceptuala a autorului poeziei.
O atare colaborare confruntare are loc in cadrul perceptiei, unde se pot produce

' Aristotel. Poetica. Studiu introductiv, traducere, si comentarii de D.M. Pippidi. Seria scriitori greci si
latini. — Bucuresti: editura Academiei Republicii Populare Romane, 1965, p.54

2 Aristotel, Op. Cit.,, p.53

3 Jean-Marie Schaeffer. Poetica. Tn cartea: Oswald Ducrot, Jean-Marie Schaeffer. Noul dictionar enciclo-
pedic al stiintelor limbajului. In colaborare cu Marielle Abroux, Dominique Bassano, Georges Boulaxia,
Michel de Fornel, Philippe Roussin, Tzvetan Todorov. Traducere de Anca Magureanu, Viorel Visan, Marina
Paunescu. - Bucuresti : Editura Babel, 1996, p.138.
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surprize imprevizibile. In al doilea rind, exista o diferenta principiala intre intentia
din text si intentia prealabila a autorului. Identificarea de catre exeget a element-
elor din opera fara a sti, sau inainte de a sti in ce masurd acestea corespund struc-
turii intentionale — un asemenea act tine de secretele zamislirii si ale interpretarii.
Radacinile gnoseologice ale unui asemenea act duc in adanc, in taina si mister, in
ocultism si divinatie. Aici un rol reprobabil il are intuitia, genialitatea, adica valorile
genetice ale fiintei, fiintialitatii, nu insa in afara istoricitatii si facticitatii, a eficientei
care imping viata inainte, ii dau sens si speranta.

Asupra acestui grup de probleme a meditat, mai intai, fenomenologia
si hermeneutica fiziologicd, prezentata in studiile lui G.W.F. Hegel, Husserel, F.
Schleiermacher, W. Dilthey, M. Heidegger, G. Gadamer s.a.

Polemica dintre conceptiile lor filozofice, reludrile, confruntarile de opinii
sau continudrile lor pun la dispozitie un pretios material ,primordial” pentru
aprofundarea hermeneuticii fenomenului poetic insusi, a actului de intelegere,
interpretare si evaluare a lui.

Astfel, F. Schleiermacher este unul dintre primii ganditori care insista asupra
notiunii si sensului de comprehensiune, asupra capacitatii de intelegere propriu-
zisa si care trebuie sa porneasca, in opinia lui, de la forma individuala, personala a
expresiei literare.

Dintre cele doua criterii de interpretare a operei — gramatical si individual,
tehnic sau psihologic, autorul ,Hermeneuticii” pune accent, totusi, pe cel de-
al doilea, desi fenomenul poetic este privit in spectrul organicitatii acestor doua
perspective. Individualul este enigmatic si imprevizibil in expresia valorii poetice,
considera fondatorul hermeneuticii. El poate fi dedus, continuat si innobilat doar
n virtutea unei, concreari”( termenul lui Lanson) cu interpretul textului. Acesta din
urma e chemat sd intuiasca tainele zamislirii, ce tin, in mare parte, de genialitate si
divinatie, si sd le continue conform perspectivei individualitatii creatoare. Totodats,
individualul la Schleiermacher este angrenat, cum aminteam, in general; viata
poetului, universul sau spiritual e de neconceput in afara epocii,,ansamblului vietii”.
Despre acest angrenaj vorbeste de acum,, limba, care,, inca de la nastere modifica
spiritul’, tot astfel cum opera, exprimata prin cuvint, nu poate fi conceputa decat ca
actiune si,fapt al spiritului”*

Bineinteles, asemenea teze axiomatice incita opinia critica. A incita, in
cazul dat, inseamna a participa, a inainta si a aprofunda comprehensiunea, mai
cu seamd cand e vorba de opere din diferite epoci, sau de gradul de intelegere a
produsului poetic; atat de catre autorul insusi, cat si de cdtre interpret, exeget. Nu
odata asemenea declaratii din partea poetilor: chemarea mea e sd scriu, aprecierea
e de datoria criticii, a exegezei. Schleiermacher vine cu teza, ca de prestigiul
operei raspund ambii, implicati, chiar si atunci, cand textul a fost scris in alta
epoca. Interpretul, in convingerea savantului, trebuie sa se transpuna in constiinta
cititorului contemporan textului de alta data sa traiasca, anume conditia timpului
de atunci.Teza a fost amendata si completata de ceilalti hermeneuti mentionati mai
sus, intrucit o transcendere in trecutul concret istoric este inutila siimposibila. Ceea
ce se incearca a fi reconstituit prin pontetialitatile creatiei nu va fi identic niciodata
Cu ceea ce a trdit, a gandit si a produs poetul in timpul istoric, al epocii elaborarii
operei. Poate fi prins in intuitie si continuat doar ceea ce ramine si continua in

4 Schleiermacher, F.D.E. Hermeneutica.- lasi: Polirom, 2001, p.25-26.
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fiintialitate, ca o,adincire a spiritului in sine... ce se cunoaste pe sine ca spirit’, cum
va preciza G. Gadamer. lar cunoasterea de sine a spiritului nu poate avea loc decit
prin ,mijlocirea istoriei, a contemporaneitatii evoluate. Comprehensiunea, in cazul
dat, se va clarifica, limpezi prin aceasta ,integrare”, care, conform conceptiei lui M.
Heidegger, se produce in, timp’, se decanteaza intre trecut si prezent, o data cu
decantarea valorica a ,Fiintei” (W. Dilthey), aceasta din urma manifestindu-se ca o
chintesenta, ce aduce cu sine istoria in mers sub semnul tuturor experientelor trdite.
Cunoastem si apreciem valoarea operei din trecut doar prin faptul continuitatii ei.

Cat priveste cealaltd tezd a lui Schleiermacher referitoare la,obligativitatea”
interpretului de a-l intelege pe scriitor ,mai bine decat el insusi s-a inteles pe sine’,
aici accentul se pune nu pe istoricitate cu toate complexitatile ei, ca o ,curgere in
timp’, ci pe individualitatea creatoare, mai exact spus, pe identificarea interpretului
cu aceasta din urma. Nu este vorba de o simpla identificare cu insati constiinta
propriu-zisa a poetului, ci cu ideea spontand, incostienta a acestuia. Inconstientul,
ca semn al genialitatii, asa cum o demonstreaza si psihanalistii in frunte cu S.
Frend, este comun tuturor indivizilor. In acest sens, interpretul, care are acces la
aceasta idee, iscatd in subconstientul poetului, adica in universul comun, participa
la viata ei si nu o data poate si sa o continue. Nu rare sunt cazurile, cand un critic
talentat, inzestrat cu intuitie creatoare, primeste ideea, care asa si nu si-a gasit o
,materializare”, o transcendere deplina in opera poetului, ca pe un dar, dezvoltand-
o intr-o viziune neasteptatd, surprinzatoare.

In cele mai desavarsite studii, eseuri recenzii exegetii pornesc, de regula,
nu de la ideea predilecta, intentionala, lansata de autorul poemului, ci de la
sinteriorul” acelei idei, sau de la ,,forma internd”’, cum ar spune G. Gadamer. Ei devin
coposesorii acesteia. In continuare, fie ca reconstruiesc semnificatia si o proiecteaza
in alt spectru de lumind, continuand pe aceasta cale directia ,intentionald” a
hermeneuticiiromantice, fie ca recurg la cealalta directie - ,anti-intentionald’, bazata
pe reductibilitate, ilustrata spectaculos de Husserl prin conceptia intuitivitatii. E
locul sd amintim formula acelei ,verticalitdti” huserliene descrise de P. Ricoeur -
autorul ,,Eseurilor de hermeneutica”: ,El vede atunci in reductia — epoche - aplicata
atitudinii naturale cucerirea unui imperiu al sensului, de unde este exclusa prin
punere intre paranteze orice chestiune privind lucrurile de sine. Tocmai acest
imperiu al sensului, eliberat astfel de orice chestiune factuala, constituie campul

privilegiat al experientei fenomenologice, locul prin excelenta al intuitivitatii">'
Conceptiahusserlianaasuprasubiectivitatiiaincitat spiritele hermeneutice.
Extremista in esentd, ea a facut sa ,,vorbeasca” categoriile in detrimentul propriei
paradigme. Céci inainte de a declara subiectul ,, autonom?”, iar obiectul un opus al
acestuia, exista ,relatia de ,incluziune” sau de ,,apartenenta” a celor doi factori. W.
Dilthey va fi acela care in lucrarea sa , Geneza hermeneuticii” prin categoriile de
,traire” si ,istoricitate” va intreprinde cu totul alt demers, aprofundat in psihologia
cunoasterii, foarte important pentru intelegerea si interpretarea poeziei lirice,
inclusiv. Trairea reprezinta chintesenta energiei umane. Ea insoteste si determina
fluviul continuu al istoricitatii. Or nu e de mirare cd un individ se recunoaste in trairea
altui individ, respectiv, in bucuria suferinta sau tristetea personajului liric al unui

poet. Mai mult decit atit in trdirea eului liric al unui poem eminescian, ,Epigonii’, de

5 Ricoeur, Paul. Despre interpretare. In volumul: Eseuri de hermeneutici. Traducere de Vasile Tonoiu.
- Bucuresti: Humanitas, 1995, p.23
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exemplu, se poate recunoaste o intreaga epocd, sau conditia existentiald a omului
dintotdeauna, cum ar fiin celebra, 0da” (in metru antic)".

Prin demersul husserlian si cel diltheyan asupra intuitivitatii si a trairii ne
adancim si mai mult in universul labirintic al subiectivitatii umane, in general, si al
subiectivitatii poetice, in particular. O perspectiva axiologica ne ofera in acest sens
M. Heidegger in lucrarea sa , Fiinta si timp”, mai cu seama prin asa-numitul ,,proiect”
de ,,hermeneutica a facticitatii”. Luam cunostinta aici de o structura arhitectonica
a gandirii, de o gandire a gandirii insasi. In esenta, este supusa judecatii gandirea
predecesorilor. Temporalitatea curgatoare, despre care vorbea Dilthey nu se poate
manifesta in sine, decat in ,fapte si fiinta". Sentimentul timpului, care macina totul,
ldasand in urma fiorul unui apocalips, in poezia ,Nu am moarte cu tine nimic” a
lui Gr. Vieru, de exemplu, nu poate fi intuit, nici trdit, cu atat mai mult interpretat,
decat dupa faptele si actiunile, gesturile personajului liric: constatari trairi, negari,
interogatii etc. — totul se intreprinde pentru promovarea conceptiei privitoare la
umilirea sau anularea mortii, expresie a trecerii, a desfiintarii. Tot odatd, ea nu poate
avea loc decatin Fiintd, care include cele trei dimensiuni temporale sau ,, acum”-uri,
cum le remarcd exegeza, in speta acelasi G. Gadamer, sau ,,Dasein’, cum defineste
Heidegger permanenta Fiintei (,,a fi acum”). Prin urmare, timpul este ,fiintial”; orice
prezenteizare vine sa reprezinte ,fiinta ca fiinta”', spune M. Heidegger. De aici
savantul A. Gavrilov ajunse la concluzia logica in sensul cd ,,acum” - urile din care
se cladeste fiinta reprezintd ,,a patra dimensiune a timpului’, chiar daca Heidegger
»Nu afirma nicaieri acest fapt””!

In poezia contemporana deseori intalnim poezii lirice cu situatii si stari
spirituale sau emotive neutre, ,in sine”, greu sau imposibil a le interpreta sau
evolua. Fara un reper metodologic, axial, hermeneutic e greu sa te orientezi intr-un
asemenea labirint. Este cazul sa amintim de poezia lui N. Stanescu, care el insusi
se considerd nu altceva decat ,,0 patd de sange’, pe cand poezia se infatiseaza ca
un ,semantism ce precede cuvantul”® De unde provine acel ,,Semantism’, daca
nu din Fiinta sau din fiintialitate, ca un ecou concetrational al acesteia, dacd nu
din timpul ,, acum”-utizat? - iatd o noua definitie a poeziei, apeland la cele doua
campuri hermeneutice: heideggerian si stanescian.

Exemple similare vom intilni si in creatiile altor poeti: M. Sorescu, L. Dimov,
G. Naum, Gr. Vieru, L. Damian, V. Teleucd, P. Mihnea, A. Codru, acesta din urma
orientandu-se spre o viziune brancusiana, adica spre un spatiu temporalizat, tot
astfel cum V. Teleucd trdieste conditia ,metronomului”.

»Dasein”-ul ne aminteste intrucatva de conceptia hegeliana a cunoasterii
de sine a spiritului absolut. In hermeneutica heideggeriana Fiinta nu pretinde a
incheia ciclul dialectic. Scopul ei este cu totul altul: a-si divulga in permanenta
prezenteizarea. Gandirea si rostirea umana ii asigura unul dintre cele mai stralucite
ocazii, asa cum poezia, dupa N. Stanescu apeleaza la cuvant, la rostire ,din
disperare”.

6 ! Heidegger, Martin, Fiintd si timp. — Bucuresti: Jurnalul literar, 1994, p.21

7 ! Gavrilov, Anatol. Criterii de stiintificitate a terminologiei literare. Principiul obiectivitatii. O
mutatie paradigmatica de la raportul subiect/obiect la raportul subiect/subiect. Eseu de epistemologie.
- Chisinau: Academia de Stiinte a Moldovei. Institutul de Filologie, 2007, p.96

8 2 Stanescu, Nichita. Fiziologia poeziei. Proza si versuri. 1957 - 1983. Editie ingrijita de Alexandru
Condeescu cu acordul autorului. - Bucuresti: Editura Eminescu, 1990,p.38
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Asadar, Heidegger a descatusat fiintialitatea de fincorsetdrile ratiunii
logiciste si a promovat comprehensiunea, pornind de la ,fapte”. In cadrul poeziei,
prin fapt trebuie sa intelegem, pe de o parte tot ce compune viata eului, adica
structura interna, pe de alta parte tot ce ne ofera textul: imagine, idee, motiv,
laitmotiv, semnificatie etc. care alcdtuiesc structura externa.

Toate acestea insa nu pot fi interpretate doar si numai sub semnul
continuitatii si al concretizarii de fapte si actiuni. La capatul lor ne asteapta efectul
care si incununeaza valoarea, deschide, totodata, sansele interpretarii, finitudinea
actului hermeneutic.

Aici ne vine in ajutor o alta teorie hermeneuticd - aceea a efectelor si a
orizonturilor, dezvoltata de G. Gadamer, elevul lui Heidegger. Faptul sau lucrul din
viata si realitate atrage, mai mult sau mai putin, cu lumina lui. In poezie, imaginea
cu semnificatia ei este volframul ce se aprinde in momentul zamislirii operei, in
virtutea contactului cu sursa de energie, cu plusul si minusul, trairii si gandirii
poetice. E ca Focul Haric ce se aprinde din taina. lar taina nu poate proveni decat din
fiintialitate infatisandu-se in realitatea concret - istoricd. Fara incdrcatura energiei
istorice acumulate nu exista eficientizarea ca atare. Tot asa cum fara o asemenea
constiinta a conditiei hermeneutice aprecierea nu va fi completa, va iesi deformata.
Mai mult: prin cunoasterea lucrului, in plan filologic - a operei, ne cunoastem
pe noi insine, ca ,Dasein’, ,fiinta-in-lume” De la Adam si pana astazi trdim sub
semnul sau sentimentul unor impliniri, desdvarsiri, eficientizari, stimulatoare de
alte predispozitii de desavarsire. Orice comprehensiune se incheie cu un efect
care completeaza sau desavarseste eficienta Fiintei niciodatd epuizata. Asa cum in
realitatea lucrurilor exista o continuitate o dialectica a desavarsirii, sau a tendintei
spre desavarsire si afirmare tot astfel exista o dialecticd a comprehensiunii. G.
Gadamer o explicd prin asa-numita ,fuzionare a orizonturilor’, celor implicati in
relevarea sau revelarea adevarului. Pe ambii fi caracterizeaza, in cazul dat, campurile
sau orizonturile de cunoastere. De fapt ele si comunica in surdina, pana la deciziile
concluzive, dupa care apare acordul apreciativ., supus comentariului, interpretarii
propriu-zise ...,,Omul — spune Hegel - nu poate niciodata sti cate cunostinte are,
de fapt, in sine... ele nu apartin realitatii sale, subiectivitatii sale ca atare, ci numai
fiintei sale fiintand in sine”*’

Intr-o variantd mai estetizant, ideea hegeliana a fost reluat si continuata
de Jaques Derrida in tratatul sau ,,Diseminarea”. Literaritatea, in general, este privita
printr-o traiectorie intinsa, ea avandu-si sorgintea in credintele antropomorfice
antice, in zeitati ocrotitoare de memorie vesnica, tot astfel, cum scrierea ar avea
pretentia de a permanentiza informatiile, stiinta. Orice scriere, cum lamurea Platon
doar emana opinie. E un fel de leac, in sensul satisfacerii lectorului — pacient
(setos =bolnav de cunoastere), fara sa lecuiasca, e un fel de ,pharmacom”
Dilthey sau Heidegger operau cu notiunile sau categoriile de ,fiintd aici si acum’,
Lintentionalitate”, ,anti-intentionalitate”; J. Derrida apeleaza la categoriile de
,deconstructie’, ,rasturnare’, ,phamakon” ,Pharmakon”-ul, exprimandu-ne
oximoronic, ar fi o imbinare antinomica de ,leac” si , otravd’, dar fara substanta.
Ea ar fi o forma a hazardului care tine intr-un soc durativ ,,pacientul’, un fel de
,narcotic”,,aneidetic” ce sta sub semnul asteptarii unui final imprevizibil si, de fapt,
o
9 ! Hegel, Georg Wilhelm Friedrich. Enciclopedia stiintelor filozofice, Partea a treia, Filozofia
spiritului. Traducere de Constantin Floru. - Bucuresti: Editura Academiei R.S.R., 1966, p.124
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Comentand ,,Farmacia lui Platon”, J. Derrida disociaza: ,Pharmakon” ar
fi o substantd, cu tot ceea ce va putea conta acest cuvant, ca materie cu virtuti
oculte, de adancime incriptata, care isi refuza analizei ambivalenta, pregatind,
deja, spatiul alchimiei, daca, mai tarziu, nu ar trebui sa recunoastem in ea insasi
anti-substanta: ceea ce rezista oricarui filosofem, depasindu-l, in mod nedefinit,
ca non-identitate, non-esentd, non-substanta si procurandu-i, chiar prin aceasta,
adversitatea inepuizabila a fondului (fonds) sau si absenta sa de fond (fond)".°? Cu
alte cuvinte ale aceluiasi teoretician ,,pharmacon”-ul reprezinta , mediul in care se
opun opusele, miscarea si jocul care le raporteaza pe fiecare la celdlalt, le rastoarna
si le face sa treaca unul in celalalt (suflet-trup, bine-rau, interior-exterior, memorie-
uitare, cuvant-scriere etc.) ..El este diferenta (différance) diferentei (différence)...
Din acest fond isi extrage dialectica filosofemele”.''?

Actul hermeneutic sta sub semnul uneispecifice diplomatii, comportament
intre parteneri, intre Eu-l, interpret si Tu-ul, autor de text. Si poate nu atat intre ei,
atentioneaza G. Gadamer, cat intre orizonturile lor. Fuziunea nu este un act simplu.
Aici au loc marile confruntari intre experienta poetului, in cazul nostru, si cea a
exegetului, a lectorului, in general, atat la nivelul axiologic, cat si la nivelul gandirii,
trdirii, expresivitatii etc. Orizonturile au unitatile lor de verificare: prin analogie cu
alte experiente, stiluri, metode, scoli etc.

Un rol decizional, in cazul dat, il are limbajul. in limbaj se contine Fiinta
(Fiinta nationald, in cadrul unei culturi).

Adevarul relevat nu este, in exclusivitate, ,proprietatea” sau meritul
partenerilor implicati in conversatie, dar si al limbii. Ea vine cu fondul ancestral, cu
impulsurile latentelor cu acumularile practicii istorice.

Fenomenul in cauza se evidentiazd si mai mult in scris. In textul scris
expresia adevarului se prezinta in varianta cea mai concentratd, disciplinata si
eleganta, respectand etalonul sau canonul traditiei. Valoarea poetica expusa
scriptic suporta variantele interpretarilor, intervenirile repetate. Ea nu se supune
totalmente conceptului autorului sau interpretdrii exegetului. Ea vine din Fiinta
si lumineaza atat pe autor, cat si pe interpret. E ca un focar, astru nestins, care
niciodata nu se epuizeaza, cum ar fi opera eminesciang, de pilda, fiindca se degajs,
acumulandu-se din existentd si comunicandu-se prin limba care, acum, apare in rol
de subiect ,,supra-individual”. Cat priveste rolul poetului, ca subiect, sau interpretul,
ca lector ,virtual” (U.Eco), acestia au, mai degraba, rol auxiliar, drept transfer care
asigura comunicarea. Nu recunostea acelasi N. Stanescu faptul ca poetul nu este
mai mult decat o ,,moasa” care asista la nasterea poeziei? Nemaivorbind de critici,
cercetatori care se apropie de text in mod diferit si-l interpreteaza in functie de
capacitatile lor de a intui ,forma internd”

Asa cum hermeneutul de mare talent cauta sa intuiasca in tezele si
antitezele sale chneizasia doctrinei, tot astfel autorul de poezie lirica autentica
arunca punti vizionare in viitor, pentru a-si securiza arta. In orice caz, existd o
diferenta principiald intre talentul de nivel mediu si geniu, tot astfel cum exista o
diferentialitate, ,,diferenta, diferentei’, ,,fondul dialecticii” (Derrida). La nivelul celui
dintai se poate vorbi mai mult de ,,deconstructie’, de rasturnare. Geniul insa ca cel
eminescian, de exemplu, se naste ,la raspantii de secole”. A pretinde la refacerea

10 2 Derrida, Jaques, Farmacia lui Platon. In Diseminarea. - Bucuresti: Univers enciclopedic, 1997,
pp.71-72
11 2 Derrida, Jaques, op.cit., p.123
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intentionalitatii sale e, pur si simplu, riscant. Creatia lui porneste tot din Fiinta, ca
si a oricdrui talent mare, inclusiv a celui exegetic (sunt critici care cu/prin puterea
lor de creatie depasesc produsul poetic propriu-zis). Geniul se conduce insa de
principii mult mai angrenate si mai complexate. Avem a face cu ceea ce I. Derrida
numeste ,,Pharmakon”. Poetul se confruntd cu insdsi fiintialitatea sau, mai exact
spus, prin geniu Firea Fiintei se confrunta, se verifica pe Sine insasi (avandu-se
in vedere spectrul tuturor aspectelor: limbaj, psihologie, istoricitate, factologie,
gandire, traire, eficienta etc.). lata de ce, ori de cate ori se incearca o refacere, o
restructurare, o depdsire (fie in plan ontologic, cum a intentionat sa demonstreze
acelasi N. Stanescu — nu numai prin in ,,Elegii” - in universul filozofic eminescian, fie
in plan artistic propriu-zis: atatia epigoni a cunoscut opera poetului ,,nepereche”)
a perspectivei conceptuale sau o continuare a ei, cu atat mai mult o negare a
intentionalitatii, opera rezistd, iar taina regenereaza in/cu propria ei sursa de
lumina. In cazul dat poetul, mai bine zis opera sa, ca si cum s-ar autointerpreta. E
de competenta interpretului sd ,,prinda” aceasta unda hermeneutica emergenta a
geniului, ca sa-si asigure justetea asertiunii, interpretdrii sale, iar aceasta presupune
de acum angajarea intr-un alt camp de creatie a celor doi exponenti, pe cat de
emergent, pe atat de sigur in perspectiva perseverarii continue si infinite.
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DEMONSTRATIE METAFICTIONALA PE SCHEMA FICTIUNII
MEMORIEI $1 A ILUZIEI REALISTE SAU ROMAN POPULAR?

Doinita MILEA
Universitatea ,Dundrea de Jos” din Galati

Le roman de Umberto Eco construit, comme ses précédents romans, sur plu-
sieurs étages narratifs et sur plusieurs niveaux de signification, recycle aussi une cer-
taine quantité de clichés de la 'littérature de consommation; avec laquelle il porte ex-
plicitement un dialogue. Le lecteur peut choisir sa clé de lecture en fonction des golits et
de son niveau d'instruction. La narration de Umberto Eco est une démonstration dans
laquelle la littérature est aussi sujet et objet de son livre, ot se croisent et se neutralisent
un roman de la mémoire, un roman parabole de notre monde intérieur et les modéles
de la littérature de consommation.

Romancier nascut dintr-un teoretician al literaturii, care, intr-un anumit fel,
analiza cu anticipatie romanele pe care urma apoi sa le scrie, Umberto Eco (Numele
trandafirului - 1980, Pendulul lui Foucault — 1988, Insula zilei de ieri - 1994,
Baudolino - 2002) construieste, dupa propriile marturisiri, un roman ,caleidoscop”
de unde fiecare ia ceea ce-l intereseaza avand cititorul, ca ipotezd fundamentald
a textului, intr-o inginerie literara propusa in 2004: Misterioasa flacara a reginei
Loana. Roman ilustrat.

Ca si in studiul din 1979 (Lector in fabula), in demonstratia ulterioara, din
1994 (Sase plimbari prin padurea narativa), Eco analizeaza conceptul cititor im-
plicit ca proiectie pe care un text si-o construieste pentru a se putea manifesta:
,cititorul implicit’ sau,model; sau,ideal, cum fi place lui Eco sa-l numeasca, nu este
o fiinta in carne si oase, ci o strategie textuald care trebuie identificata de cititorii
reali pentru ca lectura sa-si atinga scopul. Textele literare, dar nu numai cele literare,
sunt, dupd Eco, niste,masinarii lenese] care nu functioneaza decat odata activate de
un cititor ideal, capabil sa inteleagd multe nespuse, sa suplineasca, ne-naratul; sa
umple spatiile goale, sa se grabeasca atunci cand lectura i-o cere sau, dimpotrivd,
sd se opreasca asupra unor amanunte aparent lipsite de importanta cand textul i-o
cere:, O padure este, ca sa folosesc o metafora a lui Borges, o gradina cu carari ce se
bifurca. Chiar si atunci cand intr-o padure nu exista poteci trasate, oricine isi poate
trasa propriul parcurs, hotarand sa o ia la dreapta sau la stanga de la un anumit
copag, si tot asa, facand cate o alegere la fiecare copac intalnit in cale. Intr-un text
narativ cititorul e constrans in fiece moment sa efectueze o alegere ... Exista prin
urmare niste reguli ale jocului, iar cititorul model e acela care se pricepe sa-l joace
... Desigur ca autorul, ca sé-i dea instructiuni propriului sau cititor-model, dispune
de niste semnale anume, de gen”.

Propriile puncte de vedere ale autorului asupra modului de folosire a cartii (a
se vedea si Marginatiile si glossele care au insotit lectura la Numele trandafirului,
constituie si modelele de lectura oferite de comentariile la texte celebre (Nerval -
Sylvie, din Fetele focului), grile de lectura apriorice ale oricarei carti de tip,fictiune’,
pe care teoreticianul Umberto Eco ar putea sa o scrie. Practica literara a ,rescrierii”
postmoderne sau ,literatura de grad secund’, dupa formula deja clasicizata a lui
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Genette, ,falsele eseuri” ale lui Umberto Eco, din antologia Jurnal sumar, presu-
pun un text initial care se deschide intr-un text nou, depasindu-se de conceptul
de lecturd” prin jocurile aluzive ale textului secund, sprijinite de intertextualitate,
palimpsest (suprapunere de texte) si metafictiune.

Reproducand Diario minimo (Milano, 1992), versiunea romaneasca se
deschide printr-o nota la editia din 1975, reproducand articole publicate intre
1965-1972, semnata de Umberto Eco insusi, care-si autocomenteaza strategiile de
scriiturd avand in vedere doua concepte-cheie, permitand receptarea unor practici
culturale postmoderne: ,cititorul model” si ,reader response’, si definindu-si de-
mersul prefatator ca o,cheie de lecturd” pentru,cititorul care ar avea nevoie”.

Ca apartenenta genetica, pentru uzul cititorului conformist, Umberto Eco,
recupereaza categoria parodiei si pastisei, ,cdrora le-am adaugat niste fragmente
scrise ulterior in acelasi stil”. In acelasi timp, parafrazand titlul celebru al unei scrieri
a lui Queneau - Exercitii de stil, Eco apreciaza ca Nonita, spre exemplu, ,este fara
indoiala un exercitiu asupra lui Nabokov”.

Cuvintele cheie ale demersului scriitoricesc din culegerea lui Eco sunt
Jface aluzie’, ,ia drept model’, ,este un joc de cuvinte”, ,imita stilul’, ,modelul prin-
cipal’, ceea ce redimensioneaza spatiul literaturii la care se refera falsele eseuri la
proportiile unui nou univers, nascut in sensul, fictiunilor” borgesiene, prin rescriere,
si trimitand la texte critice bine cunoscute ale autorului italian sau la mai recentul
Interpretare si suprainterpretare. U. Eco isi construieste mozaicul demonstrativ
Cu aceeasi atentie cu care prezentase opera ca un santier deschis intre intentia
autorului si intentia interpretului. Daca textul literar refuza interpretarea unica prin
ambiguitatea funciara care-i este proprie, atunci in perspectiva poststructuralista,
pluralitatea lecturilor si implicit a sensurilor ar permite o lectura ca ,double écri-
ture’, dupa Derrida, un comentariu redublant, in care sunt deconstruite si rescrise
sensurile si articulatiile textului prin reabilitarea ,tacerilor’, elipselor textelor, intr-
un text secund, in care operele devin un pretext pentru reamenajarea demersului
critic.

Centrul acestei ,rescrieri” are douda puncte de sprijin evidente in
demonstratiile lui Eco: cititorul (,implicit” sau,,model”), proiectie pe care un text si
o construieste ca strategie textuala pentru a se putea face recunoscut de ,cititorul
real’, pentru ca raspunsul la lecturd” sa suplineasca ne-naratul, tacerile si elipsele
textului de suprafata (,the disnarrated” dupa Gerald Prince). Modul in care Eco fsi
reorganizeaza lecturile, punand fatd in fata textul-baza (hipotextul) si cel rescris,
este evident dat de un stil aparte, care permite relaxarea conceptelor teoretice prin
mici anecdote, divagatii, marturisiri, inlocuind, tot intr-o demonstratie, schemele
complicate din Lector in Fabula, fara sa uite ,intentio operis’, ,intentia textului’,
dupa o formulare din interpretare si suprainterpretare, adica acea coerentd internd
a textului care permite delimitarea impulsurilor interpretative ale textului.

LIntentia textului’, concept care permite identificarea ,Cititorului Model",
capabil sa imagineze la randu-i un Autor Model, altul decat cel empiric, real, este
dirijat cu abilitate impotriva altui concept ,Reader oriented”, care delimiteaza ,in-
tentia auctores’, de ,intentia operis’, si de credinta pragmaticilor ca lectura este ex-
clusiv relationare si interactiune, in sensul deconstructivist, pe care Eco il refuzs, o
~permanenta recontextualizare’, o semnificatie delimitata de context.
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Locuri uzate ale literaturii, locuri comune, sunt asezate de Umberto Eco in
avant-textul falselor eseuri, pentru a atrage atentia cititorului asupra ideii de dialog
cu traditia literaturii, cu literatura ca practica intertextuala: ,Prezentul manuscris
ne-a fost incredintat de cdtre gardianul sef al inchisorii comunale (...), misterio-
sul prizonier care a abandonat manuscrisul intr-o celula (...), ceea ce ramane din
manuscris — restul fiind ros de soareci” (Nonita).

Dar practica postmoderna a autobiofictiunii ii permite lui Eco sa se introduca
pe sine in carte alaturi de autor, personaj si cititor, prin strategii ale metalepsei nara-
tive (depasiri de frontiere narative):,(...) pe baza caruia credem ca cititorul isi poate
face o idee despre extraordinara aventura a acestui Umberto Umberto (oare mis-
teriosul prizonier n-o fi fost cumva Vladimir Nabokov, refugiat in mod paradoxal in
regiunea Langhe, si nu infatiseaza cumva acest manuscris celdlalt chip al proteicu-
lui imoralist?)”.

Pastisarea atmosferei si stilului textului prim (Lolita de Nabokov) este
dublata de jocuri ale metafictiunii (comentarii ale ideii de scriiturd in corpul scri-
iturii fictional-pastisante): ,Nonita. Floare a adolescentei mele, nelinistea noptilor
mele. Niciodata nu te voi mai putea revedea ... Ma numesc Umberto Umberto. Ce
puteti spune voi, cei care ma judecati (toi, hypocrite, lecteur, mon semblable, mon
frére!)”

Un fragment ca Esquisse d’un nouveau chat, ,face aluzie in principal la
Alain Robbe-Grillet, dar ia drept model si alti maestri ai noului roman’, dupa propria
trimitere a autorului. Scriitura la persoana a doua plural, ,voi’, prin care cititorul, au-
torul si personajele sunt suprapuse in acelasi plan narativ, trimite la practica textuala
a lui Michel Butor (Renuntarea), construita in dialog cu trecerile din referentul
fictional al romanului lui Grillet, in labirint, in imaginea deconstruitd a tabloului
din camera de hotel, aluzie explicita la cele doua texte in dialog: ,Va intrebati daca
acest lucru nu vi s-a mai intamplat deja si daca n-ati vazut o scena asemanatoare
in tabloul cel mare care impodobeste peretele in fata mesei. Dar tabloul arata o
carciuma aglomeratd cu un copil in colt; in centru se afla o masa cu o bucata de
carne pe ea si langa masa se observé figura unui soldat care sta in picioare ... . In
coltul opus se observa o pisica gata sa sard. Daca priviti tabloul mai de aproape, veti
vedea limpede in pupila pisicii imaginea unei camere aproape goale..."

Scrierea de romane dupa retete, de tipul OULIPO, intra in atentia pastiselor
lui Eco (Do your movie yourself, 1972), care selecteaza pattern-uri / ,plot pa-
tern”: ,Subiect multiplu pentru Antonioni. O intindere pustie. Ea se indeparteaza.
Permutari. Sta acolo. Atinge indelung un obiect. Se indeparteaza, apoi se opreste
perplexd, face doi pasi inapoi si se indeparteaza din nou (...)"

Pastisele-pastila la carti celebre, create de Umberto Eco, trec insesizabil
prin ironie — parodie, practicata cu un ,plaisir du texte’, recuperator al modelelor
de scriitura:,Kafka Franz. Procesul. Cartulia nu e rea, este un roman politist cu anu-
mite momente a la Hitchcock; de exemplu, crima din final, care va avea publicul
sau. Insd arata de parcd autorul ar fi scris-o sub cenzura. Ce sunt aceste aluzii impre-
cise, aceasta lipsa de nume de persoane si de locuri? Si de ce protagonistul este pus
sub acuzare?” (Rapoarte de lectura catre editor, 1972).

Misterioasa flacara a reginei Loana are o deschidere (un incipit) care
invita la o lecturd a literaturii prin literatura. ,Asa a inceput totul” - este o deschi-
dere imprumutata din romanul lui Céline Calatorie la capatul noptii, care ar putea
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crea o linie de organizare a sensurilor fie in directia data de titlul metaforic, ,capatul
noptii” (prezent intr-un fel in ,soarele negru” al finalului), fie in directia romanului
in forma autobiografica. Sfarsitul cartii —,De ce soarele se face oare negru?” poate
propune un joc intertextual cu trei trimiteri suprapuse: la soarele negru din ima-
ginea lui Diirer, la cel din poezia lui Nerval, El Desdichado, sau, de ce nu, din cartile
de taroc. In lectura cea mai directa, constructia oximoronica trimite la sfarsitul per-
sonajului narator si al cartii (un sens parabolic si unul in cheie metafictionala).

Mergand in acelasi sens al indicatiilor de regie ale autorului teoretician, frag-
mentul de inceput cultiva pana la obsesie imperfectul:,Sau parca nu eram treaz, ci
mai visam si acum. Era un vis ciudat, lipsit de imagini..." Ecoisi anticipeaza strategia
(Sase plimbari prin padurea narativa) intr-un comentariu la Sylvie a lui Nerval:
Jmperfectul e un timp foarte interesant, pentru ca e durativ si iterativ. Fiind dura-
tiv, ne spune ca ceva tocmai se petrecea in trecut, dar nu intr-un moment precis,
si nu se stie cand anume s-a inceput actiunea si cand sfarseste. Ca timp iterativ, ne
autorizeaza sa gandim ca actiunea aceea s-a repetat de multe ori (...). Din cauza
acestei ambiguitati temporale a lui, imperfectul este timpul la care se povestesc
visele sau cosmarurile (...). Nu-i vorba de un amanunt de nimic, pentru ca mare
parte din farmecul din Sylvie se bazeaza pe o alternanta bine calculata de verbe
(...), iar utilizarea intensa a imperfectului ii confera intregii intamplari un ton oniric,
ca si cum am privi ceva cu ochii intredeschisi”.

Romanul lui Eco este construit pe o suma de strategii ale autenticitatii, dom-
inate de vocea unui narator la persoana |, strategie comentata de Eco, a propos de
Gordon Pym a lui Poe (numele personajului lui Poe fiind asumat si de naratorul lui
Eco): ,Textul incepea cu — Ma numesc Arthur Gordon Pym - si deci punea in scena
un narator la persoana intai, insa acel text aparea sub numele de Poe, ca autor em-
piric (...)"

Nu este de mirare ca romanul incepe cu asumarea povestirii prin persoana
|, care se va transforma intr-un hatis textual al descoperirilor si identificarilor, in
egala masura ale strategiilor narativitatii, ale textelor literaturii care se regasesc in
Jbiblioteca textului” romanesc, dar si ale sistemului propriu,romanului popular’ cu
care romanul lui Eco dialogheaza programatic.

Cartea lui Eco construieste, dupa afirmatia autorului, ,lumi ale fictiunii nar-
ative” complexe, contradictorii si provocatoare cu lumea reala. Eroul sdu, antica-
rul Giambattista Bodoni, care-si pierde memoria in urma unui accident cerebral,
incearca sa-si recupereze memoria ,autobiografica’, ,amestecand fictiunea si re-
alitatea’, ,citind fictiunea ca si cum ar fi realitate” Din acest punct reconstituirea,
regasirea identitatii pierdute, se face organizat, in trepte, dezorganizand universul
trecutului pentru a-l reface: ,casa copilariei’, cutia de rezonanta pentru trecutul ui-
tat este punctul de plecare, Solara, casa de la tard, un fel de spatiu al varstei de aur,
0 utopie regresiva.

Camerele casei de la tara, podul, capela zidita, gradina, satele de peste
munte, ofera toate probe din existenta unor generatii: bunicul, anticar si el, parintii,
primele iubiri, stranse in cutii, in carti uitate, in colectii de reviste, de timbre.

Consecvent studiilor sale teoretice siincursiunilor practice (Opera deschisa,
Structura absenta, Tratat de semiotica generala. Lector in Fabula etc.) Eco isi
construieste sensul romanului pornind de la elementele de detalii care inconjoara
textul, (elementele paratextuale), de la titlu, care devine o cheie a sensului, prin
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functionarea in lait-motiv si prin registrul romanului de senzatie din care este impru-
mutat. La acest efect se adaugd mentiunea generica roman ilustrat care, ca ,sem-
nal fictional’, este dublat de copertele-ilustrate interioare. in principiu si in practica
functioneaza un pact fictional: autorul sugereaza, simuleaza o lume reald pornind
de la elemente concrete (titluri de carti si colectii reale), pe care posibilul cititor le
recunoaste, si proiecteaza un spatiu fictional, stergandu-i frontierele.

Titlul cartii este prezent in anticipdri (prolepse) partiale de-a lungul int-
regului roman, procedeu propriu literaturii de senzatie: amanarea efectului; curi-
ozitatea cititorului in fata intrebarii : Ce vrea sa insemne o misterioasa flacara? este
satisfacuta treptat:,Pe un perete, batutd in doud tinte, o imagine care mi-a provocat
inca o flacara misterioasa (...)";,Rasfoind alte reviste ilustrate, intr-un crescendo de
misterioase flacari, ce ma faceau sa iau foc de la un fascicul la altul, descopeream
eroi despre care cartile mele de scoala nu-mi vorbisera niciodata”

Suprapunerea imaginilor la care trimite sintagma ,misterioasa flacara”
pregateste cititorul pentru un sens legat de carti: ,Revista ilustrata cu coperta
multicolord, se intitula Misterioasa flacdrd a reginei Loana. Acolo era explicatia mis-
terioaselor flacari care ma agitasera dupa trezirea din accident, iar célatoria la So-
lara capata in sfarsit un sens”.

Este, pe de o parte, 0, povestire insipida, despre un regat misterios si o regina
tot atat de misterioasd, care pastreaza o flacara cum nu se poate mai misterioasa,
care ingaduie o viatd lungd, sau de-a dreptul nemurirea (...)", iar pe de alta parte,
,0 regind inchipuita in moduri cu mult mai eterice, pastratoarea flacarii resurectiei’,
model al nostalgicei perfectiuni care da tinta aspiratiei individului. ,Memoria de
hartie’, cartile, reconstituie cu voluptate (,misterioasa flacara”), scotand din ,ceata”
uitarii, oameni, locuri, personaje, salvand timpul pierdut (de altfel Proust este una
dintre trimiterile recurente ale textului).

Linia centrald a cdrtii este constituita de un pariu cu formele ,literaturii de
consum?”, ale carei clisee, semne culturale recognoscibile, se afla in dialog: lumea
devine spectacol, evocat, montat in imagini care satisfac un anume univers de
asteptare, cel al modelelor consumabile. Romanul isi autocomenteaza strategi-
ile de evocare (devine metafictiune - surfiction — in sensul conceptului elaborat
de Raymond Federman, in 1975), suprapunand in universul cuvintelor, universul
imaginilor, intr-un fel de receptor al obsesiilor, viselor, dorintelor, introducand pre-
fabricate credibile, care sa aduca bucuria recunoasterii.

De altfel, strategiile romanelor populare,,senzationale” si efectul lor au facut
obiectul studiului lui Umberto Eco din 1978 (editia franceza 1993), Supraomul
de masa. Interpretare si reinterpretare. Vorbind despre satisfacerea asteptarilor
cititorului, Eco remarca nevoia de consolare fictiva, compensatorie, pentru ca reali-
tatea din ,romanul de senzatie” nu va fi rdsturnatd niciodatd, iar dorinta de ,iluzie”
creeaza mitologii. Eco il citeaza pe Antonio Gramsci in sensul ca vede supraomul
teoretizat de Nietzsche, avandu-si originea nu in Zarathustra, ci in eroii populari
care isi suprapun propria justitie peste justitia obisnuita — tipul este Contele de
Monte Cristo.

Romanul suprapune printehnica colajuluititlurisi coperte: paginiingalbenite
cu torturi, suplicii, cu condamnati si caldi, operele lui Verne cu imaginile memora-
bile ale capitanului Nemo si ale submarinului Nautilus, pagini si gravuri din Ed-
gar Allan Poe, romanul gotic si subteranele sumbre, Fantomas etc. O alta treapta
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— copilaria primelor carti - selecteaza Pinocchio, creat de Collodi, Comoara din
insula a lui Stevenson etc.

Impactul literaturii violente asupra universului copilariei si adolescentei este
mesajul subliminal al imaginilor si textelor inventariate: ,Daca citisem toate acele
povestiri, dacd vazusem cu sigurantd toate acele coperte, cum de puteam sd ac-
cept cd primdvara vine cantand?”.

Impactul imaginilor senzual-erotice, ale celor din lumea reala - ziare, foto-
grafii, documente ale fascismului italian, asupra adolescentului in formare, este in-
registrat in caietele de scoala:,... si poate ca prin ilustratiile acelea in culori vulgare
(dar atat de hipnotice!) fusesem initiat intr-o viziune diferita a Binelui si a Raului.’

Eroul, cu numele de copil Jambo, se cauta in lumea memoriei de hartie, a
cartilor, care functioneaza perfect, in femeile visate sau reale (Lila, Sibilla) care i-ar
fi putut colora existenta, in intamplarile biografice, care sub forma de amintiri i
ies la suprafata, obscure, cetoase, imposibil de separat de visare. Doua accidente
cerebrale si doua mari reconstituiri de sine in tacere. Un fel de intoarceri in sine —
titlul unui capitol este chiar intoarcerile (I3sat ca in intoarcerile lui Ulise, in greacs,
pentru atmosfera).

Amintirile eroului puternic creatoare de atmosfera vin dinspre carti:
corespondentele lui Baudelaire, alaturi de ,culcatul devreme” al lui Proust, vocalele
colorate ale lui Rimbaud, metamorfozele lui Gregor Samsa al lui Kafka, ,iubirea ce
roteste sori si stele”a lui Dante, iubiti ai Mesei Rotunde, si iar Pisicile lui Baudelaire.
Amintiri fictive care, in finalul romanului, coplesesc universul. Imaginile apocalip-
tice coplesitoare se linistesc treptat, sugestia trecerii (,soarele negru’) este dublata
de idealizarea imaginii, purificarea lumii: ,fara s-o tulbur cu dorinta mea as lasa-o
in distanta ei de printesa indepartata...” Ca si in volumele de fictiune anterioare,
Eco pune in discutie elemente tematice recurente: raportul canonului literar cu
literatura de consum, in sensul demonstrativ al postmodernismului, dialogul in-
tre strategiile formei biografice, care presupun autenticitatea scriiturii si afirmarea
fictiunii ca lume concurenta a realului, cu estomparea frontierelor prevazuta in
pactul fictional. In egald masura strategiile intertextualitatii (citatul, aluzia, pasti-
sarea, parodierea etc.) genereaza o ,bibliotecd” a textului care acopera naratiunea
propriu-zisa, tinzand sa devind autonoma. Este greu de spus ce este mai pregnant
ca efect de lectura: lucrul povestit (fabula) sau lumea cartilor care solicita perma-
nent cooperarea lectorului, provocat sa-si asume responsabilitatea de a ordona
universul pe care textul romanului il pulverizeaza.
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EN LISANT “MARINE” DE A. RIMBAUD

PENDANT LE COURS D’EXEGESE
Svetlana BORDIAN,
magistru, ULIM

Marine
Les chars d'argent et de cuivre-
Les proues d‘acier et d'argent-
Battent I'écume,-
Soulévent les souches de ronces.
Les courants de la lande,
Et les orniéres immenses du reflux,
Filent circulairement vers l'est,
Vers les piliers de la forét,-
Vers les fits de la jetée,
Dont I'angle est heurté par des tourbillons de lumiere.
Arthur Rimbaud, llluminations.

Prezentul studiu de caz are, mai intii de toate, o orientare didacticd, fiind des-
tinat sd serveascd studentilor ca model de analizd care sé le permitd sd-si compare
propriile lor rezultate, sd intre in polemicd, sd-l completeze sau, din contra, sd serveasca
ca reper celor care nu prea izbutesc in arta interpretdrii textului.

Studiul s-a axat pe studierea unor momente cum ar fi caracteristicile versului
rimbaldian cu specificarea trasdturilor clasice dar si inovatorii, relatia dintre struc-
tura formald si organizarea semanticd, actul enuntdrii. Mai putin a fost analizatd
punctuatia, care nu corespunde intotdeauna regulilor codului si influenteazd orga-
nizarea semantica dar si conferd o structura formald ineditd. La fel poate fi dezvoltatd
mai amplu dimensiunea intertextuald. Studiul acestora este rezervat orelor individuale,
intrucit ele nu prejudiciaza scopului primordial de a studia un exemplu de vers liber de
creatie rimbaldiand a cdrui esenta a fost evidentiatd.

Introduction

L'exégése du texte est une discipline congue afin de satisfaire aux impératifs
académiques de la formation des traducteurs et interprétes a I'ULIM, qui s'inscrit
dans une tradition didactique d'une quinzaine d'années, laquelle, on I'espére beau-
coup, persistera.

Exercice fondamental de I'apprentissage de la langue, précieuse surtout par-
ce quelle oblige a puiser dans les données de plusieurs discours épistémologique-
ment distincts et permet d'observer la réalisation du systéme de la langue dans le
texte, elle n'est pas uniquement un exercice de mise a jour et multiplication des
savoirs et des savoir-faire pluriels, mais c'est aussi une pratique qui cultive l'esprit
critique, renforce le jugement de valeur et la sensibilité a tout ce qui est beau et
noble.

Le choix du poéme “Marine” de A.Rimbaud comme texte a interpréter pen-
dant le cours d’exégése en lll-ieme année licence reléve de multiples raisons, mais
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surtout c’est parce qu'on atteste assez souvent a l'étape initiale du cours, et mal-
heureusement parfois cela dure, un écueil ; les étudiants restent bloqués devant
le sentiment d'évidence que leur procure la lecture du texte: chaque énoncé leur
parait dire bien ce qu'il veut dire! L'analyse se réduit assez souvent a la banale para-
phrase du contenu, qu’ils meublent par ci par la de I'énumération de quelques
figures de style ou d’autres remarques formelles, substituant ainsi la paraphrase a
la facon dont le texte parle.

“Marine” de Rimbaud, d'ailleurs comme toute sa poésie en général, offre le
tableau d’un incroyable puzzle de sens devant lequel les étudiants restent quelque
peu décontenancés, mais qui leur apprend avant tout une évidence: il faut cher-
cher ce que l'auteur dit dans la facon dont il le dit.

En tant qu'enfants de leur Alma Mater “ils ont plus besoin de modeéles que
de critiques”, c'est pourquoi nous espérons que la présente étude leur sera utile et
les guidera vers la réussite de I'exégése du texte.

Cela sera aussi un modeste apport a une publication consacrée au 15-iéme
anniversaire de I'ULIM qui ne peut ignorer la possibiité déveiller chez I'étudiant le
goUt pour la recherche en le visant directement.

Etude du texte
Objectifs:

- étudier un exemple de vers libres (“Marine” de Rimbaud)

- connaitre les caractéristiques du vers rimbaldien

- savoir mettre en relation la structure formelle du poéme avec son organisation
sémantique

- faire apparaitre la part de classicisme et la part d’innovation du poéte

- faire ressortir la force émotive du poéme

- relever les traits de I'énonciation

Centres d’intérét de la lecture:

“Marine” est le 26-ieme poeme sur 54 des “llluminations” composées par
A.Rimbaud entre 1873 et1875. Il est écrit en vers libres, aboutissement heureux de
sa quéte de langue nouvelle, auquel il parvient aussi dans “Mouvement” du méme
recuiel.

C'est avec ces deux poemes que l'objectif décrit dans la fameuse “Lettre
du Voyant” (1871-72) est atteint. Lauteur réussit a se créer une nouvelle écriture
totalement dégagée des formes poétiques classiques: la métrique traditionnelle
n'est plus respectée, les vers sont souples et variables, la rime est remplacée avan-
tageusement par des assonances et des allitérations.

Linnovation poétique réalisée lui vaut le statut de pionnier du vers libre
ainsi que le mérite partagé avec Baudelaire d'étre a la source de la poésie mod-
erne.

Cette nouvelle rhétorique que Rimbaud s'invente instaure une écriture cha-
otique, traversée par des évocations étranges qui occultent le sens au profit de
I'image ou de limpression et laquelle n'est pas sans une conséquence prévisible
- la difficulté de déchiffrement du texte qui résiste fortement a l'interprétation.
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Notre ambition lors de son analyse sera trés modeste : explorer la partie
visible de la méthode de travail du poéte afin de découvrir les régles qui assurent
I'unité de la forme et du fond, jeter de la lumiére sur le statut énonciatif du poeme et
proposer des hypothéses de lecture. Il nous a paru judicieux de fonder ce modeste
apercu sur des centres d'intérét comme il suit:

I. Fond et forme dans “Marine”. Hypothéses de lecture.

Plus ou moins intelligible, le poéme "Marine” est fort accrocheur, il retient
notre attention et le fait par lui-méme. Marqué par une fonction poétique accrue,
le texte parait bien difficile: il n'y a ni strophes, ni rimes, ni métres réguliers immé-
diatement repérables, la syntaxe offre une progression de texte ralentie, voire frei-
née par trop de tirets et de virgules. Au niveau de I'énonciation il n'y a pas trop de
lumiére: pas de traces des sujets énonciateur et énonciataire ni des circonstances
dénonciation. C6té lexique, méme si la thématique de la mer est aisément identi-
fiable, on constate aussitdt une surprenante fusion du marin et du terrestre qui
donne l'impression d'incohérence et de non-sens. Le titre néclaircit pas trop les
choses: une marine est un tableau qui a la mer pour sujet. On se demande si cela
suggeére de l'observer comme on le ferait pour un tableau, ou encore s'il est légi-
time de voir des synecdoques dans “les proues” et “I'écume”.

Mais si hétérogenes, désordonnés et incohérents que paraissent ces élé-
ments, ils font partie d'un tout qui veut bien nous dire quelque chose, nous ma-
nipuler d’'une certaine maniére, c’'est pourquoi un des premiers centres d'intérét de
notre étude serait d'observer comment ce tout est organisé.

Coté formel, outre les caractéristiques énumérées plus haut on constatera la
présence d'alinéas d’'une longueur inférieure a la phrase, la présence de majuscules
en début de ligne, une mise en page laissant respirer les blancs, des échos sonores
- traits typiques des vers libres.

Malgré les nombreux écarts quon retrouve dans certaines occurrences
étrangéres a la logique de nos représentations, malgré l'obscurité du message,
“Marine” est un message poétique qui est avant tout un texte, une unité qui ne
peut pas échapper a toutes les contraintes du systéme de la langue. Méme si Rim-
baud est rebelle a toute régle imposée, il respecte néanmoins la moins poétique
des contraintes, la contrainte syntaxique.

On observe donc que le poéme est d'une briévete étonnante étant consti-
tué de deux phrases qui se présentent sous la forme du tableau suivant:

Premiére phrase:

v.1 Sujet + Complément du nom + Complément du nom isolés par tiret

v.2 Sujet + Complément du nom + Complément du nom isolés par tiret

v.3 Verbe + Complément d'objet isolés par virgule et tiret

v.4 Verbe + Complément d'objet isolés par point.

Seconde phrase:

v.5 Sujet isolé par virgule

v.6 Sujet isolé par virgule

v.7 Verbe + Complément circonstanciel modal + Complément circonstanciel de lieu,
virgule

v.8 Complément circonstanciel + Complément du nom isolés par virgule et tiret
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v.9 Complément circonstanciel + Complément du nom isolés par virgule
v.10 Proposition relative isolée par point.

La premiére remarque a faire apres une observation des éléments constitu-
ants du poéme serait la prédominance du nominatif au détriment du prédicatif
ce qui pourrait étre envisagé comme l'intention de l'auteur de peindre un tableau
et suggére une fixité d'images, un caractére statique du cadre. Néanmoins, les
verbes, qui sont peu nombreux, sont l'indice d'un mouvement qui ne se fait pas
sans violence: “battent’soulévent’, “filent’ “est heurté” Ce mouvement est dirigé
vers la lumiére finale, laquelle semble avancer elle aussi a sa rencontre, (“I'angle
est heurté”), mais reste “en tourbillons” quelque part a I'Est. La lumiére est la limite
extréme du cadre qui éclaircit tous les aspects d'un spectacle fantasmagorique eten
constituel’aboutissement.Toutestconstruitpoursuggérersonrdleprimordialdansle
tableau peint de méme que l'idée d'ouverture, d'extension suggérée par la marque
du pluriel des verbes, la reprise anaphorique de la préposition“vers” qui introduit
deux groupes circonstanciels, ainsi que I'adjectif “immenses” et 'adverbe “circulai-
rement”. La longueur des phrases semble répondre au méme enjeu: la premiére
correspond a quatre vers, la seconde a six.

Au niveau des structures qui se placent a l'intérieur des phrases, il est facile
de repérer un parallélisme rigoureux, excepté les vers 7 et 10. On notera toutefois
que par endroits surgissent des segments en surplus et on observe aussi une pro-
gression qui a la méme tendance d’élargissment final: le groupe objet du vers 4
dépasse comme longueur celui du vers 3 se présentant sous le rapport de 2 mots
contre 4, le groupe sujet du vers 6 comporte I'adjectif“immenses” en plus de la lon-
gueur du groupe sujet du vers 5; finalement les groupes circonstanciels se situent
par ordre croissant en passant successivement de 3 mots a 6 et aboutissent finale-
ment a 16. Le redoublement des structures rend plus sensible sur le plan sonore
I'apparition d'un élément nouveau, fait qui pourrait étre vu comme élément redon-
dant de la méme impression d’élargissement, par laquelle le poete réussit a créer
un gros plan, pour mettre en évidence I'élément ultime dans la suite des images
qu'il peint - la lumiére. Remarquons en outre que A.Rimbaud exploite au maximum
la capacité du verbal a I'image, la poésie devient presque un art visuel.

Mais le poéte est loin de cantonner les pouvoirs de son talent a une simple
peinture, sa mise est plus grande, il veut échapper a la banalité du verbal par le
changement du rapport de la langue aux choses, le mot devient l'instrument qui
permet d'échapper au mot. Il détourne les mots de leur sens primaire en opérant
toutefois des choix qui s'inscrivent sur quatre champs lexicaux et notamment ceux
de la mer, de la terre, de la lumiére et du métal.

A une observation plus attentive du lexique de la poésie, on remarquera
la prédominance des éléments des champs lexicaux de la terre et de la mer, et on
constatera que leur répartition n'est pas faite au hasard:

v.1 terre

v.2 mer

v.3 mer

v.4 terre

v.5 mer terre
V.6 terre mer
V7 e
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v.8 mer terre
v.9 terre mer
10. i,

Selon la référence des vers a la mer ou a la terre ou a toutes les deux a la fois
on obtient un découpage qui rappelle celui du sonnet: abba, baab, cba, abc. On
peut supposer qu'en se basant sur le principe thématique et sur des procédés ryth-
miques, l'auteur a mis artificiellement la prose en vers. Rimbaud obtient un sonnet
thématique ou la prose flirte avec la poésie, préparant son itinéraire poétique vers
le poéme en prose.

Une telle disposition des termes répond également a un autre enjeu: cette
structure sert de fond général au tableau et a pour effet de mettre en valeur le mo-
tif du tourbillon de lumiere sur un entrelacs du terrestre et du marin.

Les effets visuels sont complétés également par des effets sonores. Ainsi
le mouvement, le choc de la lumiere, I'élargissement final sont soulignés par un
jeu de sonorités: le mouvement circulaire de l'eau est renforcé par l'allitération en
f (filent, forét, fits), le choc de la lumiere devient sonore par une allitération en ¢
(heurté, tourbillons).

L'adjectif “immenses”, élément d'élargissement du vers 6 est mis en évidence
par une assonance en d qui suit le rythme de l'ouverture progressive du cadre,
surtout parce qu'elle vient apres une assonance en u, voyelle fermée (soulévent,
souches, courants // courants, lande, immenses). Louverture finale du cadre se fait
par une alternance d'assonances : e fermé dans “pilier” et “jetée” est remplacé par e
ouvert dans “est” et “lumiere”.

Le glissement de I'écriture entre la prose et le vers entraine une confusion
entre la logique de la phrase et celle du vers qui est davantage sensible par la
présence d'une ponctuation marquée par trop de tirets.

Néanmoins, le poéme apparait comme une structure organisée, calculée, ou
la mer et la terre sont présentes a l'esprit tantdt comme deux mondes différents,
tantot synthétiquement réunies. Le verbe n'est pas l'unique a les réunir, c'est aussi
le fait des tirets, du jeu des sonorités, d'un calcul rigoureux dans le choix des mots.
Ce dernier va nous intéresser d’'une maniére spéciale.

Si les premiers quatre vers paraissent maintenir des références univoques,
si 'on combine le vers 1 avec le vers 4 et le vers 2 avec le vers 3, les structures en
chiasme seront le lieu de rupture des attentes projetées: “courants”qui est en occur-
rence immédiate de “la lande” fait écho a “reflux’, “la lande” se répercute dans “les
orniéres”. Cette rupture d’'une isotopie déclanchée annonce un langage figuré et
une circulation de sens qui nous autorisera de multiples lectures.

Par exemple, les mots “lalande” et “les orniéres” s'inscrivent dans l'isotopie du
terrestre, mais tous les deux peuvent également étre lus dans une isotopie marine.
Or, les orniéres dans leur essence sont tragage et ce tracage pourrait évoquer aussi
bien les vagues de la mer en reflux, que les vaguelettes de sable, les petites dunes,
les débris que laisse lI'eau de la mer retirée. C'est parce que le mot “courants” que
notre encyclopédie situe d’abord sur l'isotopie du marin peut contaminer dans son
voisinage immédiat le mot “la lande” et le soumettre a une lecture métaphorique
de la mer, or, les deux mots ont au moins un seme commun - grande étendue et en
plus au niveau chromatique on atteste aussi une ressemblance manifeste dans le
vert. Pourquoi a-t-il été possible a V. Hugo d'écrire “la mer des jardins” et pourquoi
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aurait-il été impossible a A. Rimbaud de suggérer “la lande de la mer” ? Et si lors
de notre lecture “la lande” ne référe pas au terrestre, alors “les orniéres immenses
du reflux” qu'on place d’abord sur une isotopie terrestre peuvent étre lues comme
tracage sur la surface de la mer en retrait, donc les vagues elles-mémes. L'adjectif
“immenses” pourrait venir a l'appui de cette lecture, or la partie visualisée de la mer
lors du reflux est toujours plus grande que celle du littoral. Il sensuit qu'on peut
comprendre aussi que c'est le mouvement des courants de la mer et des vagues
qui filent vers l'est qui est saisi par le poete dans sa profondeur et son étendue.
Dans cette perspective pourquoi ne pourrait-on pas voir dans I'image des souches
des ronces soulevées une évocation des vagues déchiquetées par les bateaux? Il en
résulte que la terre disparait complétement, elle devient la métaphore de la mer.

D'autre part, “les courants de la lande” peuvent étre lus comme les sillons
que les charrues ont laissés sur la lande, I'idée du terrestre étant radiée par endoits
dans le texte par les vocables « souches des ronces », « lande », « orniéres, » « forét »,
« fits ». Sur ce plan «les chars » deviennent charrues placées sur un terrain saccagé
ou il n'y a que “les souches des ronces’, laides et qui inspirent l'idée de destruc-
tion. Une autre lecture devient possible: le tableau se présente comme un mou-
vement synchrone: les charrues retournent la terre, les proues, qui évoquent par
synecdoque les bateaux, fendent les vagues. Toutefois, comme dans le cas des
landes et des orniéres on peut observer la méme possibilité de substitution des
images: les chars d’argent et de cuivre peuvent étre I'expression métaphorique des
bateaux baignant dans les rayons d’un soleil levant (plan d’en face et arriére-plan),
dont la lumiere est capable d’'entrainer une véritable transformation alchimique:
I'acier devient argent, la rouille — cuivre, tandis que “les proues d’acier et d'argent ”
figurent les proues elles-mémes sous l'effet de la lumiére. Ou encore, parce qu'il y
a une resemblance entre le soc d’'une charrue et la proue d'un bateau, pourquoi
ne pourrait-on pas voir dans les proues les socs des charrues et trouver une lecture
cohérente en regroupant les vers dans une structure embrassée : v.1 - v.3;v.2 - v.4?
Les signes de ponctuation paraissent autoriser une telle lecture, mais finalement
on reste confus devant la polysémie des images et on se pose des questions: Quelle
lecture préférer ? A quoi renvoie la poésie? Comment arréter la lecture?

Cest ici qu'on déniche la part d'innovation de Rimbaud, car dans “Marine”
il ne s'agit pas de référent extérieur, il est substitué par une réalité purement poé-
tique. La mer est la métaphore de la terre et la terre est la métaphore de la mer,
toutes les deux sont la métaphore de la “catastrophe”, etc. Le sens est flottant, le
poéte abandonne l'usage conventionnel du mot en le plagant dans un systeme a
double entente. En créant des images polysémiques, Rimbaud rejette toute lecture
au sens dénotatif: une image en engendre une autre. La langue se détache de sa
fonction représentative en sémancipant des choses et elle crée son propre objet
d’une réalité purement poétique.

De ce point de vue, “Marine” peut étre vu soit comme un poeme alogique,
ou tout au contraire on pourrait mettre en évidence une grande logique de
construction. C'est parce que le sens n'est pas essentiel ou méme compréhensible
- c'est la forme imagée et I'impression qui sont mises en vedette. Et le moment le
plus surprenant c’est lorsque le non-sens devient trop de sens.

En associant deux lieux trés hétérogénes, la terre et la mer, Rimbaud aboutit
a s'affranchir des limites de I'espace et a déboucher sur une vision absolue, sur un
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ailleurs — entrelacs de la terre et de la mer qui n'est plus que vision poétique. Aussi
sera-t-il impossible de trouver une logique dans l'association des mots “les piliers
de la forét” ou “les fats de la jetée” L'auteur mise sur la virtualité lexicale du mot,
sur les échos sémantiques qui émanent des mots et des images créées qui peu-
vent s'entrecroiser et produire des sens. C'est pourquoi le sens de ces combinai-
sons de mots étranges ne peut apparaitre que dans le contexte du poéme qui avait
déja induit I'idée de déséquilibre - par le mouvement d'éléments incontrélés, de
destruction - par la part de violence suggérée par le sémantisme des verbes “bat-
tent’] “soulévent’, “est heurté” et de chaos - par I'image d’'un monde bouleversé ou
les chars projettent des images successives potentielles - de bateaux, de charrues,
de courses de chars dans les combats, ou la mer et la terre ne font qu’un tout qui
est traversé de vertiges et devient débris dans lI'image des piliers dans la forét et
des flts sur la jetée. Débris, cela veut dire désastre mais aussi accalmie qui prépare
le lecteur a une lecture symbolique de l'illumination finale - la renaissance, le renou-
vellement. (I'est représente le c6té de l'origine, du soleil levant) aprés la destruction:
toute fin n'est qu'un commencement.

Mais s'il y a renaissance, alors c'est la renaissance de quoi, de qui?

Le poete semble laisser toute latitude d'interprétation a ses lecteurs qui
peuvent étre plus ou moins avertis, car il y a ici surtout une possibilité d'évasion
dans le réve et de rencontre avec nous-méme, avec nos peurs et nos fantasmes.
Mais, d’autre part, le poeéme se préte facilement a une lecture autobiographique et
il y aimmanquablement une rencontre avec le poéte dans ses tourments.

Sans prétendre épuiser toutes les possibilités de déchiffrement du sens nous
avancerons quelques hypothéses d'interprétation. Donc, on pourrait admettre que
le poéme est centré sur l'idée de I'acte créateur, car pour Rimbaud la recherche
poétique est semblable au processus alchimique, sauf que l'objet d'étude n'est pas
le métal, mais I'ame du poéte. Comme dans l'alchimie a laquelle fait penser le mé-
lange des métaux (argent, cuivre, acier, argent), il faut passer par un stade de fusion
et destruction avant de parvenir a la révélation.

Plus concretement, "Marine”fait penser a une hallucination du réel, ce qui est
en accord avec le processus de voyance poétique. Le poéme peut renvoyer a une
réalité vécue par A. Rimbaud pendant I'hiver de 1871-72, quand, arrivé a Paris sur
I'invitation de Verlaine, il fréquente les milieux littéraires parisiens et se livre a des
expériences qui comportaient vraisemblement |'utilisation de drogues, le jeline, le
travail nocturne et surtout un entrainement volontaire et progressif a I'hallucina-
tion. Toute forme de souffrance ou de folie est congue comme étant une voie de la
connaissance de soi grace a laquelle le poéte accede a I'inconnu et a la voyance. Or,
dans sa fameuse lettre a PDemeny du 15 mai 1871, dite "Lettre du voyant” il avait
déja exposé sa propre quéte de la poésie en déclarant qu'il voulait se faire “voyant”
par “un long, immense et raisonné déreglement de tous les sens.” Selon Rimbaud
le poéte ne doit pas reculer devant un «inconnu » qui peut remettre en question
sa raison méme, enfin il doit trouver “une langue nouvelle” qui traduise tout ce
que le poéte devenu “le supréme savant” aura vu au cours de ses expériences de
“la-bas “: [...] et quand affolé, il finirait par perdre l'intelligence de ses visions, il les
avues|[...]. Si ce qu'il rapporte de la-bas a forme, il donne du formé, si c'est informe,
il donne de l'informe [...]."
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Il est évident que le déreglement des sens devient déreglement de la
langue: “Cette langue sera de I'ame pour I'dme, résumant tout, parfums, sons, cou-
leurs, de la pensée accrochant la pensée en tirant. Le poéte définirait la quantité de
I'inconnu séveillant en son temps dans I'ame universelle: [...]! Enormité devenant
norme, absorbée par tous, il serait vraiment un multiplicateur du progrés!”

Rimbaud se lance dans un projet qui annonce non seulement le but de“trou-
ver”une nouvelle langue, mais aussi la redéfinition de la poésie. L'écriture poétique
devient vraiment une “alchimie du verbe!” Cette alchime est liée a un mécanisme
dialectique ou le processus de la destruction et celui de la création sont intime-
ment liés: soit que la création naisse d’'un chaos, soit que le processus de création
se révéle étre une ceuvre de destruction.

Donc, faut-il voir derriere l'illumination finale le poéete optimiste au moment
de sa révélation, conscient de se construire une nouvelle poésie (la référence ne
concerne pas seulement “Marine’, mais toute sa création a partir du “Bateau ivre”)
sur les ruines des ceuvres antérieures? ( dans sa lettre du 10 juin 1871, Rimbaud
demande de facon éloquente a Paul Demeny de brdler ses anciens poémes, il y en
a d’autres qu'il a détruits lui-méme).

Ou tout au contraire, si 'on admet que la destruction nie la mort, on pourrait
voir le poéte en naufrage de soi, las et dépressif se reprochant de “s’étre nourri de
mensonges” (“Adieu”), le blasphémateur qui profere “Maintenant, je puis dire que
I'art est une sottise” (brouillons d“Une saison en enfer”), le réveur d’absolu décu,
qui avait cléturé “Une saison en enfer” par un adieu a la poésie auquel il na pas pu
rester fidéle, ce poéte “né mort” (Verlaine) lequel abandonne enfin la poésie et part
vers la lumiére, vers le sud-est - la direction commune de ses voyages, endroit du
soleil levant. Aurait-il vraiment espéré en finir a tout jamais avec sa vie ancienne
et devenir un autre - moins différent, moins exclu, moins coupable, en se lancant
dans le commerce en Afrique? Aurait-il vraiment espéré trouver |'équilibre, une
autre vie? On le sait, le poéte disparait vers 1874, ou au début de 1875 et devient
marchand en Afrique. Le fait qu'il n’est plus revenu a la poésie témoigne d’'un rejet
total de sa vie antérieure. Il ne cherche pas a publier “Les llluminations” et ne réagit
en aucune maniére a leur succés.

Les faits que nous venons d'évoquer nous autorisent a supposer dans cette
vie nouvelle qu'il aurait pu espérer - sa renaissance.

Si 'on refuse une lecture biographique, “Marine” pourrait étre une vision de
I'Apocalypse - destruction suivie de génése, car, pour Rimbaud, l'eau était mou-
vement, changement qui passe et ne se reproduit jamais. Ou, encore, le poeme
“Marine” ne serait-il pas un témoignage du désir du poéte de se dégager de la
réalité, de déconstruire et de reconstruire a sa fantaisie le spectacle du monde sous
la forme d'une peinture, d’'une miniature en vers? Surtout lorsqu'elle figure dans
le recueil “Les llluminations” qui sont, selon la précision de Verlaine dans la notice
accompagnant I'édition originale du recueil, des “gravures coloriées” C'est ce sous-
titre méme que Rimbaud avait donné a son manuscrit. Pourquoi ne pas voir dans
I'insistance sur le mot “argent” le désir d'offrir a cette miniature une brillance noble,
mais surtout évocatrice dans un contexte biblique sur le fond du mélange de la
terre et de la mer?

On a tout le droit de I'affirmer, car I'ceuvre de Rimbaud est irrémédiablement
connectée a la peinture ; des influences de Corot, Manet sont constatées, mais dans
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le cas de “Marine” on pourrait admettre une inspiration depuis la technique pictu-
rale de Turner, qui offre également des confusions entre le terrestre et le marin.

Et avec cette pluralité d'interprétations, quelle serait l'intelligence du texte,
a quel niveau de lecture?

Il n'y a pas de niveau privilégié, et il faut surtout se garder de proposer un
sens exclusif, car ce serait appauvrissant. Or la modernité de Rimbaud consiste a
privilégier et a maintenir intact le champ de l'aléatoire du sens.

Il. Statut énonciatif du poéme.

En ce qui concerne le statut énonciatif du poeme, il faut envisager avant tout
quelques facteurs extratextuels qui ont influencé la genése de I'ceuvre du poéte et
aussi le poeme “Marine”.

La deuxiéme moitié du XIX-iéme siecle a connu l'essor d’'une modernité
poétique, souvent décrite comme “une crise du lyrisme”. Envisagée sous I'angle de
I’énonciation elle se traduit comme la disparition élocutaire du poéte, réaction du
Parnasse contre les exces de I'émotivité romantique, qui propage le refus du culte
du moi comme principe d'écriture. En faisant abstraction du moi, les Parnassiens
prétendent atteindre I'universel. La poésie doit permettre de s'exprimer au nom de
tous et devenir l'interpréte du cosmos.

Les maitres mots du Parnasse sont I'impersonnalité (refus de la confidence),
I'impassibilité (refus de la passion), l'objectivité (choix d'un lyrisme tourné vers le
monde extérieur).

Bien qu'en marge du Parnasse, Rimbaud subit ses influences. Son célébre
aphorisme “Je est un autre” exprime sa volonté de mettre le Moi hors-jeu dans le
mécanisme de la création poétique, au profit du symbolisme métaphysique et de
l'onirisme.

A la différence des autres poémes ou l'on voit le narrateur endosser plu-
sieurs masques, le narrateur de “Marine” est une présence indirecte, déchiffrable a
partir de l'unique déictique de I'noncé - le temps Présent de I'Indicatif. Ce Présent
a la troisieme personne suggére un maintenant qui laisse entrevoir implicitement
le couple je-tu (le narrateur et le narrataire, car méme si le verbe est a la lll-iéme
personne, il est la trace d'un “je” qui sexprime en contemplant, en observant, ou
en créant mentalement un tableau) et un ici de I'’énonciation. Une telle disposition
des actants de I'énonciation trouve son explication dans la recherche de la poésie
objective - quéte obsédante du poéte.

La modalité d'énonciation est assertive et vise a présenter le tableau com-
me réel. Néanmoins, la marque de subjectivisme est trés prononcée, car, comme
on vient de le voir, dans son unité I'énoncé rejette le sens dénoté jusqu'a créer
I'invraisemblable. Ce qui est posé linguistiquement comme réel par le présent
des verbes, est saisi comme le résultat d’'une perception individuelle ou ce méme
Présent devient le lieu du transitoire et du relatif, de ce qui se dégrade et se recom-
pose. Labsence d'un narrateur immédiatement repérable, conféere au texte une di-
mension mystique, mais en fait, derriére un masque invisible, le poéte ne cesse pas
de travailler a son image.

La situation d'énonciation du poéme “Marine” comprend une scéne englo-
bante qui est celle d’'un discours poétique et une scéne générique qui est celle de
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la poésie en vers libres de la seconde moitié du XIX-ieme siecle. Compte tenu de
certains détails de la vie du poéte, du fait que l'invraisemblable du tableau évo-
qué dans le poéme induit I'idée d’hallucination, le narrateur peut étre inscrit sur
la scénographie du rite chamanique, ou le prétre-sorcier, aprés avoir absorbé des
substances hallucinogeénes, entre en transe et communique avec les esprits pour
ensuite faire part de son message a la tribu. Sauf que dans le cas de Rimbaud il faut
y voir “un voleur de feu” avec toutes les conséquences de cette connotation pro-
méthéenne. Le récepteur concerné est plutot un récepteur élitaire - I'hnomme d'art
avec lequel le poéte partage ses idées de création littéraire et avec lequel il est en
compétition. Mais, d’autre part, comme le poeéte croit que la poésie doit changer le
monde on peut admettre comme instance réceptrice visée - tout mortel.

Remarquons que tout comme dans le cas du sens du poéme on ne saurait
se limiter a un narrateur unique. Tout dépend de notre imagination, car le narrateur
fait partie lui aussi de I'énigme Rimbaud.

l1Il. Conclusion.

Le poeme“Marine”de Rimbaud est un début de poésie moderne ou le poéte
réussit a s'affranchir du mot pour créer une écriture nouvelle, une parole poétique
inédite dont le référent est de nature poétique. Cette parole releve d’'un remar-
quable talent et d’un calcul rigoureux de la potentialité sémantique du mot. Mais
elle est aussi la trace d'une époque qui préfigure la modernité poétique, laquelle
englobe beaucoup d'influences subies par le poéte et se résume a une expérience
douloureuse d’un créateur qui, prétendant s'abstraire de la réalité, n'en a été que
la proie avec toutes les conséquences qui simposent pour une créature hypersen-
sible, trés douée, tres ambitieuse, tres différente de ses pairs. Voila pourquoi la lec-
ture biographique du poéme est trés évocatrice.

Néanmoins, on ne serait pas capable d'y arréter la lecture, car ce serait ap-
pauvrissant. Or, le poéme touche de tres pres notre for intérieur, fait de sentiments
etd’imagination, c’est pourquoiil est possible de se délecter a sa lecture enignorant
tout de Rimbaud, bien plus, en le créant chaque fois. Compte tenu de cela, notre
but n'a pas été de proposer un sens exclusif validé par une méthode d'analyse,
mais de valider méthodiquement une nébuleuse de sens qui traversent le poéme.

Le tout est de savoir mettre en relation la structure formelle et I'organisation
sémantique du poéme, distinguer entre linnovation et le classique, saisir
I’énonciation rimbaldienne afin de pouvoir la reconnaitre ensuite.
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~LINGUA LETTERARIA E DIALETTI RELAZIONI E OPPOSIZIONI”

Diana BUCATCA
Universitatea Liberd Internationald din Moldova

“La lingua € I'anima di un popolo, la lingua é quella che da la liberta ad un popolo, lalingua

¢ la storia di un popolo attraverso i secoli. La lingua & quello che distingue un popolo.”

Prezenta lucrare stiintificd e dedicata in special conceptului de limbd regionald.
Limbile regionale in Italia si nu doar aici, se afld intr-o varietate lingvisticd care leagd
doi poli opusi “limba” si “dialectul”. Fiecare limbd e o lume alcatuita din sunete, cuvinte
, expresii, moduri de exprimare, fraze prin intermediul cdrora se incearcd de a face o
relatie cu un interlocutor, permit de a afirma sau nega ceva, de a interoga, de a ruga
sau ordina; pe cind dialectul este perceput ca limba familiei, limba copilariei, limba
memoriei. Raportul dinte limbd si dialect se poate schimba in timp si in diferite situatii
sociale.

Prin urmare se ajunge la concluzia ca o limbd nu este altceva decit un dialect
“care si-a fdcut carierd”.

Il padre della linguistica contemporanea Noam Chomskj, definisce la lin-
gua:

“un dialetto con un passaporto ed un esercito”. Il presente lavoro scientifico &
dedicatoin particolare al concetto dilingua regionale in diversi paesi. Nel panorama
italiano, le lingue regionali si collocano lungo un continuum di varieta linguistiche
che collega i due poli opposti della“lingua” e del “dialetto”. Intuitivamente, lingua e
dialetto, forse proprio perché entita contrapposte, paiono facilmente riconoscibili;
in realta i loro confini non sempre sono chiari e netti. Ogni lingua & un mondo:
fatto di suoni, parole, espressioni, modi di dire, frasi che ci mettono in relazione con
gli altri, ci permettono di affermare o negare qualcosa, di interrogare, di pregare
e di ordinare. Ogni dialetto € un mondo, dove entriamo condotti da suoni e voci
che spesso appartengono alla nostra vita familiare, al nostro sentire e parlare piu
immediato. La relazione forte tra dialetto e sfera personale é rivelata dalle parole
stesse che usa chi parla un dialetto quando & chiamato a definirlo:“la lingua che si
parla qui’, “quello che parlavano il papa e la mamma’, “quello che parliamo in fami-
glia” sono le definizioni piu frequenti. Dunque, il dialetto e percepito come lingua
della famiglia, lingua dell'infanzia, lingua della memoria: le definizioni del dialetto,
piu 0 meno naives, mettono in evidenza queste associazioni.

“ 1l dialetto € come i nostri sogni, qualcosa di remoto e di rivelatore;il dialetto
e la testimonianza pil viva della nostra storia,e l'espressione della fantasia.” Fed-
erico Fellini e Nicola Gigante Un dialetto (dal greco Sid\ektog, dialektos, letteral-
mente “lingua parlata”) & una varieta linguistica usata da abitanti originari di una
particolare area geografica. Il numero di locutori, e I'area stessa, possono essere di
dimensione arbitraria. Ne consegue che un dialetto per un’area pit ampia puo con-
tenere molte varianti, che a loro volta possono contenere sottovarianti di aree an-
cora minori, e cosi via. In generale al termine si riconoscono due principali diverse
accezioni. La prima, di derivazione (nel senso del significato) piu anglosassone (cui
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corrisponde l'inglese “dialect”) prevede che il “dialetto” sia una delle “varianti” di un
continuum linguistico geografico, e pertanto va sempre riferito ad una precisa fa-
miglia linguistica ed eventualmente relazionato alla“forma linguistica di riferimen-
to” o “principale” di tale famiglia, definita forma‘Standard’ (o koiné), anche se talune
famiglie possono presentare piu di una forma ‘standard’ . La seconda accezione
é di derivazione greca (cui corrisponde il greco antico “S1dAektoc”) e vuole che il
“dialetto” altro non sia che un “idioma” con una sua caratterizzazione territoriale
a prescindere da qualsiasi legame con altri idiomi vicini (che possono esistere o
meno) o con la lingua ufficiale (o lingue ufficiali) che vige nel suo territorio di per-
tinenza, idioma pero che a differenza di altri idiomi non ha riconosciuto il rango di
lingua perché non presenta (o non gli si riconosce) un uso ufficiale o comunque
prestigioso.

In Italia sono diffuse, non senza confusione, entrambe le accezioni. In parti-
colare dal punto di vista politico, legislativo e giurisprudenziale il termine “dialetto”
& usato, fedelmente alla seconda accezione, per definire qualsiasi lingua romanza
(ma spesso anche slava, germanica, ellenica o albanese) parlata in un’area geo-
grafica del Paese e che non goda dello status di “lingua” (ufficiale o coufficiale),
nella quale categoria ricadono ad esempio diversi idiomi romanzi dotati di storia
propria e fra loro non intercomprensibili, nonché spesso dotati di una propria tra-
dizione letteraria di rilievo, come accade per il milanese, il napoletano, il veneto e
il siciliano. Altre lingue - romanze e non - sono riconosciute come lingue ufficiali
assieme all’italiano in un‘area amministrativa delimitata (per es. friulano in Friuli,
sardo in Sardegna, catalano ad Alghero, tedesco in Alto Adige e varie altre) dove
godono del pieno diritto all'insegnamento (finanziato dallo Stato) e all’'uso nella
comunicazione pubblica, potendo inoltre raggiungere con l'emanazione di appo-
site norme lo stato di sostanziale coufficialita con l'italiano. Queste “lingue”riconos-
ciute in genere non vengono quasi mai chiamate “dialetti” anche nella pratica ver-
bale comune delle varie regioni italiane, e la stessa legislazione (statale e regionale)
per identificare sottovarianti interne a queste “lingue” preferisce sempre il termine
“variante” (e suoi corrispettivi nelle lingue in questione) a scapito del termine “dia-
letto”

Ovviamente tale distinzione fatta tra “Lingue” riconosciute e dialetti non si
basa (se non solo in parte) su criteri linguistici, quanto piuttosto su decisioni di
carattere storico-politico: sia le “lingue” che i “dialetti” d’ltalia sono idiomi tra loro
linguisticamente indipendenti (anche se spesso apparentati se si considerano gli
idiomi romanzi) e non varianti dell'italiano, cosa non valida solo per pochissimi
idiomi storici quali le parlate toscane e parte delle parlate laziali, oltre naturalmente
alle varie forme di Italiano praticate in tutta Italia (“italiani regionali”) che risentono,
luogo per luogo, dell'influsso della lingua locale (“dialetto”), specie nell'accento e in
parte nel lessico e nella sintassi.

Va chiarito subito che dal punto di vista strettamente linguistico non esis-
tono distinzioni tra lingua e dialetto, in quanto siamo comunque di fronte a sistemi
linguistici con precise strutture, regole e principi. Ci sono, invece, alcuni criteri ex-
tralinguistici che permettono di tracciare la distinzione. Innanzitutto, i dialetti sono
sempre inclusi nella lingua comune: il dialetto & un concetto relazionale che vale
solo in riferimento a una lingua storica, mentre una lingua storica puo essere defini-
ta anche come concetto autonomo. Un secondo criterio, di tipo sociologico, si basa
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sulla dominanza che una lingua mostra rispetto ad un‘altra con cui € in contatto;
la dominanza si traduce in una serie di condizionamenti, quali il rinforzo visivo di
cui si avvantaggia una lingua che sia anche scritta (come l'italiano) rispetto ad una
lingua usata solo o quasi nell'oralita (come la maggior parte dei dialetti), 'ordine
d’apprendimento, I'avanzamento sociale che la conoscenza di una delle lingue in
contatto puo consentire ai parlanti, la valutazione letteraria e culturale relativa a
ciascuna di esse. Altri criteri, infine, riguardano i domini d’uso e le caratteristiche
stilistiche delle varieta linguistiche in contatto; nessuno, ad esempio, adotterebbe
il dialetto per redigere una domanda diretta ad un ufficio pubblico, un manuale, un
modulo, un documento assicurativo: si tratta, infatti, di domini convenzionalmente
riservati alla lingua con una tradizione scritta.

| rapporti tra lingua e dialetto possono mutare nel tempo e nelle di-
verse situazioni sociali. In particolare, in questi ultimi decenni, in seguito ai
grandi cambiamenti sociali e culturali che hanno deteminato anche profonde
trasformazioni linguistiche si & parlato di scomparsa e - metaforicamente - di
“morte dei dialetti”: in effetti, una parte considerevole delle parole e delle espres-
sioni dialettali che venivano usate qualche decennio fa € oggi dimenticata, in-
sieme agli oggetti e alle attivita ai quali i termini facevano riferimento. Se I'uso
del dialetto & sicuramente in declino, tuttavia, in Italia, e in particolare nell’area
nord-orientale, il suo spazio & ancora esteso e la sua vitalita € forte. Recenti in-
dagini mostrano che i dialetti sono impiegati da un alto numero di parlanti, so-
prattutto in famiglia. Cambiano, & vero, i rapporti tra lingua e dialetto, e sempre
pil quest’ultimo si avvicina alla lingua comune, ne assume parole e caratteris-
tiche, adattandosi per sopravvivere ad una situazione in continuo mutamento.
Ed aumentano anche, come mostra una recente ricerca svolta nel Canton Ticino, i
cosiddetti parlanti “evanescenti’, coloro che, pur possedendo una buona compe-
tenza - soprattutto passiva - del dialetto, non ne fanno uso.

Affrontare i temi del repertorio linguistico, del contatto e del mutamento
linguistico & di grande interesse soprattutto in una realta linguisticamente molto
varia come ¢ quella trentina. Il crescere e il diffondersi della conoscenza relativa
alle lingue parlate nella terra che abitiamo & favorito dalla presenza di voci scienti-
ficamente autorevoli e dal confronto con altre realta, grazie al quale esperienze e
conoscenze locali possono essere valorizzate.

Dialetto, parlata propria di un ambiente geografico e culturale ristretto
(come la regione, la provincia, la citta o anche il paese): contrapposta ad un sistema
linguistico affine per origine e sviluppo, ma anche, per diverse ragioni politiche, let-
terarie, geografiche, ecc.), si € imposto come lingua letteraria e ufficiale.

Quando si parla di dialetto inevitabilmente bisogna parlare anche della
lingua ufficiale cui esso si affianca, le differenze sono soprattutto politiche e so-
ciali, la prima rappresenta il paese nella sua unita politica e militare ed ¢ utiliz-
zata normalmente per documenti, leggi, ecc., detta anche standard o formale, la
seconda rappresenta invece un’'unita geografica ma soprattutto culturale piu limi-
tata nell'estensione ma non meno ricca di storia e di valore.

Accanto alla forma ufficiale della lingua italiana bisogna ricordare altre for-
me come il linguaggio aulico o letterario, proprio degli scrittori e dei poeti, e quello
popolare o colloquiale proprio della gente comune e usato nel quotidiano in cui si
distinguono le parlate dei dialettofoni integrali o semintegrali, ossia le persone che
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parlano esclusivamente dialetto o in parte dialetto e in parte italiano, quando un
dialettofono integrale tenta di parlare nella lingua ufficiale genera una serie di erro-
ri che danno luogo, specie nei bambini, ad una confusione linguistica difficilmente
correggibile.

Come si pud dedurre quindi il linguaggio non & un blocco monolitico pre-
derteminato, fatto solo di norme grammaticali e fonetiche, la lingua si trasforma,
articolandosi in un serie di forme adattabili ai diversi usi che di essa facciamo.

Stesso discorso vale per il dialetto, anch’esso non & “monolitico” ma si evol-
ve e muta nel tempo presentando forme diverse come il dialetto letterario, pro-
prio degli scritti poetici, altrimenti detto regionale perché cerca di limare le diverse
particolarita espressive dei singoli paesi per ricreare una lingua pura rispettosa di
precise norme linguistiche generali e comuni, o come le diverse parlate dei capo-
luoghi e dei paesini che, come abbiamo detto, presentano un ventaglio di varia-
zioni fonetiche che le rendono talvolta anche drasticamente diverse tra loro. Cio
che caratterizza in maniera determinante la differenza tra dialetto e lingua ufficiale
e il prestigio, la condizione di prestigio dipende in maniera determinante dalla
considerazione che del dialetto e della lingua ufficiale hanno i suoi parlanti, da
una recente indagine & emerso che piu si sale verso il nord d’ltalia piu il prestigio
in relazione ai proprio dialetti aumenta. A Firenze ad esempio i professori parlano
correntemente dialetto nelle aule universitarie o anche tra di loro, senza presen-
tare alcun imbarazzo o tentennamento, viceversa la Sicilia & ancora immersa nei
pregiudizi che riguardano il dialetto, esso presenta il tasso piu basso di prestigio, la
gente considera ancora una discriminante negativa parlare correntemente dialetto
e nonostante negli ultimi tempi si stia cercando, attraverso un’assidua opera di riva-
lutazione della lingua, della cultura e delle tradizioni di questa terra, di rinvigorire
di nuovo orgoglio questo dialetto troppo spesso mortificato, i risultati tardano a
vedersi e i pregiudizi continuano ad esistere.

Della lingua siciliana si hanno notizie fin dal 1230, quando una colta élite di
burocrati e funzionari della corte di Federico Il - monarca del regno svevo proclama-
to imperatore nel 1220 - si diede a coltivare I'arte della poesia volgare. Lo splendore
del volgare siciliano fu tale che lo stesso Dante Alighieri nella sua opera“De vulgari
eloquentia” defini tutta la produzione poetica siciliana col nome di“scuola siciliana”
e affermo che i primi “pionieri” nel campo della produzione letteraria e poetica in
lingua volgare italiana furono proprio i poeti siciliani appartenenti a questa scuola.
Palermo divenne la culla della poesia siciliana.

Tra i piu famosi poeti di lingua siciliana troviamo Cielo D’Alcamo, partico-
larmente colto di cui si hanno poche notizie, che scrisse il celebre componimento
“Rosa fresca aulentissima” e Giacomo da Lentini, da molti ritenuto l'inventore del
“sonetto”. Dante gli attribui il titolo di caposcuola della lirica siciliana dato che nei
suoi componimenti erano presenti tutti gli stili letterari siciliani fino ad allora usati:
sonetto, canzone e canzonetta.

Qualche tempo dopo l'influenza della lingua siciliana si espanse anche nel
nord Italia, specialmente in Toscana dove si venne a formare una corrente di poeti,
i poeti siculo-toscani, che in seguito avrebbe dato origine alla scuola del dolce stil
novo e alla lingua italiana che si affermo come lingua del popolo italiano al contra-
rio del siciliano che fu degradato al ruolo di semplice dialetto regionale. In tempi
recenti il dialetto siciliano & salito nuovamente alla ribalta grazie ad autori come
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Pirandello, Verga, Capuana, il grande poeta dialettale Ignazio Buttitta fino al con-
temporaneo Andrea Camilleri.

La Sicilia fu anche Nazione, con il suo governo e con una sua lingua anch’es-
sa molto antica, anche se talune volte tra un territorio e I'altro si notano delle picco-
le variazioni attribuibili pit al suono che al vocabolo stesso. Esempio:

Vocabolo Agrigento Canicatti
Mia Sorella Me Soru Ma Sueru
Uovo Ovu Uevu
Ragazzo Picciottu Picciuettu
Carciofo Cacocciula Cacuecciula

Il fenomeno di uniformita della lingua, fu osservato da molti studiosi di
glottologia uno di questi fu il tedesco Gerald Rohlfs che scrisse “ esiste nell'isola
un dialetto unitario”. Le differenze che si possono notare nel lessico derivano quasi
elusivamente dalla presenza pit o meno di avanzi del greco e dell’arabo. Il lessico
latino presenta in tutta I'lsola una uniformita che raramente si trova nelle altre re-
gioni d'ltalia. “ Il dialetto siciliano, la nostra memoria storica” Da un punto di vista
scientifico, per cosi dire interno alla lingua, fra lingue e dialetti non esiste alcuna
differenza. Le differenze fra lingue e dialetti in verita ci sono, ma devono essere
cercate in fattori di carattere storico, sociale e culturale, piuttosto che in criteri stret-
tamente linguistici. Litaliano non é altro alla sua origine che uno dei tanti
dialetti che affollavano la penisola del Xlll secolo.Una lingua, spesso, non ¢ altro che
un dialetto “che ha fatto carriera”Lltalia dialettale puo essere divisa in tre grandi
aree (Nord, Centro, Sud), definendo dialetti gallo-italici il piemontese, il ligure, il
lombardo, I'emiliano e il romagnolo.

Le lingue o i dialetti gallo-italici fanno parte delle lingue gallo-romanze
(tra cui il francese, il provenzale, etc), del gruppo delle lingue neolatine e quindi
indoeuropeee.

Litaliano, ovviamente, non fa parte di questo gruppo (fa parte di quel-
lo italo-romanzo), come nemmeno il romanesco, il napoletano o il siciliano.
Dal punto di vista glottologico ed espressivo, non c'e alcuna differenza tra lingua
letteraria e dialetto: entrambe hanno una formazione storica dovuta a fattori as-
sai complessi, anche se i dialetti esprimono una tradizione di cultura e letteratu-
ra meno complessa ed autorevole. Percio & errato ritenere che i dialetti siano una
degradazione della lingua letteraria. La verita € che tra il concetto di “dialetto” e
I'altro di “lingua letteraria” esiste solo un rapporto logico, per cui I'una cosa non
puo intendersi senza l'altra, tanto che sarebbe assurdo parlare di dialetto senza
presupporre una lingua nazionale e viceversa. Alcuni temi sono prevalenti o pre-
diletti nella letteratura dialettale, come per esempio la poesia del ridere nelle sue
piu varie forme, il carattere ridanciano, comico, burlesco, eroicomico; la produzio-
ne dialettale moderna & piuttosto lirica e drammatica, e di una drammaticita non
soltanto comica o farsesca, ma anche seria e percorsa da acuti problemi psicologici
e morali, e persino tragica. Gli studi intorno alle letterature dialettali in Italia sono
gravemente deficienti, non abbiamo indagini critiche apprezzabili, mancano stu-
di sistematicamente e organicamente condotti intorno alle vicende delle singole
letterature dialettali. Prima dell’'unita, in Italia, esistevano essenzialmente la lingua
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letteraria, prevalentemente scritta e conosciuta da una ristretta cerchia di borghesi,
e una vasta moltitudine di dialetti urbani e rurali. In sequito all'unita, il processo
di nazionalizzazione della lingua complica la realta linguistica italiana; non avver-
ra infatti, come auspicato dal Manzoni, che una lingua gia strutturata si imponga
sulle altre. La diffusione della lingua letteraria subisce numerose contaminazioni e
influssi dovuti alle aree geografiche dialettali segnando una miriade di varieta lin-
guistiche, registri e livelli d'uso. Tanto che dopo I'unita a lungo i maestri elementari
specie delle zone rurali, per scarsa preparazione culturale e per necessita di farsi
intendere dagli allievi, continuavano ad usare i dialetti locali. E questo l'italiano po-
polare, una varieta dell'italiano utilizzata da persone per lo piu di basso ceto socia-
le, scarsamente acculturate, nel momento in cui per varie ragioni abbandonano il
dialetto. Rimane cosi viva e vitale la realta dei dialetti regionali e locali, condannati
allora dalle istituzioni, considerati oggi invece una parte importante della tradizio-
ne linguistica nazionale. Il dialetto fece la sua prima comparsa con il neorealismo, in
seno all'esigenza di una letteratura realisticamente documentaria e di una lettera-
tura nazional-popolare, secondo la tendenza ad utilizzare un linguaggio semplice,
disadorno derivazione (nel senso del significato) pit anglosassone (cui corrisponde
I'inglese “dialect”) prevede che il “dialetto” sia una delle “varianti” di un continuum
linguistico geografico, e pertanto va sempre riferito ad una precisa famiglia lingui-
stica ed eventualmente relazionato alla “forma linguistica di riferimento” o “princi-
pale” di tale famiglia, definita forma ‘Standard’ (o koiné), anche se talune famiglie
possono presentare pil di una forma‘standard’. Un dialetto € un sistema completo
di comunicazione verbale (orale 0 a segni ma non necessariamente scritto) con un
proprio vocabolario o grammatica.
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ASPECTE PRIVIND ABATEREA LINGVISTICA

Oana Magdalena CENAC
Universitatea Dundrea de Jos, Galati

The purpose of this paper is to analyse the concept of linguistic error by pro-
viding several examples belonging to different levels of language such as: lexicology,
morphology, etc. We shall also discuss upon its causes: unsatisfactory knowledge of
language, speakers *s idleness, analogy.

In cele mai multe cazuri, conceptul de abatere trimite cu gandul la ideea
de greseala implicand o apreciere negativa in legatura cu o actiune, fapta care se
abate de la adevar, de la ceea ce e bine si corect. Pornind de la ideea cd limba este
un sistem de reguli, folosirea ei poate avea ca rezultat incdlcari ale acestor reguli,
adica aparitia erorilor, abaterilor. In cadrul unui grup de vorbitori, constatarea unei
greseli sau a mai multora este prilej de gluma, ironie sau desconsideratie, acestea
fiind mijloace de sanctionare a celui care greseste.

in schimb, la nivelul specialistilor, atitudinea acestora fatd de abaterea
lingvistica a variat in timp. Astfel, pe cand limba era consideratd un fenomen
imuabil, cercetdrile lingvistice au avut un caracter traditionalist, condamnand
tot ceea ce constituia o indepdrtare de la ,norma”. Aceasta atitudine stricta a
dainuit pana la aparitia metodei comparativ-istorice care pune in lumina evolutia
fenomenului lingvistic. Introducerea perspectivei istorice in lingvistica a avut ca ur-
mare o modificare a atitudinii fata de abatere. incepand de acum, abaterea a fost
privita ca izvorul oricirei modificari lingvistice. Llordan, In Limba roména actuald,
citeaza opinia lui H.Morf, potrivit careia ,intregul edificiu lingvistic se compune din
foste greseli de limbd”(l.lordan, p.19). Printre cauzele greselilor de limba am putea
enumera cunoasterea insuficienta a acesteia de cdtre vorbitorii ei, comoditatea si
analogia.

Prima cauza, cunoasterea insuficientd a unei limbi, intervine in cazurile in
care limba este vorbita de un strain. De pilda, obisnuinta de a iodiza pe e la initiala
de cuvant (ex. iel) sau la inceput de silaba; acest fenomen caracterizeaza limba
romana in cadrul limbilor romanice si este explicat ca o adaptare a pronuntarii
limbii romanice la sistemul de pronuntare slav, ca urmare a unei lungi perioade de
bilingvism slavo-roman.

A doua cauzd, comoditatea, legea minimului efort, este un factor intern de
abatere care se manifesta foarte bine in fonetica si in vocabular. Astfel, in fonetica,
sub forma acomodarii, asimilarii grupul des- devine dez- prin asimilarea consoa-
nei finale a prefixului la consoana initiald a temei: dezdoi fata de desface. La nive-
lul vocabularului, fenomenul se manifesta sub forma elipsei. De pildd, in romana,
pdtlagelele rosii si pdtldgelele vinete au devenit rosii si vinete. Tot elipsa avem si atun-
ci cand despre cineva se spune ca ,nu are stare materiald’, considerandu-se inutila
precizarea,bund”.

Cel mai important factor il constituie insd analogia ce prezinta forma in care
se manifesta legea generald de organizare mai coerentd a materialului lingvistic
in cadrul sistemului unei limbi. Astfel, dupa modelul rac/raci, mac/maci, substan-
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tivele copaci(u), bocanci, cu forma unica pentru ambele numere, capata o forma
noud, analogica, de singular: copac, bocanc. In acelasi timp, analogia actioneaza
si in celelalte domenii ale limbii si este cu atat mai eficace cu cat elementul supus
modificarii are o frecventd mai micd. Analogia se realizeaza daca cuvantul este mai
izolat in sistemul limbii. De exemplu, cuvantul mdnu (< lat. manus) devine mdnd
(la fel ca soru >sord, noru >nord), pentru ca substantivele feminine terminate in -u/
consoand erau putin numeroase fata de cele terminate in —d.

Totodata, o limba evolueaza nu numai prin modificari de sistem produse
intr-un singur plan, ci si prin diferentiere spatiala si sociald realizata prin diversifi-
care in graiuri si dialecte si prin aparitia argourilor, jargoanelor, limbajelor tehnice
si a limbii literare.

Totusi, ceea ce caracterizeaza limba literara fata de celelalte aspecte ale lim-
bii este existenta normelor. Ca urmare a unui proces complex, norma limbii literare
se creeaza acceptand anumite elemente ale limbii date, dar excluzand altele. De
pilda, normele limbii literare de azi exclud formele iotacizate ale verbelor vdz, crez,
vin etc. Astfel, folosirea acestora este catalogata drept incorectd. in schimb, formele
in discutie erau acceptate de limba literara a sec.al XIX- lea, iar scrierile lui I. L. Cara-
giale sunt un exemplu in acest sens. Lucrarile cu un caracter normativ actioneaza in
sensul recomandarii, daca exista mai multe variante practice, morfologice, a uneia
si prin condamnarea celorlalte. Astfel, dintre formele coli/coale, chibrituri/chibrite,
boli/boale sunt recomandate cele aflate pe prima pozitie.

Normele limbii literare sunt cele care transforma in abatere utilizarea formel-
or, constructiilor populare, regionale. Aceeasi actiune restrictiva exercitd normele
limbii literare si asupra faptelor lingvistice specifice variantelor sociale ale unei
limbi. Astfel, inserarea intr-un text literar a unor elemente argotice sau de jargon,
a unor forme sau constructii regionale, constituie o abatere condamnata de limba
literara. O alta forma de incorectitudine decurge din proprietatea limbii literare de
a fi diferentiatd in stiluri, fiecare dintre acestea avand un fond lingvistic comun si
un numar de elemente specifice. Amestecul de stiluri, utilizarea in cadrul unui stil
a elementelor specifice altui stil reprezinta o abatere. in enuntul ,Avdnd in vedere
si ludnd in consideratie...”, abaterea este determinatd de utilizarea intr-o expunere
stiintificd a unei constructii specifice stilului administrativ.

in morfologie si fonetica in special, in faza de formare si de dezvoltare, nor-
ma evolueazad in sensul indepartarii variantelor si formelor sinonimice. Astfel, in sec
al XIX- lea, se admitea crez si cred, astazi insa literara este doar ultima dintre forme.
In aceeasi situatie se afla si perechile personaj/personagiu ( forma corecta fiind per-
sonaj, intrucat lucrarile cu caracter normativ resping formele * agiu). De asemenea,
se recomanda utilizarea formelor antic, caractér, disman in detrimentul lui dntic,
cardcter, disman considerate a fi incorecte.

O altd tendinta care se manifesta in limba actuala este extinderea unor el-
emente specifice stilului stiintific si tehnic, mai ales la nivelul vocabularului. Astfel,
termeni ca infinit, valentd, reabilitare, deconectare, atom, consolidare, navigare apar
in critica literara si chiar in exprimarea familiara, in conversatia de zi cu zi. Limba
populara cu diferitele ei aspecte se modifica prin influenta exercitata asupra ei de
catre limba literara. Astfel, termeni precum congres, declaratie, electricitate (folositi
panad nu demult de un numdr restrans de oameni), pot fi reperati cu usurinta in
limba populara.
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In acelasi timp, abaterea lingvistica trebuie privita ca factor de evolutie vari-
ind de la un sector al limbii la altul. Mai ales in morfologie, abaterea reprezinta mo-
dalitatea principala de evolutie. De pilda, la inceput, formele analogice facui, fdcu
au fost considerate greseli dar, ulterior s-au impus fara exceptie. Tot greseala sta si
la baza modificarilor fonetice. Astfel, pronuntarea oclu pentru oculu, norod pentru
ndrod au reprezentat, la vremea lor, abateri de la pronuntarea curentd a epocii.

La nivelul vocabularului, evolutia nu presupune o abatere. Astfel, acesta se
poate imbogati prin imprumut. Un cuvant strdin introdus in limbd pentru a denumi
un obiect nou sau o0 notiune noua nu reprezintd o greseala. Dar crearea unui cuvant
nou prin derivare constituie o inovatie si nu este o abatere care se produce atunci
cand noua creatie nu respecta normele de derivare ale limbii.

Un alt tip de abatere il reprezinta procesul pe care, drept urmare a doua
derivari succesive, se creeaza un cuvant nou, sinonim cu cel de baza de la care s-a
pornit si care este mai lung si mai anevoios decat acesta. Atare fenomen, numit
Lderivare in cerc’, apare frecvent in limba actuala cu ocazia formarii unor abstracte
cu sufixul (i) tate. Acest sufix se ataseaza la adjectiv, pentru a alcatui substantive
abstracte: serios/seriozitate, vdascos/vdscozitate, luminos/luminozitate. Prin analogie
cu acestea, apar in limba forme precum gratiozitate, malitiozitate, rigurozitate, care
sunt foarte frecvente in terminologia stiintifica si tehnica dar, in acelasi timp, sunt si
inutile atunci cand vin sa dubleze un cuvant existent in limba si care a servit ca baza
de formare pentru adjectivul de la care s-a creat derivatul.

Asadar, pentru abaterile care s-au impus, deci care au constituit un factor
de dezvoltare si de evolutie, se foloseste termenul de inovatii, care este lipsit de
conotatia depreciativa pe care o poarta notiunea de greseald sau abatere. Dinamica
limbii, realizata, mai ales, prin abateri, inovatii care contrazic organizarea lingvistica
existenta la un moment dat, este determinata bilateral: din exterior, ca urmare a
participarii limbii la dezvoltarea vietii sociale sub toate aspectele eij, si din interior,
consecinta a complexitatii fenomenului lingvistic.

Caracteristica principala a limbii romane contemporane o constituie
preponderenta clara a limbii literare, rolul predominant revenind in cadrul ei sti-
lului stiintific. Aceste trasaturi dominante confera limbii o anumita directie de dez-
voltare si explica un tip de greseli, pe care unii autori le numesc cultisme. Este vorba
de o greseala a carei origine o constituie dorinta de a se exprima mai literar, mai
putin banal. Termenii tehnici, cu intrebuintare restransa, sunt preferati termenilor
cu larga raspandire in limba literard, ceea ce favorizeaza un tip oarecum diferit de
cultism.

Influenta limbii literare asupra limbii populare conduce la dezvoltarea
constiintei deosebirii dintre exprimarea familiard, de conversatie uzualg, si o expri-
mare ingrijitd, oficiald. Pentru un numdr mare de vorbitori, aceasta deosebire se re-
duce la existenta unor serii de sinonime dintre care unul are o coloratura familiara,
iar altul se caracterizeaza printr-o nuanta mai,stiintifica”. In aceasta ultima catego-
rie intra neologismele, mai putin cunoscute in limba vorbita si, prin aceasta, speci-
fice limbii literare.

Ex: intre formularile ,E interzis a stationa in acest loc” si ,E interzis ( e oprit) a sta
in acest loc’; prima varianta are prioritate in majoritatea cazurilor; la fel se intampla
si cu folosirea termenului balon in locul vechiului minge.
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Asadar, utilizarea termenilor si a constructiilor care par mai putin obignuite
si familiare pentru a obtine o exprimare mai ingrijita, reprezintda o modalitate
importanta prin care limba literard influenteaza vorbirea populara familiara. in
dorinta de a se exprima mai ingrijit, vorbitorii neglijeaza, uneori, deosebirile dintre
sinonimele stilistice. Astfel, a debuta este sinonim cu aincepe numai cand e vorba de
inceputul unei cariere. In schimb, este deseori intrebuintat ca sinonim stilistic al lui
a incepe, ceea ce conduce la formulari gresite de tipul:,Cdntecul debuteaza astfel...,
+Romanul debuteaza..!. In acelasi fel, a solicita este sinonim partial cu a cere, deose-
bindu-se de acesta nu numai prin caracterul mai pretentios, ci si printr-o semantica
specificd, avand sensul de ,a cere cu stdruintd’, ceea ce face sa fie nepotrivit un con-
text de tipul: ,Am solicitat doar céteva date...". In unele contexte, a traversa este fo-
losit ca sinonim pentru a trece: ,eroul traverseaza experienta rdzboiului...", greseala
care apare aici este utilizarea improprie a lui a traversa (care are sens spatial) in locul
lui a trece, care era adecvat contextului, dat fiind caracterul sdu mai abstract.

in exemplul prezentat, greseala, cultismul, rezulta din inlocuirea unui cuvant
vechi, considerat,obisnuit’, printr-un neologism partial sinonim cu acesta. Aseme-
nea tendinta de a folosi termeni mai ,alesi” duce la inlocuirea unui termen vechi,
polisemantic, si la utilizarea unui neologism in locul altuia, pierzandu-se din ve-
dere, diferenta specifica” dintre ele. De pilda, simptom se deosebeste de indiciu prin
aceea ca primul este indiciul unei stari patologice, un indiciu negativ. Din acest mo-
tiv, este gresita o formulare de genul :,Precizia conceptelor cu care opereazd criticul
este un simptom al spiritului sau metodic’.

Tnalte situatii, utilizarea cultismului are ca rezultat restrangerea sensului unui
cuvant. De exemplu, a aviza inseamna , a-si da pdrerea in sens negativ sau pozitiv’,
exprimarea aprecierii presupune insa prezenta unui determinant.(ex.: a aviza favor-
abil/defavorabil). Deci a aviza are sens mai larg decat a aproba (a aviza favorabil),
astfel ca utilizarea lui in locul lui a aproba, in formulari de genul ,(...) bugetul local
este avizat de comitetul executiv’, presupune restrangerea nejustificata a sensului,
fapt care se poate fi evitat, folosind pe a aproba, care este adecvat contextului.

Goana dupa termenul ,rar” intr-o perioada de ampla dezvoltare a stiintei si
tehnicii, poate conduce la inlocuirea cuvintelor obisnuite si normale in anumite
contexte cu termeni specifici unor domenii stiintifice strict delimitate. Drept confir-
mare servesc exprimari artificiale de genul:

Ex:,Jnanaliza psihologicd, peisajul apare caelement de catalizd care potenteazc
miscdrile sufletesti".

Exista cazuri de termeni tehnici foarte frecvent utilizati in limba actuala si
care au devenit un fel de sabloane. In aceasta categorie se afla ancorare (,Ramaneti
ancorati in realitate”), ,jalon” critic. Chiar si in aceasta situatie, se poate intimpla ca
termenii tehnici sa fie folositi gresit, pentru ca nu li se cunoaste bine sensul.

Asa, de exemplu, in expresia , a trasa jaloane”, jalonul este un semn care
marcheaza un punct, pe cand a trasa presupune o succesiune de puncte, deci o
linie. Si exemplele ar putea continua.

In final, ca o concluzie la cele spuse pana acum, trebuie sa precizdm cd multe
din faptele lingvistice care reprezinta azi norma au fost la origini abateri, ceea ce
ne duce cu gandul la ideea ca unele greseli de astazi, chiar poate unele dintre cele
semnalate de noi, vor impune si generaliza. Aceasta perspectiva nu schimba insa
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statutul lor actual. In prezent limba romana le califica drept greseli a caror cauza
este cunoasterea insuficient de profunda a limbii, sau intrebuintarea ei neglijenta.
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SPECIFICITY OF THE SCIENTIFIC PROSE STYLE

Liubovi HOMULO
Universitatea Liberd Internationald din Moldova

Tn articolul dat autorul descrie caracteristicile stilului literaturii stiintifice,
diferentele fata de beletristica, analizind particularitatile textelor tehnico-stiintifice,
precum si dificultatile de traducere a acestora. De asemenea, autorul efectueaza
clasificarea lexicului tehnico-stiintific marcat stilistic, descrie procesul de schimb al
termenilor intre diverse domenii stiintifice, elucidind notiunea de «determenizare».

The language of science is governed by the aim of the functional style of
scientific prose, which is to prove a hypothesis, to create new concepts, to disclose
the internal laws of existence, development, relations between different phenom-
ena, etc. The language means used, therefore, tend to be objective, precise, and
unemotional, devoid of any individuality; there is a striving for the most general-
ized form of expression.

“The proper medium of scientific expression,” writes E. Sapir, “is therefore
a generalized language that may be defined as a symbolic algebra of which all
known languages are translations. One can adequately translate scientific litera-
ture because the original scientific expression is itself a translation”[Sapir, E. Lan-
guage. N.Y., p.239].

In general, the science lexis consists of a great number of common used
words and, moreover, of a wide layer of words with written-bookish stylistic colour-
ing, and a wide range of special terms. To common used words we can refer those
words used both in oral and written speech such as: to work pabomame, to know
3Hame, place mecmo, new Hoswlé, well xopowo, etc.

The words of written-bookish stylistic colouring are less familiar to the
majority learners of English and that is why demand greater attention. By some
estimates it consists of about 2000-2500 words and it can be divided into several
groups according to their importance and difficulties for comprehension. To these
groups belong:

1. Words used in scientific literature in meanings different from those in
which they are usually used. For example, the English word to happen in scien-
tific literature means okaseisamescs, in belles-lettres - cryyamecs, npoucxooums; to
start in scientific literature means 3anyckame (mexaHusm), in belles-lettres — Haun-
HaTb; to offer in scientific literature means okasvieame (conpomusesneHue) in belles-
lettres — npednazame. The English verb to attack in scientific literature means npu-
cmynams K peweHuro (3adady), in belles-lettres it is translated as Hanadame. Or the
nouns state and point. The former in scientific literature means cocmosHue, nosno-
XeHue, cmpoeHue, popma, whereas in belles-lettres its translation is eocydapcmao,
and the latter in scientific literature means wmencenoHas pozemka, in belles-lettres
- TOYKA.

This group of words usually misleads if they are not known in the required
meaning. It seems to the translator that he or she knows these words and he substi-
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tutes them with the already known meanings, but, as a result, the sentences turned
out to be meaningless. As in:

The matter of interplanetary travel received a good deal of attention.

The words The matter of interplanetary travel are translated as mamepus
mexnnaHemHoz2o nosnéma and the phrase is meaningless. It is clear that the English
word matter should be translated here not as mamepus, but as npobsiema, sonpoc.
Or another example:

Concrete dams have performed extremely well when subjected to
earthquakes.

The word concrete in belles-lettres means peasibHo cywjecmsyowué, enosHe
MouyHsbI€, onpedenéHHblé, in technical texts it means 6emoHHbIé. And the sentence
should be translated the following way:

BeToHHble faMmbbl OKazanucb ycToéunBbIMU NPU 3eMNEeTPACEHUN.

Some particles should also be referred to this group. They are: for, since,
after, before, etc. Sometimes these words are used in specific meanings more pe-
culiar to the written-bookish speech. E.g.: the word for besides its usual meaning
0715, 8 meyeHue has also another meaning mak kak. Different meanings of these
particle should be always borne in mind.

2. Another group consists of words mainly peculiar to written-bookish
speech. Such as:

to consider - paccmampugame, cuumame; to specify -moyHo onpedensme;
to design — KoHcmpyupogame; to assume - npednosidzame, NPUHUMAMb GHOpMY;
to average - 8 cpedHem pasHAamMbcA; conclusion - 861800, 3akoyeHue; standpoint
- MoYKa 3peHuUs; promising — nepcnekmusHwblé; available - umerowuécs; inherent -
npucyujué, c60écmeeHHbIé.

Here we should also include a group of words and word-combinations that
serves for connecting separate parts of utterance. Due to its use one can achieve
the logical sequence of utterances. They are: to begin with - npexde ecezo; fur-
thermore - kpome mozo, 6onee moezo; alternatively - u Hao6opom; summing up
- 2080pA BKpamuye.

Some of them coincide in form with adverbs, but differ from them in mean-
ing. E.g., the English word still in the function of adverb is ewé and in the function
of conjunction is 00Hako; again is translated cHoga as the adverb and kpome mozo
as the conjunction; the same is with the English word also — makxe (adverb) and
Kpome mozo (conjunction).

There are also polysemantic words in this group such as then that have two
meanings 3amem and 8 makom csyyae. Dictionaries often do not give meanings of
these words characteristic for science literature and necessary for its translation.

Finally, to written-bookish speech we can refer words and word-combina-
tions that serve for the expression of the author’s attitude towards stated words
and for these facts precision. Such as: needless to say - He 8bi3bI8aem COMHeHUS;
unfortunately - k coxanenuio; strictly speaking - cmpozo 2080ps; in a sense - 8
uzsecmHom cmoicsie; at most - g siyywem ciy4yae.

These words and combinations of words can cause difficulties in translation
if their meanings are not thoroughly learnt.

One more important feature, and perhaps the most conspicuous, is the use
of terms specific to each given branch of science. Such as: guidance - HasedeHue;
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combustion camera - kamepa czopaHus; force of gravity - cuna maxecmu, semHoe
npumsxenue; air-to-ground missile - pakema knacca “8030yx-3emna’.

It will be wise to state that due to the rapid dissemination of scientific and
technical ideas, particularly in what are called the exact sciences, we may observe
the process of “de-terminization’, that is, some scientific and technical terms be-
gin to circulate outside the narrow field they belong to and eventually begin to
develop new meanings. But the overwhelming majority of terms do not undergo
this process of de-terminization and remain the property of scientific prose. There
they are born, may develop new terminological meanings, and there they die. No
other field of human activity is so prolific in coining new words as science is. The
necessity to penetrate deeper into the essence of things and phenomena gives rise
to new concepts, which require new words to name them. As it has already been
pointed out, a term will make more direct reference to something than a descrip-
tive explanation, a non-term. Hence the rapid creation of new terms in any devel-
oping science.

Further, the general vocabulary employed in scientific prose bears its direct
referential meaning, that is, words used in scientific prose will always tend to be
used in their primary logical meaning. Hardly a single word will be found- here
which, in contrast to the belles-lettres style, is used in more than one meaning. Nor
will there be any words with contextual meaning. Even the possibility of ambiguity
is avoided. Furthermore, terms are coined so as to be self-explanatory to the great-
est possible degree. But in spite of this a new term in scientific prose is generally
followed (or preceded) by an explanation.

Likewise, neutral and common literary words used in scientific prose will be
explained, even if their meaning is only slightly modified, either in the context (by
a parenthesis or an attributive phrase) or in a footnote.

An interesting phenomenon can be observed in modern scientific prose -
the exchange of terms between various branches of science. This is evidently due
to the interpenetration of scientific ideas. Self-sufficiency in any branch of science
is now a thing of the past. Collaboration of specialists in related sciences has proved
successful in many fields. The exchange of terminology may therefore be regarded
as a natural outcome of this collaboration. Mathematics has priority in this respect.
Mathematical terms have left their own domain and travel freely in other sciences,
including linguistics.

According to their structure all terms are divided into:

1.simple terms - circuit yens, feeder gudep;

2. compound terms — flywheel maxosuk, clock-work yacosoé mexaHusm;

3. word-combinations terms — trip coil omkiouarowas kamywka, earth
fault 3a3zemnerue, circuit breaker asmomamuyeckué sviknoyamerns, npepbisd-
merb.

The most difficult for understanding and translation are the terms which
consist of more than one word or a group of words, that is compound or word-
combinations terms. When translating a scientific text it is important to know how
and in what order should they be translated. It is recommended to translate such
terms beginning with the last word. Then to translate the preceding components
one after another, taking into consideration the semantic relations of its compo-
nents. E.g.: when translating the multi-compound term liquid-propellant power
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plant the translator should first translate the power plant - cusiosas ycmaHoeka,
then the word propellant — monsugo, and then the word connected with it by a
hyphen liquid - xudkocme, xudkué. Now knowing the corresponding Russian ter-
minology the translator easily receives the translation of the whole term - cunosas
YCMAHOB8KA HA XUOKOM monJsiuse.

When translating terms it is necessary to take into consideration that many
terms are polysemantic, i.e. they have different meanings not only in different fields
of science and technology, but also in one and the same field. For example, the
term stage in radio engineering means: 1) kackaod; 2) ¢paza, cmadus and in rocket
technology the meaning is cmyneHs (pakemeol).

Or, another English word armature has the following meanings:

Boopy»eHue, 6poHsa

Tex. apmaTypa, 3/1. AKOpb, 3/1. 6poHA (Kabens), 300/1., 6om. naHumpb. As in:

A dynamo consists of the following main parts: armature, commutator
and the board. - luHamo cocTonT 13 cnepyloLWNX COCTaBHbIX YacTeé : AKOPb,
KOJIEKTOP 1 Harpyska.

The translation of such terms demands thorough knowledge of the subject
and the choice of the required context should be done taking into account the
context. The context should also be borne in mind when the term acquires new
meanings with broadening or, vice versa, narrowing its meaning. For example, the
two English terms container and arrangement. The former was previously used
in the meaning of koHmeéHep, pezepsyap, npuémHuk, kopnyc, 6ak, cocyo and nowa-
days it is used for denoting a more wide concept smecmunuuwe. And the latter is
used in aviation in a more narrow meaning cxema (camonéma) whereas its previous
use was pasmeuwyeHue.

New meanings of terms appear nowadays due to impetuous development
of science and technology and the process is so rapid that dictionaries and even
special terminological dictionaries don't manage to include them all. For example,
the term module modyne, ko3gppuyueHm, nokazamens cmeneHu has recently ac-
quired the new meaning kabuHa, omcek, kancyna, and this meaning of the term
can be found not in every dictionary but it is possible to define its meaning through
the context. E.g.:

The production version of the conical command module consists of an
inner and outer capsule. - CepréHblé BapnaHT KOHUYeCKOro KOMaHZHOro oT-
ceKa COCTOMT U3 BHYTPeHHEEé 1 HapyXHO€ Kancyn.

In some cases, when the meaning of a term is not given in dictionaries, at
first it should be translated word for word, and then the corresponding Russian
equivalent should be found. But sometimes there are no Russian equivalents for
the foreign term. In this case the descriptive translation should be given or the
translator should use transliteration. In this way, the Russian terminology ac-
quired such terms as mukcep (from the English mixer), umnedarc (from the English
impedance), etc.

In English terminology, as well as in Russian, the terms formed from Latin or
Greek words are widely used. Such terms are called ‘translator’s false friends' Hav-
ing the similar sounding and spelling in the Russian and English languages these
terms sometimes differ in their meanings. So, for example, to the English term spe-
cific trust the term ydenvbHaa maea corresponds in the Russian language, but not
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cneyucgudeckaa maeza as it could have been derived from the English word specific

as cneyuguyeckué.

Actual
original
progressive
actually
originally
progressively

specific
technique

procedure
figure

object
subject
extra

# aKTyanbHbIé

# OPUTNHaNbHbIE
# NPOrpeccmBHbIé
# aKTyaslbHO

# OPUNHANBHO

# MPOrpeccMBHO

# cneyndunyeckmné
# TEXHWKa

# npouegypa
#= durypa

# 00DbeKT
# cyObeKT
# BbICLIEro KauecTsa

= paKTnueckuné
=MnepBOHaYasnbHbIé
= NOCTemNeHHbIé
= daKTMUeCcKm
= nepBOHayvaNibHO
= NOCTEMNEHHO, BCE
6onee
yAenbHblé

MeTod, MEeTOAMKa,
npouecc
= MeTOAMKa, MeToq
= PUCYHOK,

undpa, uncno
= uenb, npegmeT
= BOMpPOC, NpegmeT
= 106aBOYUHDbIE,
[OMNONMHUTENbHbIE,
NNLWHNEé

In order not to make similar mistakes when it is not clear to which Russian
term the given English one corresponds, it is recommended to look the terms up in
the corresponding terminological dictionary.
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LE DISCOURS: PRESENCE EMBLEMATIQUE DANS L'ESPACE
LINGUISTIQUE, UN ESPACE INFRANCHISSABLE...

Valentin NECHIFOR
Universitatea Liberd Internationald din Moldova

Mais enfin les idées sont toujours assujetties a la condition d'illuminer I'opacité des faits et la
théorie du langage doit se faire un chemin jusqu’a I'expérience des sujets parlants.
(M. Merleau-Ponty)

In prezentul articol autorul ia in dezbatere tema discursului, o tematicd foarte
la moda care a generat polemici controversate printre cei mai initiati lingvisti in do-
meniu.

Problema discursivitdtii a fost tratatd din mai multe perspective. Discursul,
venit pe calea importului de la grecescul "logos’, si totodata fiind o notiune avansatd
pentru prima datd in lingvistica de catre G. Guillaume, a cunoscut o imbogaditire de sens
“fard prea mari rupturi” asa cum si-l atestd prezentarea fdcutd in dictionarul Trésor de
lalangue, publicat in 2002. Acesta din urmd a cunoscut totodatd si un avint fulgerdtor
odatd cu prabusirea structuralismului si cu inrdddcinarea noilor curente pragmatice.
Prezenta publicatie vine sd facd lumind asupra tuturor incertitudinilor existente la
capitolul discurs si tot ce-I priveste, venind intr-ajutor tindrului cercetdtor in materie
de discurs la inceput de cale care se ciocneste de problema definitorie, opozitionald,
clasificatorie, tipologicd etc...

Si intr-un final, autorul nu a uitat sd acorde atentie aborddrii problemei
discursive oglindita in Cursul de Lingvistica generald a lui Ferdinand de Saussure. Desi
nu s-a pomenit de discurs in lucrarea acestuia, s-a constatat ca "separind limba de
vorbire, se separd dintr-odata: 1) ceia ce este social de ceia ce este individual; 2) ceia ce
este esential de ceia ce este accesoriu si mai mult sau mai putin intimpldtor” [Saussure
(F. De), p. 30]. In conceptia orientdrilor stiintifice fondatoare, conceptul de discurs ar fi
tocmai cel de-al treilea termen absent, termenul tert exclus...

Considérations générales

Le discours a depuis toujours retenu l'attention des linguistes. Le discours
a fait l'objet de maintes recherches en linguistique.

La discursivité est une problématique actuelle et en vogue de la linguistique
contemporaine qui a soulevé de gros débats parmi les linguistes les plus initiés
dans ce domaine. Les linguistes se sont heurtés a ce probléeme depuis toujours et ils
se sont engagés dans une polémique controversée. La notion de discours est une
de celles qui donnent lieu a des définitions fort divergentes dans le cadre duquel
on se référe, fait qui rend confuse la recherche en matiére de discours. Linstabilité
de la notion de discours rend dérisoire toute tentative de donner une définition
précise du discours. On peut dans ce cas expliquer pourquoi le terme de discours
recouvre plusieurs acceptions selon les chercheurs; certains en ont une concep-
tion tres restreinte, d'autres en font un synonyme de "texte” ou "d’énoncé”.
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Sources philosophiques de I'apparition du terme discours

Attesté en francais dés le début du XVI-e siecle, emprunté a l'italien avec le
sens de récit, exposé (écrit ou oral), suite de mots qui constituent le langage, le mot
discours a connu un enrichissement de sens "sans grandes ruptures”, comme
I'atteste la présentation faite dans le dictionnaire Trésor de la langue (2002). Les
contextes d'emploi qui renvoient a la matérialité du discours sont dominants:
Discours d'apparat, d'inauguration, aux morts, douverture, du tréne; discours du
chancelier, du député, du ministre, du président, du prince; discours édifiant, élo-
quent, étudié, improvisé, politique, préliminaire, véhément; discours écrits, insensés,
officiels, passionnés, publics; un discours persuadé...

Le concept de discours bien que relevant actuellement de la linguistique, a
ses origines dans le logos grec, en tant que mot commun mais aussi comme con-
cept philosophique. Il est étonnant de constater combien des questions qu'on
pose aujourd’hui a ce sujet trouvent leur premiére énonciation dans le dis-
cours philosophique de I'antiquité. Ce n'est pas une découverte de la linguis-
tigue moderne bien qu’elle circule depuis assez peu de temps dans I'analyse
de discours. Les études linguistiques parcellaires qu'on entreprend trouvent leur
fondement dans une vieille prémisse, celle de l'existence d’une logique du dis-
cours, issue de la conception sur le logos.

Pour quiconque veut redécouvrir le sens du “discours” il lui faut passer
aussi bien par celui du nom grec, logos, que par celui du nom latin discur-
sus qui surprennent chacun l'un des c6tés essentiels des conditions d'existence du
discours: la cohérence et l'articulation des parties.

La cohérence des parties qui forment un tout est imposée par un principe
organisateur. Dans la conception d'Aristote le discours est un arrangement ou une
articulation (arithmos), une unité dialectique, continue et discréte en méme temps.
Cette interprétation découle de I'analogie entre e temps et le logos, dans le cadre
d’une réflexion générale surl'instant et le temps en mouvement. Le point de départ
du penseur antique est le rapport antérieur-postérieur, comme un phénoméne
caractérisant aussi bien I'arrangement dans l'espace que le mouvement du temps
et celui de la pensée. Il s'agit |a d’une représentation mentale fondamentale, liée
a la perception de trois catégories philosophiques fondamentales - l'espace, le
temps et la pensée - et sur la base de laquelle on peut expliquer non seulement de
nombreux faits de langue mais aussi des univers culturels. La mesure du temps
se fait en fonction d’une unité minimale, l'instant, qui est en méme temps point de
référence. Ainsi, dans La Physique, Aristote affirme que l'instant mesure le temps
en tant qu’antécédent et postérieur. |l associe le logos au temps en vertu de
la structuration logique, selon avant et apreés, et arithmétique (arithmos), comme
un continuum. L'articulation comme principe d'ordre est donc le noyau de sa
conception sur le temps et le logos, dans une dialectique du continu et du discret.
En schématisant on aura:
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Dialectisation du discret et du continuum
ARITHMOS-TEMPS LOGOS-DISCOURS
Structurés "arithmétiquement”
Contact, passage basé sur l'articulation, I'arrangement
Structurés logiquement
avant / apres déduction
Logos et arithmos selon Aristote

Il est évident qu'on retrouve la les conditions d'existence du discours
- la cohérence (I'enchainement) et l'articulation - par lesquelles le discours
acquiert son sens et qui sont des notions de base de I'analyse moderne de dis-
cours.

Le discours: une valeur classique en linguistique

Depuis les années 80, on voit proliférer le terme discours dans les
sciences du langage, aussi bien au singulier ("le domaine du discours”, “I'analyse
du discours»...) qu’au pluriel ("tous les discours sont particuliers”, “les discours
s'inscrivent dans des contextes”..), selon que l'on référe a l'activité verbale en
général ou a chaque événement de parole. La prolifération de ce terme est le symp-
téme d’'une modification dans la fagcon de concevoir le langage.

En linguistique, cette notion, mise en avant par G. Guillaume, a connu un
essor fulgurant avec le déclin du structuralisme et la montée des courants pragma-
tiques. Le discours entre dans une série d'oppositions classiques. En particulier :

« Discours vs phrase. Le discours constitue une unité linguistique consti-
tuée d'une succession de phrases. C'est dans cette acception que Z.S. Harris
[Harris Z.S., p.1-30] parle d”analyse du discours” et que certains parlent de
"grammaire du discours”; on préfére aujourd’hui parler de "linguistique textu-
elle”

« Discours vs langue :

(1) La langue définie comme systeme de valeurs virtuelles soppose au dis-
cours, a l'usage de la langue dans un contexte particulier, qui filtre ces valeurs et
peut en susciter de nouvelles. On est au plus prés de l'opposition saussu-
rienne langue/parole: "La distinction entre parole ou discours et langue, proposée
pour la premiére fois par F. de Saussure et précisée par moi-méme”, dit A.H. Gardiner
[Gardiner A. H., p. 285]. Mais on peut orienter "discours” plutét vers la dimension
sociale ou plutét vers la dimension mentale. A.H. Gardiner opte pour la premiére:
le discours est “l'utilisation, entre les hommes, de signes sonores articulés, pour
communiquer leurs désirs et leurs opinions sur les choses”[Gardiner A. H., p. 24].

G. Guillaume opte pour la seconde: Dans le discours le physique qu'est la pa-
role en soi se présente effectif, matérialisé, et donc, en ce qui le concerne, sorti de la
condition psychique de départ. Au niveau du discours, la parole a pris corps, réalité: elle
existe physiquement. [Guillaume G., p. 71] Chez E. Benveniste, discours est proche
d' "énonciation”: c’est "la langue en tant qu'assumée par I'hnomme qui parle, et
dans la condition d'intersubjectivité qui seule rend possible la communication
linguistique” [Benveniste E., p.266].
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(2) La "langue” définie comme systeme partagé par les membres d'une
communauté linguistique s'oppose au discours, considéré comme un usage
restreint de ce systéme.

Il peut s'agir: (a) d'un positionnement dans un champ discursif (le "discours
communiste”, le “discours surréaliste”...). Dans cet emploi, discours est constam-
ment ambigu car il peut désigner aussi bien le systéme qui permet de produire
un ensemble de textes que cet ensemble lui-méme: le “discours communiste”,
c'est aussi bien I'ensemble des textes produits par les communistes que le systéme
qui permet de les produire, eux et d'autres textes qualifiés de communistes. Il
se produit donc un glissement constant du systéme de regles aux énoncés ef-
fectivement produits. Ainsi chez M. Foucault: "On appellera discours un ensemble
d'énoncés en tant qu'ils relevent de la méme formation discursive” [Foucault
M., p. 153]; (b) d'un type de discours ("discours journalistique”, “discours ad-
ministratif ", "discours télévisuel”, "discours de l'enseignant en classe”..); (c) des
productions verbales spécifiques d'une catégorie de locuteurs (le "discours des
infirmieres”, le “"discours des méres de famille”..); (d) d'une fonction du langage (le
"discours polémique”, le “discours prescriptif “..);...

« Discours vs texte. Le discours est concu comme l'inclusion d'un texte
dans son contexte (= conditions de production et de réception) [Adam J.-M.,
p.39].

« Discours vs énoncé. Trés proche de la précédente, cette distinc-
tion permet d'opposer deux modes d’appréhension des unités trans-phrastiques:
comme unité linguistique ("énoncé”) et comme trace d’un acte de communi-
cation socio historiquement déterminé. C'est d'ailleurs cette opposition qui en
France a servi a attribuer un point de vue spécifique a I'analyse du discours:"Un
regard jeté sur un texte du point de vue de sa structuration “en langue” en fait un
énoncé; une étude linguistique des conditions de production de ce texte
en fera un discours”[Guespin L., p. 10].

Considéré de cette facon, le discours ne délimite pas un domaine qui
puisse étre étudié par une discipline consistante. C'est davantage une maniere
d‘appréhender le langage. Certains linguistes parlent néanmoins d'une linguis-
tique du discours, qu'ils opposent a une “linguistique de la langue”. Cette lin-
guistique du discours ne peut pas correspondre exactement a la “linguistique
de la parole” dont F. de Saussure avait défini I'espace en pointillés; en effet, le
développement d’'une linguistique textuelle, des théories de I'énonciation linguis-
tique et d'une sémantique marquée par les courants pragmatiques et cognitivistes
a reconfiguré l'opposition langue/parole et les oppositions du méme ordre
comme “compétence”/"performance”.

L'opposition discours vs texte: une interdépendance inextricable

Si la notion de discours a longtemps circulé sous quelques acceptions
couramment acceptées, I'avénement de I'intérét de la linguistique pour le proces
communicationnel et pour sa matérialisation a fait surgir bon nombre de défini-
tions du texte et du discours, en fonction des orientations théorique et des buts
de I'analyse. Selon les acceptions différentes du terme dans les études théoriques,
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le discours se définit soit d’'une maniere autonome (E.Coseriu) soit en relation avec
d’autres notions telles que texte ou récit.

On s’accorde a I’heure actuelle a dire que le rapport entre le discours
et le texte recouvre celui qui existe entre I'acte et le produit. E.Coseriu dé-
finit le discours comme "“un niveau autonome du langage, en-decga de toutes
les différenciations en langue”, le texte n'étant qu'un simple vecteur matériel,
tout comme le tableau ou la statue ne sont que le vecteur d'un acte artistique
créateur. Le meilleur exemple que le discours, dans cette acception, dépasse les
cadres d'une langue, ce sont les textes truffés de phrases ou d’expressions en
langue étrangeére, ou la possibilité de paraphrase interlinguale.

Pour G. Vignaux le discours est "'opération globale d’un sujet construi-
sant une représentation” ou "un ensemble de stratégies d’un sujet dont le produit sera
une construction caractérisée par des acteurs, des objets, des propriétés, des événements
[Vignaux G, p.200]. Lakoff, a son tour, propose de définir le discours comme "un
systéeme logique de relations successives”. Le discours est donc “plus et autre
chose que la juxtaposition dénoncés successifs” ou "un ensemble de jugements portés
par un sujet dans le but de condenser localement la logique d'ensemble des représenta-
tions d’une situation, d’un état de choses donné”, qui "assure le passage de la situation
concernée a d’autres situations du domaine hypothétique” [Vignaux G., p. 204].

En ce qui concerne le texte, derriére les multiples définitions que la gram-
maire de texte, la sémiotique et I'analyse de discours ont fait surgir, on s'accorde a
lui reconnaitre son caractére de produit, au-dela des discussions sur les dimensions.
Il se définit comme un objet de la communication interhumaine, matériellement fixé
dans sa lettre, doué de sens et d’'une cohérence globale et d’une certaine unité, mais
qui se laisse pour autant segmenter. [Vignaux G., p. 53]

On a du faire ces précisions car I'ambiguité des définitions, ainsi que les
acceptions différentes sous lesquelles circule le terme “discours” ne sont pas sans
conséquences dans la définition du discours.

Linterdépendance inextricable du point de vue fonctionnel entre les
deux notions nous a amenés a la notion complexe de texte-discours qui renvoie au
caractére de signe global du texte, thése largement adoptée aussi bien en sémioti-
que, qu'en analyse de discours et en traductologie.

En guise de conclusion je vous propose une synthése des distinctions déja
établies entre le discours et le texte.

Discours Texte
Niveau autonome du lan- Différenciations en
gage langage
ACTE: PRODUIT:

Genre de l'entité L’opérat'ion globale d’l’m sujet O.bje'F de.la commu-
construisant une représen- nication interhu-
tation maine

Définition quantitative | --—-----------—-- Dimension variable

Niveau d'analyse Analyse du discours ~ -——--- !nte:rpretatlon des

indices du texte
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Rapport au langage

Praxéologie: analyse motiva-
tionnelle, intentionnelle et
performative

Analyse linguistique,
stylistique

Rhétorique

Description

Systéme logique de relations
successives

Rapport syntaxiques

Ensembile structuré hiérarchi-
quement

Enchainement
linéaire

Stratégies d'un sujet

Objet (oral ou écrit)
matériellement fixé

Construction du SENS

LETTRE

Eléments linguisti-
ques et paralinguis-
tiques: intonation,
ponctuation, mise
en page

Cohérence

Cohésion

Constitution du sens au
long du parcours génératif
selon le projet d'un modele
discursif

Quéte de la signi-
fication et du (des)
sens en fonction du
texte et du contexte
communicationnel

Fonctions: organisatrice, jus-
tificatrice, schématisante

Fonction indicielle
de la schématisation

Articulations logiques du

Relations explicites

discours (connecteurs logico-

argumentatifs)

La tradition du Cours de linguistique générale et la question du
discours

La question du discours n‘est pas énoncée dans le Cours de linguistique
générale (CLG) de Ferdinand de Saussure qui circonscrit le domaine de la lin-
guistique comme une étude de la langue, elle-méme définie comme un "systeme
de signes”.

Deux décisions méthodologiques sont au principe de ce traité fondateur.
Pour caractériser l'objet et les taches de la linguistique, Saussure procéde de
maniéere négative. Il commence en effet par énoncer ce que n'est pas la
linguistique. Cette démarche, par approches successives, consiste d'abord a poser
une démarcation trés nette entre la linguistique et les autres sciences qui au-
raient directement (psychologie, sociologie) ou indirectement (la géogra-
phie, I'histoire) a se confronter a la question du langage.

Ayant circonscrit le domaine de la linguistique comme étude de la langue
(elle-méme définie comme un “systemes de signes”), Saussure avance une
seconde proposition décisive.

En écho aux conceptions de la science en cours entre les deux siécles
(conformément au postulat selon lequel il n'y a de science que du général),
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Saussure fait reposer son entreprise sur 'opposition liminaire entre "langue” et
"parole” dont il rend compte dans les termes d'une seconde opposition société/
individu qui recoupe en tous points la premiere.

A ce parallele correspond dans le dispositif conceptuel du CLG un pro-
gramme de recherche qui oriente d'emblée la linguistique naissante vers I'étude
des faits de systéme (constitutifs de la langue). Corrélativement, I'espace de
manifestation effectif du langage (la parole), défini comme lieu des variations in-
dividuelles, est alors exclu en tant qu'objet d'étude: "En séparant la langue de la
parole, on sépare du méme coup: 1) ce qui est social de ce qui est individuel; 2) ce
qui est essentiel de ce qui est accessoire et plus ou moins accidentel” (Saussure,
1968, p. 30).

Au regard de ces orientations fondatrices, le concept de discours fait
figure de troisiéme terme absent, de tiers exclu.

La question du discours reste difficile a poser: la tradition scientifique oc-
cidentale fait de la science une affaire de concepts et de termes non de discours,
car elle tient que l'objectivité est indépendante de la différence des langues et des
normes discursives.

Le discours, fruit de maintes recherches et investigations scientifiques, a
constitué le champ de bataille des plus grands linguistes qui dans leurs ouvrages
ont exposé leurs propres réflexions théoriques en matiére de discours: un objet
d'étude tres vaste du point de vue théorétique. Dans la foulée des travaux parus
a ce sujet, il y aura toujours quelque linguiste qui va venir avec quelque chose de
nouveau sur le discours puisque I'espace discursif est infranchissable...
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MOTIVATION AND LEARNING STYLE-TOWARDS
A SCIENTIFIC APPROACH TO MUSIC LEARNING

Gerhard OHRBAND
Free International University of Moldova

Wéhrend die meisten Erwachsenen regelmdfBlig Musik héren, ist die Zahl aktiv
Musizierender sehr niedrig. In westeuropdiischen Ldndern kommen fast alle Kinder
wdéhrend ihrer Schulzeit mit Musik in Beriihrung, wobei aber die Mehrheit bis zum Er-
wachsenenalter eigene Musizierversuche abbricht. Eine verbreitete Erkldrung hierfiir
ist, dass Menschen richtigerweise einsehen, dass ihnen die notwendige Begabung um
befriedigend Musik zu machen fehle und daher aufhéren Instrumente zu spielen oder
zu singen. Dieser Artikel vertritt eine radikal andere Herangehensweise und argumen-
tiert — ausgehend von den Arbeiten des Schweizer Musikpddagogen Heinrich Jacoby,
dass Scheitern in der Musik besser durch externe und motivationale Faktoren als durch
Begabung erklirt werden kann. Ein Uberblick iiber relevante Forschung sowie Ergeb-
nisse einer in Deutschland 2006 durchgefiihrten Studie werden vorgestellt.

“The majority of the population assumes that talents are in-born. Or one is “musical” or
one is not; habitually say especially those individuals, who think of themselves as less
“musical”. And those, who receive the quality certificate of being “musical’; take joyously
notice of that.” Helmut Roésing, professor of Systematic Musicology at Hamburg Uni-
versity (1992)

Introduction

Music is a constant companion in our daily life - whether we welcome it
while going to concerts or switching on our preferred music or whether we endure
its more disliked manifestations in public spaces like restaurant or shopping malls.

Nonetheless, most of us would certainly affirm the question whether they
like music in general, spending often hours consuming it in its various available
forms. If we, however, compare passive reception and active music making, we see
a deep contrast in disfavor of the latter. This phenomenon in the relation between
production and consumption - talking in economic terms — appears more or less
pronounced in other art forms, too. However, there are other areas where this ratio
is exactly the opposite: people engage more in things they like than they observe
others doing them (e.g., sex and eating). One could argue now that the ratio de-
pends on the availability to perform and - most important — on the inherent dif-
ficulty of an activity (e.g. tightrope acrobatics may be nice to watch but in terms
of balance we prefer to stick to our bike, at the most). Thus, in our culture making
music would be considered more difficult than eating or having sex (individuals
with sexual function disorders would protest). To be successful in the more “dif-
ficult” areas like music, mathematics or foreign languages either exceptional effort
or inborn talent would be needed.
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This article offers a different perspective on the problem, presenting the
views of Swiss music pedagogue Heinrich Jacoby, who was one of the most funda-
mental critics of the talent hypothesis. Later on we discuss the question in light of
empirical psychological research.

Our argument will concentrate on music education only, its implications be-
ing however transferable to other areas of human creativity, too.

Heinrich Jacoby’s pedagogy of music

“If a child has difficulties learning to walk or to speak, it appears to everyone as
the nearest thing, to ask about the causes of the disorder. That we have to deal with
disturbances of elementary functions is for us in the same way evident, as it is evident
that every human being walks and speaks. In exactly the same way it is evident, that
we undertake everything to remedy these disorders. But, if an individual cannot draw,
sing, dance, model, if he cannot “learn” “foreign” languages or mathematics, we de-
clare shortly, that he is “not talented” for it. We satisfy ourselves with the remark that he
“cannot” do these things.” (Jacoby, 1995, p. 88)

Heinrich Jacoby (1889-1964) claimed that there is nothing like talent or gift-
edness, remark that led to a dissent with his former teacher and renowned German
composer Hans Pfitzner. All that we commonly understand by “genial” would be ac-
cording to Jacoby only the normal level of human functioning, in an education sys-
tem which does not systematically destroy the inborn capacities in every human
being. Thus, the question is: why do not all individuals reach this “normal” level?

His point is that children’s inherent capacity to express themselves through
music is spoiled in Western music education, system which focuses right from the
beginning on imitation and on the differentiation between “right” and “wrong”
sounds (Jacoby, 1995;2003). Jacoby, in turn, claims that music should be learned like
one learns one’s mother tongue; passing through different phases of explorative
improvisation (cooing, babbling) until one discovers step by step the language’s
inherent grammatical laws. This way, a child would discover the piano playfully and
attentively, exploring all the possibilities of producing sounds and their combina-
tions, developing a feeling for tension and resolution.

One problem is that music is most often considered an “art” form, rather
than one channel of human expression. Especially in the so called “classical” music
the focus is on an accurate reproduction of already written works; the ideal repre-
senting to be as soon as possible able to reproduce the works of the “great masters”,
Thus, less necessity is seen in wasting time in the beginning just learning to “talk”
music freely. This may explain the fact that while children are accustomed to draw
their own paintings from kindergarten onwards, few pose themselves the question
why they learn singing others’songs only.

What is actually wrong with music education?

Heinrich Jacoby would state that most of our educational systems in music
- however different their label and how “modern” their approach — have the follow-
ing laws in common:

e Early focus on visual orientation (reading notes) before the child has de-
veloped an accuracy in hearing; he or she will later on just mechanically “finger” or
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tap the music following the written notes without hearing any clear representation
of how it will sound BEFORE playing.

¢ Imitation of others’music and thus, the differentiation between “right”and
“wrong” sounds, leading to an increased tension while playing, especially when
“wrong” sounds are punished.

The whole process being an unnatural one, learning difficulties should come
as no surprise. As there are no radical alternatives visible in ways of learning music,
people start attributing their failure to lack of effort or — often - lack of talent, a
view which is reinforced by the general view of music being a reserved realm for
gifted people and by feedback from music teachers, who comment on their pupils’
lack of giftedness (e.g.,“You have no voice!” in the school-choir). The latter remarks
can act as traumatic events leading people to avoid situations where they have
already been shamed.

A study on lay musicians from three different cultures — African, South
American and European - shows evidence for the blocking effects of such events
throughout later life (Ohrband, 2005). Examples of such situations are:

¢ Being asked to sing before the whole class, failing and being laughed at.

¢ Derogative remarks by peers, parents and music teacher, especially com-
parison to more successful siblings or pupils (“Your younger sister is just more
gifted than you").

Heinrich Jacoby makes a comparison to language learning. Imagine a world
in which all babies would be shown textbooks on phonetics with pictures how
to produce different sounds and would be dressed to recite sonnets by William
Shakespeare by means of imitation. If we then came across a person who could
freely talk and express his thoughts through words we would possibly state that he
is especially “gifted”.

However, Jacoby views these flaws not only in the realm of music but in the
entire educational system.

“We meet here with the negative consequences of a general position of a so-
ciety, who in its “educational ideal” almost breeds the inhibited man as a type: What
do we call “well educated?” Smooth, calm “manners’, conversation without passion,
“measured” movements, the hiding of all spontaneous feeling, in short: repression or
at least as much as possible complete hiding or blurring of all signs of free, personal
expression ....” (Jacoby, 1995, p. 96)

These words were originally uttered in the 1950s; how much has changed?

Psychological research on the heredity of talent

The nature / nurture discussion which a long time had been fought very fun-
damentally has apparently turned into a more or less generally accepted compro-
mise: genetic/biological and environmental/social factors interact in the manifes-
tation of certain behavior.However, speaking of inborn talent in the arts endures in
the scientific discourse.

Taking the question whether extraordinary manifest capacities in music
stem from inborn talent or a favorable environment; how could we decide that
problem empirically?
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A traditional approach in the domain of heredity research has been to focus
on twins who were separated after birth. High correlations between their subse-
quent levels of musicality would thus be taken as an indicator for a greater influ-
ence of heredity; arguing that since their environments differed completely, ob-
served similarities could only be explained by genetic factors. Beside the problems
that such studies have been conducted mostly on personality and intelligence
and not on music performance and that nonetheless the separated twins’ environ-
ments seems to be more similar than different, such conclusion rest on an appar-
ent flaw: both twins have already shared the very same (prenatal) environment
for nine months! Are we to assume that it has absolutely no impact whether the
mother sings or listens to music regularly or not? To really decide the question we
would need an indicator in the embryo to assess whether it has high inborn talent
or not for music; which even today seems very far-fetched. Another fundamental
problem in studying musical talent is that the population of stellar performers is
comparatively small. To conduct longitudinal studies and to apply correlation and
regression techniques with such a small sample size makes it extremely difficult
to get statistically significant results. Just imagine: If one in ten thousand (I do not
know the actual statistics) babies becomes a really exceptional musician in its adult
life we would need to accompany a hundred thousand babies in their transition
into adults, with regular measures of the widest possible array of environmental
factors, just to make calculations on a target sample of 10 (which is still a quiet
small sample size). It is evident that such a study design is not feasible, especially
since we do not expect our research question to be on top of our society’s priority
list to justify such an investment.

Thus, most studies advocating the position that musicality is inborn “rely” on
case studies of famous musicians or on analyses of famous musicians’ family trees.
In the latter tradition, the example of the Bach family is one of the most (ab) used
ones. However, as Helmut Rosing states it:

“Butwhatis (...) presented as evidence for the heredity theory of musical talent,
can also be interpreted completely differently. The fact that the male members of a fam-
ily in their majority pursued the profession of a musician (the many female members
who did not become musicians are never mentioned), can also be viewed completely
differently. That is, that all from their earliest childhood grew up in an environment,
in which playing music as a profession for men primed family life and educational fo-
cuses.” (Rosing, 1992)

Motivational factors in music-making

There are however many empirical studies who focus on motivational fac-
tors which influence results in the educational process. Only little of this research
is focused on music education. However, making a transfer from general academic
activities to music education presents us new hypotheses for explaining the initial-
ly presented phenomenon that so many people “drop out” of active music-making.
We will limit ourselves to present three approaches: Carol S. Dweck’s Goal theory,
intrinsic vs. extrinsic motivation and self-handicapping.
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Goal theory

Carol Dweck has discovered that implicit intelligence theories people hold
(how we think about the nature of intelligence) and learning goals have a seri-
ous impact on the learning process. Learned helplessness (Dweck, 2000) refers to
the experimental observation that some children upon negative feedback (fol-
lowing in reality too difficult tasks) become unable to solve easy tasks which they
already had completed satisfactorily in the beginning of the experiment (Dweck,
2000; Dweck and Reppucci, 1973; Abramson et. al., 1978). Children who believe intel-
ligence to be something fixed and inborn (in contrast to children who believe it
to be malleable) hold more likely “performance goals’, that is, to get successful re-
sults (in opposition to being focused on learning and the process; “mastery goals”).
Whereas negative feedback/failure is taken as a useful information and challenge
for learning more by children who hold an incremental view of intelligence (intel-
ligence can be learned), children with an entity view (intelligence is fixed) show
learned helplessness and shun — when they are free to choose - new types of tasks
which would include the risk of failure and stick to tasks which they already have
completed successfully.

Thus, we could argument this way: due to shared social cognitions many
people hold an entity view of musicality and formulate performance goals; people
are often confronted which failure and negative feedback in the music education
process; since failure would be for them an indicator of a low general intelligence
they stay away from music making and choose easy tasks in other domains where
they can show off.

Intrinsic vs. extrinsic motivation

Intrinsic motivation refers to a state when one is motivated to perform a
task simply by the enjoyment of it, whereas in extrinsic motivation the behavior is
contingent upon the presence of a reward (material or psychological, e.g. positive
feedback). There is empirical support for the hypothesis that a high intrinsic moti-
vation is a requisite for becoming successful in the arts. A strong intrinsic motiva-
tor in music making can be the experience of “flow” (O'Neill, 1999; Csikszentmihalyi,
2004; Custodero, 2005). This, however, does not exclude, that people are in the same
way also extrinsically motivated:

“It is not that these individuals (artists) do not care about extrinsic rewards, such
as money and fame. Rather, they are task focused - they work because they enjoy it,
and the money, fame, and other extrinsic rewards are pleasant by-products.” (Stern-
berg and Williams, 2002, p. 350)

An ingenious study by Wild, Enzle and Hawkins (7992) showed that piano
students believing their teacher to be an intrinsically motivated volunteer per-
formed later on more enthusiastically, joyously and innovatively than students who
believed their teacher to be extrinsically motivated by pay. In fact, the teacher was
in both conditions the same and himself not aware about how he was presented
to each class.

Thus, being more intrinsically motivated and having teachers who are like-
wise can favor perseverance in music making, whereas being highly extrinsically
motivated (e.g., to please ones parents) and having teachers who themselves do
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not intrinsically enjoy their playing and teaching can have a detrimental effect, es-
pecially when the individual does not get the needed degree of reward anymore.

Self-handicapping

The term coined by Berglas and Jones (Jones and Berglas, 1978; Berglas, 1990;
Berglas and Baumeister, 1994) refers to the situation that people voluntarily invest
less effort in an activity under conditions of uncertain outcomes to be later on able
to attribute eventual failure to lack of effort and not to lack of ability. A typical ex-
ample is declaring publicly before an exam:“I partied the whole night” or “l did not
even read a single page, preferred playing computer games instead.” Thus, indi-
viduals try to protect their self-image (in case of success being able to attribute it,
in turn, to extremely high ability:“l get an A even without effort.)

In terms of learning music, we could argue that since being an exceptional
or at least good musician is a very insecure outcome, many people do not engage
seriously in practicing because an unfavorable outcome would highlight their low
abilities. Not trying, one can still daydream saying “If | would invest time, | would
easily become a great musician”.

Conclusion

We live in a complex world, thus finding one absolute answer to our initial
question why so many people disengage from active music making seems of high
improbability. Since determining whether someone is born talented or not is al-
most impossible, we cannot state that inborn talent is needed in music, that this
talent rarely appears and thus the majority correctly realizes that it lacks the neces-
sary musicality and drops out.

Following the theory of Heinrich Jacoby and empirical studies (see Ohrband,
2005) we find evidence that many individuals drop out because they believe they
lack talent, or because of traumatic experiences in music education.

Research on learning motivation indicates that perseverance or disengage-
ment is moderated by factors like implicit intelligence theories, learning goals, in-
trinsic vs. extrinsic motivation or the degree of self-handicapping. Often frustrated
musicians become “shadow artists” (Cameron, 1996), seeking the proximity of mu-
sicians without themselves playing — physically or imaginary; this could be an al-
ternative explanation for the high degree of teenagers’ (and adults’) identification
with pop groups — apart from an explanation based on Social Identity Theory.

What to do if you yourself are a “shadow artist” or a blocked musician?

Heinrich Jacoby proposes - influenced by psychodynamic theory - to be-
come aware of and relive traumatic experiences in music education and start anew
as an adult by aware self-discovery of the instrument or one’s own voice. In his
workshops he successfully demonstrated how convinced “unmusical” adults could
become very musical through a supporting environment, a receptive attitude and
the right tasks.

Julia Cameron offers in her book “The way of the artist” a highly recommend-
able self-help course in twelve weeks for “blocked artists” which works with tech-
niques like expressive writing (compare to Pennebaker, 1997), visualizations and
affirmations.
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THE SEMANTICS OF CAUSATIVE RELATIONS
IN COMPLEX SENTENCES WITH THE SUBORDINATE
CLAUSES OF CAUSE

Tatiana Podoliuc
Free International University of Moldova

Articolul de fata este dedicat propositiilor de causa+effect relatii in limba
Englezd. Autorul investigheazd materialele din cdrtiin limba Englezd. Ca rezultat, prin
analiza efectuatd autorul demonstreazd semantica acestor propozitii.

Causality refers to causal relations, i.e. the relations between causes and ef-
fects. This generic term has various, more specific meanings. It may refer to Cau-
sation, which is deterministic causality; or to Volition, which is (roughly put) inde-
terministic causality; or to Influence, which concerns the interactions between
causation and volition or between different volitions (Long Lae Jung, 1996).

Causality or causation is defined as the relationship between one event
(called cause) and another event (called effect) which is the consequence (result)
of the first.

This informal understanding suffices in everyday usage and everywhere
where logic is used. However the philosophical analysis of causality or causation
has proved exceedingly difficult. The work of philosophers to understand causality
and how best to characterize it extends over millennia. In the western philosophical
tradition explicit discussion stretches back at least as far as Aristotle, and the topic
remains a staple in contemporary philosophy journals. Though cause and effect are
most often held to relate events, other candidates include processes, properties,
variables, facts, and states of affairs; which of these comprise the correct causal re-
lata, and how best to characterize the nature of the relationship between them, has
as yet no universally accepted answer, and remains under discussion (Wikipedia).

According to Sowa (Sowa, John, 2000), up until the twentieth century, three
assumptions described by Max Born in 1949 were dominant in the definition of
causality:

1.“Causality postulates that there are laws by which the occurrence of an
entity B of a certain class depends on the occurrence of an entity A of another
class, where the word entity means any physical object, phenomenon, situation, or
event. A is called the cause, B the effect.

2."Antecedence postulates that the cause must be prior to, or at least simul-
taneous with, the effect.

3.“Contiguity postulates that cause and effect must be in spatial contact or
connected by a chain of intermediate things in contact”(Sova, 2000).

The ancient scriptures and commentaries on these scriptures have the fol-
lowing common themes with regard to causation:

e "Cause is the effect concealed, effect is the cause revealed" which is also
expressed as "Cause is the effect unmanifested, effect is the cause manifested”

e Effectis same as cause only.
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In Metaphysics and Posterior Analytics, Aristotle said: “All causes of things
are beginnings; that we have scientific knowledge when we know the cause; that
to know a thing’s existence is to know the reason why it is". This formulation set
the guidelines for subsequent causal theories by specifying the number, nature,
principles, elements, varieties, order of causes as well as the modes of causation.
Aristotle’s account of the causes of things is a comprehensive model. Aristotle’s the-
ory enumerates the possible causes which fall into several wide groups, amount-
ing to the ways the question “why” may be answered; namely, by reference to the
material worked upon (as by an artisan) or what might be called the substratum;
to the essence, i.e., the pattern, the form, or the structure by reference to which the
“matter” or “substratum” is to be worked; to the primary moving agent of change
or the agent and its action; and to the goal, the plan, the end, or the good that the
figurative artisan intended to obtain. As a result, the major kinds of causes come
under the following divisions:

e The material cause is that “raw material” from which a thing is produced as
from its parts, constituents, substratum, or materials.

e The formal cause tells us what, by analogy to the plans of an artisan, a
thing is intended and planned to be. Any thing is thought to be determined by its
definition, form (mold), pattern, essence, whole, synthesis, or archetype. This analy-
sis embraces the account of causes in terms of fundamental principles or general
laws, as the intended whole (macrostructure) is the cause that explains the produc-
tion of its parts (the whole-part causation).

¢ The efficient cause is that external entity from which the change or the
ending of the change first starts. It identifies ‘what makes of what is made and what
causes change of what is changed’and so suggests all sorts of agents, nonliving or
living, acting as the sources of change or movement or rest. Representing the cur-
rent understanding of causality as the relation of cause and effect, this analysis cov-
ers the modern definitions of “cause” as either the agent, agency, particular causal
events, or the relevant causal states of affairs.

o The final cause is that for the sake of which a thing exists, or is done - in-
cluding both purposeful and instrumental actions. The final cause, or telos, is the
purpose, or end, that something is supposed to serve; or it is that from which, and
that to which, the change is. This analysis also covers modern ideas of mental cau-
sation involving such psychological causes as volition, need, motivation, or mo-
tives; rational, irrational, ethical - all that gives purpose to behavior.

Aristotle marked two modes of causation: proper (prior) causation and ac-
cidental (chance) causation. All causes, proper and incidental, can be spoken as
potential or as actual, particular or generic. The same language refers to the effects
of causes; so that generic effects assigned to generic causes, particular effects to
particular causes, and operating causes to actual effects. It is also essential that
ontological causality does not suggest the temporal relation of before and after
- between the cause and the effect; that spontaneity (in nature) and chance (in the
sphere of moral actions) are among the causes of effects belonging to the efficient
causation, and that no incidental, spontaneous, or chance cause can be prior to a
proper, real, or underlying cause per se.

Allinvestigations of causality coming later in history will consist in imposing
a favorite hierarchy on the order (priority) of causes; such as “final > efficient > ma-
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terial > formal” (Aquinas), or in restricting all causality to the material and efficient
causes or, to the efficient causality (deterministic or chance), or just to regular se-
quences and correlations of natural phenomena (the natural sciences are describ-
ing how things happen rather than asking why they happen).

Necessary causes:

If x is a necessary cause of y, then the presence of y necessarily implies the
presence of x. The presence of x, however, does not imply that y will occur.

Sufficient causes:

If x is a sufficient cause of y, then the presence of x necessarily implies
the presence of y. However, another cause z may alternatively cause y. Thus the
presence of y does not imply the presence of x.

In the present work we shall concentrate on the semantics of causative rela-
tions between different parts of complex sentences with the subordinate clauses
of cause connected by simple conjunctions. The aims of the present article are:

(a) To define the meanings of the simple conjunctions used in the complex
sentences with the subordinate clause of cause;

(b) To work out the deductive properties of causative propositions, i.e. how
they are opposed to each other (whether or not they contradict each other, and so
forth), what else can be immediately inferred from them individually and what can
be inferred from them collectively in pairs or larger numbers;

(c) To explain how causative propositions influence the text.

The most commonly used simple conjunctions which connect the principle
clauses with the subordinate clauses of cause are because, since, for, as.

According to Oxford Dictionary of English these conjunctions have the fol-
lowing meanings:

AS - 3 (conjunction)- because, since. Origin: Middle English; reduced from
Old English alswa “similarly”.

BECAUSE - for the reason that; since. Origin: Middle English; from the phrase
by cause, influenced by Old French par cause de “ by reason of"

FOR - 3 (conjunction) literary because; since. Origin: Old English; probably a
reduction of a German preposition meaning before ; related to German fur, also
to fore.

SINCE - 2 (conjunction) for the reason that; because. Origin: late Middle
English: contraction of obsolete sithence , or from dialect sin ( both from dialect
sithen “thereupon, afterwards, ever since’).

While doing our previous research we have investigated that in fiction the
conjunction because is more often used.

We think that this can be explained by the fact that the conjunction because
is not an ambiguous one. It has only one meaning, that is the denotative (dic-
tionary) meaning. This conjunction is often used because in the subordinate
clause of cause introduced by this conjunction very often the real (proper, neces-
sary, pure) cause is given. As we have mentioned above this conjunction is mono-
semantic and it has some peculiarities in its usage:

- conjunction because can be used in a dialogical speech as an answer to
the question Why? Sometimes the question begins with the words How?, What?,
What for?, What about? In answers the principal clause, as a rule, is absent but the
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clause remains the same subordinate one and the meaning of the principal clause
can be established in the mind of the speaker.

“I don't think there is one of them anxious to make that arrest. | don't think
they could get one of them to apply for a warrant. | mean one of the best. Not one”
“Why?" Ossipon sked.“ Because they know very well | can take care never of part
with the last handful of my wares. I've it always by me” (J.Conrad,p.108).

If the principal clause is used or repeated in the answer then the subordi-
nate clause is very emphatic.” Why do you ask me that?” “I asked because | thought
you might be able to give me an answer”. - Very often the conjunction because is
used with the modal words and particles which give the cause some additional
meaning.

1) contradiction of the negative and positive causes: And that’s why | am

here — not just because I'm your minister, but because | feel like you are a
member of my family.

2) Connection of some causes: However, because general relativity is the
foundation of modern cosmology and astrophysics, and because these
magnetic effects are directly relevant to the physics of quasars and rotating
black holes, the National Academy’s Space Science Board in 1981 named the
experiment as its highest priority in gravitational physics research. (Sci-
ence, p.36)

3) The shade of suppositional, doubtful, possible, limited, partial or explain-
ing cause (by means of modal words such as probably, partly, mostly and
some adverbs such as just, only, etc.) These words are used before the
subordinate clause and intensify its meaning but nevertheless they are
not a part of the subordinate clause, they only clarify its meaning. The
modernist movement had largely faded, partly because the war saw many
deaths of some of its leading figures, but also because some parts of it had
been tainted. ... (J.Orwell,p.ix).

The subordinate clauses of cause very often are used in postposition to the
principal clause, which is the effect of this cause. Interposition is very rare.

But interposition is a very emphatic one that's why it is important to pay
attention to the position of the subordinate clause while doing its translation into
other languages.

If we follow Aristotle’s point of view we can say that all sentences connected
by the conjunction because are sentences with the necessary cause. It can be also
called - pure or proper cause. All actions in such kind of sentences are closely con-
nected .The position of the subordinate clause is not important in such kind of
complex sentences. According to the logics the cause always precedes the effect
but in the English language we see that in the complex sentences with the subor-
dinate clauses of cause, the subordinate clause can take any position in a sentence.
It's important to note that in fiction the postposition of the subordinate clause of
cause is preferred. In the following example we see that the subordinate clause
comes after the principal clause that is effect precedes cause. It was all her own,
because the bargain was at an end (J.Conrad, p.211) in order to test the cause we
can put the question with Why? to the principal clause. Why was it all her own? In
order to change the positions of the cause and effect we can make transformations
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and put the subordinate clause before the main one. After this transformation the
cause remains the same the bargain was at an end and the principal clause, which
expresses the effect, follows this cause. Because the bargain was at an end, it was
all her own. But if we make his transformation and put the subordinate clause in
preposition to the principal clause we should make some transformations in the
principal clause as well. It's a well-known fact that all sentences in the text are in-
terconnected and it is very difficult to understand the meaning of the sentence
taken in isolation. In our example the meaning of the principal clause is not clear
because of the pronoun “it” which is closely connected with the preceding text. In
this case the pronoun “it” should be changed by a phrase from the preceding text.
In our example we get the following sentence because the bargain was at an end,
she felt herself to be in an almost preternaturally perfect control of every fiber of her
body. The same transformations, i.e. the change of order of cause and effect can be
done in all sentences with the subordinate clause of cause. His generosity was not
infinite, because he was a human being — and not a monster, as Mrs Verloc believed
him to be (J.Conrad, p.208). While analyzing this sentence we can put a question
why?to the principal clause, i.e. to the effect of the situation, and as a cause we get
the subordinate clause. Why was his generosity infinite?

Sometimes one cause can lead to two or more effects as in the following sen-
tences. His troubles are over. Ours are just going to begin, | tell you, precisely because
he did blow himself up (J.Conrad,p.209). In this example the preceding sentence and
the principal clause are effects of a cause expressed in the subordinate clause of
cause. The subordinate clause of cause can be an answer to two questions: Why
are his troubles over? Why are ours going to begin? This complex sentence is closely
connected with the preceding one. The predicate in the principal clause of this
complex sentence is expressed by the construction to be going to which shows the
prediction. The subordinate clause is highly expressive that can be seen in the syn-
tactic structure of it (the use of the auxiliary “did” in the declarative sentence ...he
did blow himself up.... and the use of highly expressive adverb precisely).

The connection between the preceding sentence and the principal clause is
shown by the absolute form of the possessive pronoun ours in the principal clause,
which is the pro-form of the phrase his troubles in the preceding sentence. In the
following sentence we again can see that the transformation doesn't influence the
meaning of the cause expressed in the subordinate clause. Building had to stop be-
cause it was now too wet to mix the cement (J.Orwell, p.47). After transformation we
have the same sentence with the exception that the cause precedes the effect.
Because it was too wet to mix the cement, building had to stop. In the principal clause
the predicate is expressed by the modal verb “to have to “ and notional verb “stop”.
The modal verb “to have to” is the equivalent of the modal verb “must’, but it is
more emphatic. The modal verb “must” is used when we oblige ourselves to do
something. “To have 10" is used when other people or external circumstances im-
pose an obligation. In our example the building stopped because of the external
circumstances, which are the pure cause for this situation.

The conjunction since is used in the scientific literature more often than in
prose.

The main meaning of the conjunction since is the logical comparison of some
actions, which have inner relations. The principal and the subordinate clauses are
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tightly connected and the punctuation marks are rare in such kind of sentences.
And in this he was excusable since it was impossible for him to understand it without
ceasing to be himself (J.Conrad, p.190). It is hoped that many firms will be willing to
give this information especially since they will already have it in the required format for
the purpose of the official statistics (Computer Journal, p.202).

The modal words and emphatic adverbs can be used in such kind of com-
plex sentences as well. But it is interesting to note that they are mostly used not
with the conjunction since but in the body of the subordinate clause and belong to
the subordinate clause of cause as a whole. To be fearlessly outspoken in her opinions
came easily to her since she judged solely from the standpoint of her social position.
(J.Conrad, p.91). The subordinate clauses of cause can be used in preposition and
postposition to the principal clause. Interposition is not observed.

The logical ties between the clauses connected by the conjunction since
are almost the same as for conjunction because. In this kind of sentences we can
speak about necessary or pure or proper cause. The principal clause is the effect of
the cause presented in the subordinate clause. We again can put he question Why?
to the principal clause and the answer is the principal clause. There was no need
for he to stay here since the boy was gone forever (J.Conrd, p.202). Why was there no
need for her to stay there? Since (because) the boy was gone forever. To this kind of
sentence the same transformations as with the conjunction because can be ap-
plied. The places of he clauses can be changed and the cause can precede the ef-
fect. Since (because) the boy was gone forever here was no need for her to stay there.
This sentence is closely connected with the preceding one, which is shown by the
use of the adverb there.

Investigating the complex sentences with the conjunction as we can see
that almost all of them begin with the subordinate clause, that is with the cause.
These subordinate clauses also show the necessary or pure (perfect) cause and an-
swer the question Why?. But as his mind was already made up, this didn’t take long
(J.Conrad, p.209). Sometimes they can show a generalized or sufficient (explana-
tory) cause. And as thought is no respecter of a person, the thought of Chief Inspector
took a threatening and prophetic shape (J.Conrad, p.107). Analyzing this sentence we
can see that the cause in the subordinate clause is of a generalized or explanatory
meaning. It gives the generalized idea of a phenomenon. It is not the pure cause of
the principal clause because“...thought is no respecter of a person” in general. Thus,
we see that the complex sentences with the conditional clause of cause connected
to the principal clause by means of conjunction as can express necessary or proper
cause as well as a sufficient or explanatory one. The position of the subordinate
clause with this conjunction in the complex sentence changes its semantics. For
instance, the preposition of the subordinate clause shows the logical explanation
of the effect of the principal clause or refers to some known cause. Moreover, the
preposition of this subordinate clause very often shows that this conjunction as
has not only causal but the temporal meaning as well. In the post position we
can also speak about two meanings of the conjunction as. The observation that the
brightness of the bulb decreases as additional material is inserted in series is used to
ensure the intensity of the current and that such material offers an obstacle to the flow
(Science, P.1053).
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We can put two questions to the principal clause in this case. One of them is
with the word Why? And the other with the word When? Why does the brightness of
the bulb decrease? — As (because) additional material is inserted in series. When does
the brightness of the bulb decrease? - As (when) the additional material is inserted.

But sometimes there are cases when the subordinate clause expresses the
pure or necessary cause. In such cases very often the punctuation marks divide the
principal and the subordinate clause. The whole affair is reversible by construction,
as there is no friction and the collisions are perfectly elastic (Science, p.1227). In the
sentences where the conjunction as has the causal and the temporal meanings the
punctuation marks are rarely used.

The conjunction for is used more freely in this type of sentences. Very of-
ten it connects two simple sentences and in this case the conjunction is used at
the beginning of the second sentence. In this case we do not speak about a com-
plex sentence with cause effect relation but about two or more simple sentences
logically connected by cause and effect relations. This difficulty had its bearing
upon his reputation, upon his comfort, and even upon the efficient performance of his
duties. For, if Michaelis no doubt knew something about this outrage, the Chief Inspec-
tor was fairly certain that he didn’t know too much (J.Conrad,p.105). The character of
the cause in this case is an explanatory one because it is not the real cause of the
Inspector’s difficulty.

“Poor! Poor!” stammered out Stevie, pushing his hands deeper into his pockets.
...He could say nothing; for the tenderness to all pain and misery, the desire to make
the horse happy and the cabman happy, had reached the point of a bizarre longing to
take them to bed with him. And that he knew was impossible. For Stevie was not mad.
It was a symbolic longing; and at the same time it was very distinct, because springing
from experience, was the mother of wisdom (J.Conrad, p.139).

This paragraph is a very interesting one from the cause-effect relations. All
sentences are closely connected by these relations. And cause effect relation unites
the whole paragraph. The causes expressed in the clauses with the conjunctions
for do not show necessary or perfect cause but the sufficient or explanatory one.

Why could he say nothing?- for the tenderness to all pain and misery, the de-
sire to make the horse happy and the cabman happy, had reached the point of a bi-
zarre longing to take them to bed with him;

- for that he knew was impossible.

- for Stevie was not mad;

- for it was a symbolic longing;

- for atthe same time it was very distinct, because springing from experience
, was the mother of wisdom.

As we have mentioned above the cause-effect relations are not so tight
in for sentences as in the complex sentences with the conjunctions since and
because, that's why these relations are very often expressed by independent
sentences which are connected by the conjunction for. In a complex sentence
the principal and the subordinate clauses are often divided by punctuation marks
(comma, semicolon). But their efforts were rewarded; for the harvest was even big-
ger success than they hoped ( J.Orwell, p.43). Sometimes such clauses are used in
brackets. With some difficulty ( for it is not easy for a pig to balance himself on a lad-
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der) Snowball climbed up a set to work , with Squeler a few rungs below him, holding
the point-pot. (J.Orwell, p.15).

Thus, having analyzed the semantics of the cause-effect relations in the
complex sentences with simple conjunctions (because, since, as, for) we've come
to the conclusion that the conjunction because has the widest use in such sen-
tences. It comes from the fact that this conjunction is monosemantic and the cause
expressed in the subordinate clause is of necessary or pure (perfect) character. The
complex sentences with the conjunction since have the same semantic relations.
Concerning the sentences with the conjunctions as and for we can say that they do
not always show the necessary or perfect cause very often they express efficient or
explaining cause. This phenomenon is very important for the translators who work
with the English texts and translate them into the other languages.

References
1. Song Lae Jung. Causatives and Causation: A Universal-Typological Perspective. London &
New York: Longman, 1996.
2. Podoliuc T. The Usage of the conjunction “since” in the complex sentences. Chisinau. USM.
1995.
Sowa John F. Process and Causality . New York, 2000
Wikipedia, the free encyclopedia.
Conrad J. The Secret Agent. London: Penguin books.1994.
Orwell J. Animal farm. London: Penguin books.1989.

o AW

80




LINGVISTICA S| GLOTODIDACTICA

HOW TO MAKE ANALYTICAL READING MORE?

Maria PRIANICOVA
Universitatea din Tiraspol

=

Articolul este dedicat procedeielor de lucru la disciplina “Lectura Analitica” Sunt
trasate metodele de dezvoltare a deprinderilor de lecturd analiticd a textului englez la
nivel lingvistic, mai apoi la nivel stlistic prin evidentierea figurilor de stil la nivel fonetic,
lexical, grammatical si syntactic. Referitor la semanticd analiza se face in baza partilor
de vorbire, analizei semantice detaliate a lor.

Este luatd in consideratie implicatia, titlul, mesajul, activitdti communicative :
jocul pe roluri; crearea /transformarea unui dialog; activitdti de gdsire a informatiei,
de luare a decizilor; scrierea unui cintec, unei poezii; utilizarea jesturilor, tablourilor; de-
senarea unui tablou; un interviu;scrierea unei scrisori,etc.

Modul de lecturd analiticd ii motiveazd si stimuleaza pe studenti sd citeasca
capitolul cdrtii, cartea pind la sfirsit.

There is no definite scheme of planning Analytical Reading classes. But at
first the teacher and students speak about the author, his epoch, life, works, etc.
The title of the story may be discussed here as well. Then students may write a vo-
cabulary dictation, render the events.

The next step can be dedicated to linguo-stylistic analysis. It usually in-
cludes discussion of the following well-known points:

1. Plot and plot structure.

2. System of images and means of characterization which may be

-direct: positive/negative characters;

-indirect:

a) presentation via action-deeds, gestures, physical portrayal;

b) speech characteristics-style, emotions, education, occupation, attitude to

sth;

) psychological portrayal, motives’ analysis;

d) description of the world of things that surround the character;

e) the naming of characters.

3. Narrative method (the main character, a minor character, the omniscient
author, the observer-author).

4. Tonal system (reproach bitterness, irony, drama, humour).

Then the story can be analyzed from stylistic point of view, i.e. students find
stylistic devices at phonetic, grammatical, lexical and syntactic levels.

As alternative, the teacher may give attention to semantics. Students can
be offered to take 100 words from the given abstract and count how many times
notional parts of speech (mainly nouns, verbs, adjectives, pronouns and adverbs)
were used by the author. After making a comparative chart students discuss au-
thor’s purpose of using the most frequent part of speech, it should be connected
with psychological implicitly of the abstract’s message.

Students are offered to classify nouns due to the following semantic
groups:
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1. living being/thing.

2. substances.

3. natural phenomena/process.

4. abstract notions.

Verbs can be divided into the following classes:

1. Actional verbs which denote actions proper.

2. Statal verbs which denote state/relations.

3. Modal verbs which show only the attitude of the speaker towards the ac-
tion/state/process/quality.

The division of verbs into terminative and non-terminative depends on the
aspectual characteristics in the lexical meaning of the verb which influences the
use of aspect forms.

Terminative verbs besides their specific meaning contain the idea that the
action must be fulfilled and come to an end, reaching some point where it has logi-
cally to stop(sit down, come, fall, stop, begin, open, close, shut, die, find).

Non-terminative, or durative verbs imply that actions or states expressed by
these verbs may go on indefinitely without reaching any logically necessary final
point (run, carry, walk, sleep, sit, live, know, talk).

The end, which is simply an interruption of these actions, may be shown
only by means of some adverbial modifier:

e.g. He slept till nine in the morning.

Adverbs can be characterized according to their syntactic functions in the
sentence.

Adjectives play a very important role in narration for they describe context
event carrying emotional colouring. Adjectives can denote:

l. Quality.
Il. Dynamic quality.

lll. Relationships.
IV. Pertaining to sb/sth.

Subclasses of guality (I) can describe:

-existence (alive, dead, born, twin, silver, gold, new, grown-up, old);

-condition (solid, liquid, hard, plastic, heavy, blue, sweet, loud, squary, small,
huge, wide, deep);

-number and quantity (many, much, slight, extra, enough);

-having life (bad, healthy, tired, sane);

-physiological condition (hungry, sleepy, drunk);

-psychological state (learned, amateur, doubtful, optimistic, trustful);

-emotional state (jealous, proud, resolute);

-able to do sth (creative, capable, effective), etc.

Adjectives denoting dynamic quadlity (Il) characterize social behaviour (mor-
al, obedient, willful, generous).

Adjectives denoting relationships (lil) characterize:

-agreeing (equal, similar, childish);

-conforming/contrary to fact/reality (false, true, usual, normal, logical, ideal,
worthless, honourable);

-being the cause of sth(harmful, painful, thrilling, horrid, offensive, astonish-

ing);
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-possessiveness (wealthy, own, future, current, immediate, timely, outside,
frontal, compact, lone).

Adjectives denoting pertaining to sb/sth (IV) characterize:

-belonging to natural phenomena (solar, southern, atmospheric, local, mus-
cular);

-belonging to public events (national, feudal, federal, white-collar, military,
criminal, cultural, philological).

The next step is to analyze pronouns, what subclass they belong to (per-
sonal, possessive, indefinite, etc). Such info contains implication as well as, for ex-
ample, when the author begins his narration with “he” or “she” he makes us think:
“Who is this person? What is his occupation, appearance?” The reader is strained.
Special attention should be given to “This’, it’s either disdain or the way to show
already known person/object.

Having analyzed semantic value of emotional parts of speech students are
offered to work at implication (or vertical context).

While analyzing a story students should feel its emotional, expressive and
evaluating influence. The message of the story will be understood and remem-
bered if the book has touched emotions. To understand implication of the story
students must have background knowledge.

e.g. Two of the boys are wearing your Melton overcoat; | hope you don't
mind. (Saki)

“Melton overcoat” means that the cloth is of high quality, usually dark grey.
It may be the best thing that character possessed. So he’s angry that somebody is
wearing his coat.

Such info is usually included into dictionaries, references to books (on the
back cover), and teachers should pay attention to it, discuss it with students, even
if it seems to be a detail. Sometimes a simple name can bear a reference:

e.g. - But | think really | want to be a hospital nurse. | like nursing and sick
people.

-What about massage? suggested Nurse Hopkins.

-Oh, Norland? You're fond of children. There’s good money to be made in
massage.

(Agatha Cristie)

“Norland” was a medical institution for children nurses. The speakers know
it, but the readers need a commentary.

Reading literature of the XXc. students must be ready to meet quotations.

e.g.'I'm afraid it’s the beginning of the rift in the lute”

‘What lute?’ said her mother.

‘It's a quotation; said Eleanor.

To say that anything was a quotation, was an excellent method in Eleanor’s
eyes, for withdrawing it from discussion, just as you could always defend indiffer-
ent lamb late in the season by saying:‘It's mutton!”(Saki)

Reacting to the quotation a person becomes a part of the company. The
quotation may show the age and social position of the character:

e.g "But | think really she only seems half-witted because she’s being so
frightfully careful!

‘Careful? Careful about what?’
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‘Oh, just careful. Mainly, limagine about her accent, she’s got quite a brogue,
you know, or else about the right fork, and any literary allusions that might be fly-
ing around”(Agatha Cristie).

The title of the story may have implication as well, it may frame the message.
Let's analyze Katherine Mansfield’s title “The Daughters of the Late Colonel”. “The
Late” may mean“dead”,“ex-, colonel is aged, and his daughters (not“children”) can’t
be young. Colonel belongs to the well-born and rich family (otherwise we would
have his title).In Mansfield time colonel’s pension was not a big one. Colonel has
brought his habits to the family; his daughters’ life is not a pleasant one. The girls
grew up without mother; she probably died when they were children (otherwise
they would not be mentioned as daughters of their father only). So, the life of the
daughters was sad, scanty.

Quite often we may find quotes from the Bible and Shakespeare.

e.g.“Why, being so hard-working, have | so little free time? Well, well, it sinks,
and | am ready to depart.” (M.Innes)

Implication may illustrate moral, ethic values of time, social way of life.

E.g. “Susan Melberly was a charming woman, but she was also an aunt”
(Saki)

Children, whose parents served in a distant British empire, were brought up
in England by their relatives, usually aunts. Aunts were occupied with their private
or social life, so they didn't care of the nephews/nieces. Saki underlines his antipa-
thy against “aunties” or female relatives in general.

Having analyzed implications students may be offered to discuss the mes-
sage of the abstract or the whole book.

The final, but a very important step is teacher’s using communicative ac-
tivities based on semantics, implication, data about the author, his techniques.
Though one may consider it to be inappropriate, practice shows that students be-
come more motivated at Analytical Reading classes.

Teacher may operate with any well-known communicative technique: role-
play; composing/transforming a dialogue; information gap activities; brainstorm-
ing; fact-finding; problem solving; sharing personal experience; writing a poem/
song; using gestures/objects/pictures; drawing a picture; writing a drama script,
acting; composing a true/false chart; listing; interview; writing letters; matching;
making a plan with schemes/GOs, etc.

By the end of the class teacher should sum up the events and motivate his
students to further reading the book.

Practical results show that students like communicative activities, even if the
process takes 2-3 classes. And if the teacher varies his/her traditional teaching at
Analytical Reading studies, inspires learners, there is a chance the story will be read
till the very end. Thus, the message of the book will be received, students will use
problem solutions in their lives and teacher’s objectives will be achieved.
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MOTIVATIA APARITIEI LOCUTIUNILOR
VERBALE iN LIMBA ROMANA

Angela SAVIN
Universitatea Liberd Internationald din Moldova

Selon notre opinion, la disparition de la catégorie de I'aspect et de I'’Aktionsart
du latin, conditionnée par la destruction du synthétisme, a fait que le roumain s'est
retrouvé dans la situation ou il a da créer d'autres modalités pour exprimer les valeurs
perdues.

La destruction du systéme du synthétisme a motivé, du point de vue linguis-
tique, I'apparition des locutions verbales, capables d’exprimer le concept sémantique
de l'aspectualité.

L'apparition et [évolution des locutions verbales en tant que modalité
d'expression des vides apparus dans la langue (les locutions verbales pouvant expri-
mer l'aspectualité) se manifeste dans ce cas en qualité d'expression de la force motrice
du développement de la langue.

Les locutions verbales bi-sémantique confirment l'idée d’'une possibilité de
désigner par la méme locution verbale deux types du développement de I'action.

Prezenta lucrare, prima de acest fel, demonstreaza in ce masura locutiunile
verbale exprima aspectualitatea in limba romana prin redarea categoriei lexico-
gramaticale a modului desfasurdrii actiunii (sau asa-numitul Aktionsart, termen de
origine germana), categorie ce desemneaza tipul desfasurarii unei actiuni, precum
si a categoriei lexico-gramaticale Terminativitate: Aterminativitate, categorie ce
exprimd limita interioara a unei actiuni.

S-a aratat nu o data ca formele analitice iau nastere din necesitatea de redare
explicita a sensurilor gramaticale, ca deseori formele sintetice dispar in situatiile,
cand o limba, datorita bilingvismului subrezindu-si sistemul, este nevoita sa-si for-
meze modele de exprimare mai clare, explicite. Acest fenomen este realizat atat
prin constituirea unui singur cuvant, lipsit de marcantul morfematic, cat si prin
aparitia imbindrilor analitice, in speta a LV. Daramarea sintetismului este produsa
si de erodarea partii finale a formelor cuvintelor. Astfel, in limba latina distrugerea
flexiunilor incepe mai degraba in graiurile rustice — ,rusticitas” - decat in cele de la
oras — “urbanitas” — din cauza ca primele mai greu erau supuse influentei norma-
tive a sistemului flectiv (Karaseva, 1989, 47).

Dupa parerea noastrd, disparitia categoriei aspectului si a Aktionsart latine
pe parcursul dezvoltdrii limbii a pus limbile romanice, in special limba romang,
in situatia de a crea alte modalitati de redare a valorilor pierdute. Astfel in limba
romana vor capata o mare amploare LV. Aceasta ar fi una dintre cauzele care va
determina aparitia lor.

Latina a fost limba care, pe langa categoria aspectului, redata prin tema
prezentului si perfectului, poseda si exprimarea diferitelor tipuri de Aktionsart. Se
stie ca in latina ele erau numeroase si erau exprimate cu ajutorul unor morfeme
speciale. Deseori analitismul ia nastere din cauza ca forma interna, adica morfemul
care reda o anumita valoare gramaticald, se destrama.
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In romanica rasariteana categoria Aktionsart latina ca sistem organizat mor-
fologic se destrama. Pana la urma valorile intensive, diminutivale etc. ale verbelor
, candva derivate, se pierd, chiar atunci cand se mentine in romana intreg cuplul
intre verbele primitive si cele derivate (de ex.: circitare (cerceta) - circare (cerca); ligi-
nare (legdna) - ligare (lega); traginare (trdgdna) — trahere (trage). Constatam, deci,
0 anumitd pierdere. Dar limba nu tolereaza o astfel de lacuna, ea incearca alte cai
pentru a-si restabili echilibrul.

Romadna va completa intr-o anumitd masura aceasta deficienta. Dar, de
aceasta data, cu elemente de alta natura. Cercetatoarea L. M. Skrelina observa
just ca drept imbold pentru schimbari in limba serveste solutionarea contradictiei
dintre necesitatile comunicdrii care apar in societatea in dezvoltare si mijloacele
de limba existente care servesc pentru exprimarea noului continut (Skrelina, 1970,
12). Intr-adevar, ceea ce in latina era redat prin afixe, in limba romani va fi redat
prin imbinari de cuvinte. In felul ar3tat ia nastere una din caile de formare a sintag-
mei. “Pentru limba latina este mai caracteristic combinarea cuvintelor in propozitie
decat imbinarea de cuvinte propriu-zisa. O tendinta opusa se va cristaliza in con-
tinuare in limbile romanice in care imbindrile de cuvinte vor inldtura pe alt plan
combinarea cuvintelor in propozitie” (Budagov, 1971, 274).

De mentionat ca LV s-au format de la imbinari de cuvinte initial libere. Se
procedeaza la trecerea de la elementele de pe axa paradigmatica la cele de pe axa
sintagmatica (Repina, 1973, 10). Componentele locutiunii pe parcursul dezvoltdrii
limbii se desemantizeaza, dar nu definitiv ca la axa morfematica (ca in ex. am fdcut).
In cazul formarii LV “lexicalizarea se manifesta in transformarea unitatii nivelului sin-
tactic in unitatea nominatiei, adica in schimbarea statutuluilingvistic al constructiei
sintactice motivate” (Tronenko, 1991, 6). Locutiunea nou aparuta gaseste o moti-
vare glotica: s-a destramat un sistem si s-a consolidat altul. in aceasta consta tre-
cerea de la sintetism la analitism. Elementele din axa sintagmatica nu sunt atat de
siste-matizate ca in cea morfematica, dar isi indeplinesc functiile in conditiile de
limba nou aparute. De exemplu, Aktionsart incoativa este exprimat prin afixe in lim-
ba latina si rusa ca fiind limbi sintetice: lat. florescere, rus. zatsvesti. Pentru a desem-
na acelasi tip de Aktionsart limbile romanice recurg la o sintagmd, componentul
auxiliar al careia indeplineste functia afixelor din limbile sintetice. De ex.: rom. a da
in floare. S-a recurs la utilizarea constructiilor analitice, unele fiind utilizate pentru
denumirea unor realii (actiunea ingresiva - a incepe, a inflori), altele - pentru a de-
numi anumite subtilitati (actiunea incoativa - a da in floare ce marcheaza inceputul
unei actiuni cu o trecere in alta stare de a fiin floare) (Savin-Zgardan, 1990, 34-44).

Bineinteles, inlocuirea verbelor latine ce denumeau categoria Aktionsart in
limbile romanice nu a fost un proces uniform, nu a constituit o inlocuire mecanica
a mijloacelor gramaticale. Un timp anumit, pe semne, aceste mijloace de realizare
a categoriei Aktionsart coexistau in limba, pana cand noul mijloc de exprimare a
sensurilor nu a inlocuit pe cel vechi. E. A. Referovskaia, analizand caracteristicile
sintaxei limbii latine scrise in perioada preromanica (sec.VI-VIl) de pe teritoriu fos-
tei Galii, mentiona ca de acum in limba latina scrisa in care patrundeau elemente
ale limbii vorbite erau atestate constructii verbale pentru desemnarea categoriei
aspectului (aici: Aktionsart ingresiva - n.n.). De ex., verbele ce desemnau inceputul
actiunii: coepi, incipio, ordior erau urmate de un complement infinitival (Referovs-
kaja, 1966, 43). In latina clasica verbele incipiente erau urmate de gerunziu.
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In acest mod se manifesta problema motivatiei aparitiei locutiunilor verbale
care urmau sa desemneze categoria aspectualitatii in limba roména, categorie ce
isi capata exprimarea prin categoriile lexico-gramaticale Aktionsart si Terminati-
vitate: Aterminativitate. Categoria gramaticald - cheie a campului conceptual al
aspectualitatii — aspectul — nu isi gaseste exprimarea in limba romana.

O problema, legata indisolubil de motivarea aparitiei locutiunilor verbale in
limba romand, este posibilitatea uneia si aceleiasi locutiuni verbale monoseman-
tice de a denomina concomitent un singur sau mai multe tipuri de desfasurare
a actiunii. La fel, apare o problema extrem de importanta si totodata, dificila, si
anume: posibilitatea limbii de a denomina, cu ajutorul uneia si aceleasi locutiuni
verbale polisemantice, diverse moduri de desfasurare a actiunii. Mai jos vom
prezenta cateva exemple de locutiuni verbale bisemantice ce vin sa exemplifice
ideea posibilitatii de desemnare de una si aceeasi locutiune verbald a mai multor
tipuri de desfasurare a actiunii, dat fiind faptul ca fiecare sens inglobat in structura
semica a ei schimba regimul verbal, astfel desemnand o alta desfasurare a actiunii
si 0 altd Terminativitate : Aterminativitate.

Locutiunea verbala A da inapoi inglobeaza doua sensuri ce conditioneaza
diferite tipuri actionale: o actiune orientata motoric, iar alta - rezultativa: 1. a se
retrage, a renunta a. rezultativa T. ...si in loc impengdndu pre lui Cantemir si tur-
cii incepusd a sa da inapoi (M. Costin, 105). Pintilie intrd anevoie pe usd, cu pdrul
zbarlit si ochii infricosati. Observand cd mai este cineva, ddadu inapoi (M. Sadoveanu,
DT, 167). Constatarea acestui adevdr, in loc sG indemne pe Anicuta a deveni din nou
agresiva, o fdcu, printr-o instinctivd pornire a sufletului femeiesc impotriva a tot ce e
actiune violentd, sa dea inapoi (D. Zamfirescu, 345); Pe dumneata te-a iubit mult si
mi-a spus chiar cd, dacd ar sti cd suferi, nu s-ar da inapoi de a md insela cu dumneata
(G. Calinescu, EO, 157). 2. a inapoia, a restitui, a. rezultativa, T. ...altii il luau peste
picior de-a binelea, iesind de la el cu tabachera plina de tutun sau cerandu-i imprumut
tot felul de lucruri, fard sé se mai gdndeascd a i le da inapoi; dar la toti le era simpa-
tic... (D. Zamfirescu, 380). Foarte bine, am zis, dacd a dori sé i-l dau inapoi, i-| dau si
gata (apartamentul) (M. Preda, CIP, 163).

La fel si locutiunea verbald A se da inddrdt se afla in raport de sinonimie cu
precedentalocutiune. 1. aintoarce, arestitui, a. rezultativa, T. ... bdrbatul-meu, dupd
ce ramdsese vaduyv, i-o daduse pe Leana de suflet. Nu vrusese sd-i dea lui barbatu-meu
fata indadrdt (Z. Stancu, 26); 2. a da inapoi, a se retrage —a. orientata, T. Ostrogotul
infipse repede degetul in obrazul lui Bobby, din care tdsni afard un cocolos de hartie.
Bobby se dadu iute indarat (G. Calinescu, CN, 77). Oamenii se dadura cdtiva pasi
indarat si iar se pdlcuird, spre poartd, in mijlocul drumului, nedndurdndu-se sa intre
pe la case (C. Petrescu, 129).

Locutiuneaverbald Adaoloviturd desemneaza lafel doud sensuri ce necesita
un diferit regim verbal: 1. actiune singulard de alovi (pe cineva), a. monosecventiala,
T. ...Usa bordeiului nu se deschidea. Un sergent ii dete o formidabild lovitura cu
patul pustii, iar uga sdri din tatani (D. Zamfirescu, 337); 2. fig., a rdni (pe cineva), a.
rezultativa, T. Curdnd insa ii déadui o lovitura care o rdni addnc. Nici nu stiu dacd
aceastd rand s-a mai inchis vreodatd in sufletul ei (M. Preda, CIP, 54).

Locutiunile de mai jos exprima, la fel, doua sensuri, fiind corelate fiecare
din ele cu doua tipuri diferite de desfasurare a actiunii: A da nastere - 1. a naste, a.
monosecventiala, T; 2. a creq, a produce, a cauza, a. ingresiva, T. El nu mai putea
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vorbi mdtuse-sei despre relatiunile Aglaei cu Scatiu, fdrd sa dea nastere la tot felul de
explicatii... (D. Zamfirescu, 132). in curdnd Silivestru se convinse cd metoda lui de a
consulta destinul era gresitd si putea da nastere la gesturi nechibzuite (G. Calinescu,
CN, 227);

Mentionam cd schimbarea numarului la substantiv duce la schimbarea tipu-
lui de desfasurare a actiunii: A da semne - aici. 1. actiune repetatd de a semnala
(ceva), a face gesturi, miscdri repetate, a. iterativd, AT. Pe cdnd el vorbea, incdlzindu-
se din ce in ce mai mult, Ana da semne de nerdbdare (D. Zamfirescu, 283); 2. a da
dovadd, a manifesta a. rezultativa, T. Sdptdmdna parlamentard care a trecut ... - ne-a
dat unele semne certe cd parlamentul e pe cale sa divorteze definitiv de diletantism
(LA, 1990, N 22, 2);

A da voie - aici: 1. a permite (cuiva). ...va da voie cuiva (CRI, 76). Numai sd le
de voie impdrdtia sd scrie moldovenii la lesi cu rugdminte si cu imbundturi (. Neculce,
91). Inconjuratd de sapte copii ce plang de foame, imbréncitd de la usa bogatului, unde
nu i se dete voie a impdrti nici faramiturile cu cdinii lui, ticdlosia o apdsad sub greul
ei genunchi (C. Negruzzi, 275). - N-ai decdt sa te insori si tu, rupse tdcerea Agespina,
noi nu te tinem! — Nu md tineti? Md asteptam sd va bucurati, nu sa-mi dati voie! (G.
Calinescu, CN, 175); 2. a ldsa sd intre, a. rezultativa, T. ...Jim, ridicdndu-se, apucd cu o
mdnd inelul de sus si cu alta cordonul de pdnza si dadu voie deplind induntru mirosu-
lui de pulbere udad si racorilor de prund (G. Calinescu, CN, 11).

Locutiunea verbald A face haz poseda doua seme care desemneaza doua
tipuri de Aktionsart, ambele Aterminative. A face haz - aici: 1. a se veseli, a.
evolutiva, AT. Taicd-sdu facea haz. Dacd venea spre seard la pravdlie, il luam in cdrca
si strabdateam cu el ulita mare, jumdtate din oras, il duceam acasd... (Z. Stancu, 325).
Acum a crescut, e domnisoard in toatd puterea cuvdntului... Dar face un haz cand
ii aducem aminte! (C. Petrescu, 125); 2. a face glume pe seama cuiva, a-si bate joc, a
rade (de cineva sau de ceva), a. relationala, AT. Femeia iesi cu mdna la gurd, rusinata
de tot. In urmdi, cei doi boieri fdceau un haz nespus, uitdndu-se unul la altul, uréti si
bibidinosi ca doi satiri (D. Zamfirescu, 198). Si dacd nu ti-ai mdritat fata, auzi cum ti-o
strigd de sus, din varful dealului, fldcdii, cu strigate de rusine... Asteptdm strigdturile,
sd facem haz (Z. Stancu, p. 148).

Locutiunea verbala A face impresie contine doua sensuri ce conditioneaza
diferite tipuri actionale: o actiune relationala si alta rezultativa: 1. aimpresiona, a
face efect, a. relationala, T. Povestirea Agespinei fdcu asupra asistentei o impresie
profundd, manifestata printr-o lunga tdcere meditativd (G. Calinescu, CN, 269); 2. a
pdrea cd..., a. rezultativa, AT. Petricd Nicolau nu-mi fdcea impresia cd ar fi stapdnit
de o viziune apocalipticd (M. Preda, CIP, 110).

Locutiunea A(-si) face loc este la fel polisemantica, semele responsabile de
desfdsurarea actiunii desemnand o actiune neorientata motorica si una rezultativa,
ambele Terminative. - 1. a se feri, a se dala o parte (pentru a permite trecerea cuiva sau
amplasarea a ceva), a. neorientata, T. Poporul loc i face tacut si umilit (M. Eminescu,
|, 63). Si trase un scaun si toti facura loc unei fete care apdruse la masa noastrd ca
din pdmant ... (M. Preda, CIP, 59). Ziarul cu pricina a tipdrit prima parte in foileton...,
pentru a face loc la exercitiile de traducdtor la care se deda un ginere al directorului. ..
(C. Petrescu, 555); 2. a se rdspandi, a. rezultativa, T. Isi mai fdcea loc in el o simtire de
curiozitate pentru figura aceea mohordtd si asceticd din preajma lui, care avea totusi
fata zambitoare (M. Sadoveanu, DT, 133).
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Locutiunea verbala A face cu ochiul contine doud sensuri ce conditioneaza
diferite tipuri actionale: monosecventiala si orientata. — 1. a clipi din ochi cu o intentie
anumitd, a. monosecventiala, T. Cat despre Scatiu, el venea in urma trdsurii. .. Era ra-
dios si din cdnd in cdnd facea cu ochiul avocatului (D. Zamfirescu, 152). - Da, fd, da.
Seamdnd leit cu frate-meu, cu Dumitrache... Ne face cu ochiul. Lui nenea Dumitrache
ii creste inima de bucurie (Z. Stancu, 151); 2. a ardta (pe cineva sau ceva) din ochi, a
semnala cu privirea in anumita directie, a. orientata, T. — Care-i dla, md, care a dat in
tata? Oamenii rddeau si facurd cu ochii la baci. Stoica venila el (D. Zamfirescu, 134).

Locutiunea verbala A face (un) semn poseda doua sensuri, doua seme dife-
rite ce dicteaza diferite tipuri de desfasurare a actiunii: 1. a ardta, a misca (capul,
mdna) in scopul indicdrii a ceva, a. monosecventiala / neorientata, T.. ... au si facut
s@mnu de luard pe Duca-vodad (I. Neculce, 89). Din tronu-i se coboard, cu mdna semn
ii face / Ca-n sus sa il urmeze pe-a codrilor potecd (M. Eminescu, |, 85). Bditdnasul facu
semn repede cu capul, de sus in jos (M. Sadoveanu, DT, 137); 2. a da indicii in legdturd
cu o intdmplare viitoare, a prevesti, a. monosecventiala, T. insd vine un ceas cand
Domnul Dumnezeu face un semn (M. Sadoveanu, 13).

Concluzii:

1. Rezolvarea contradictiei de ordin extern dintre necesitatile comunicarii
care apar in societatea in dezvoltare si mijloacele de limba care servesc pentru
exprimarea noului continut apare in calitate de lege generala si universala a pro-
gresuluiin limba. Dupd parerea noastra, disparitia categoriei aspectului si a Aktion-
sart din latind, conditionata de destramarea sintetismului, a pus limba romana in
situatia de a crea alte modalitati de a reda valorile pierdute. Destramarea sistemului
sintetismului a motivat lingvistic aparitia LV care sunt apte de a reda conceptul
semantic al aspectualitatii.

2. Aparitia si evolutia LV ca modalitate de exprimare a golurilor aparute in
limba (LV fiind in stare sa redea aspectualitatea) se manifesta in acest cazin calitate
de expresie a fortei motrice a dezvoltarii limbii.

3.Locutiunile verbale bisemantice vin sa exemplifice ideea posibilitatii de
desemnare de cdtre una si aceeasi locutiune verbald a doua tipuri de desfasurare
a actiunii, dat fiind faptul ca fiecare sens inglobat in structura semica a locutiunii
schimba regimul verbal al ei, astfel desemnand o alta desfasurare a actiunii si o alta
Terminativitate : Aterminativitate.
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MOTIVATIONAL ASPECTS OF SECOND LANGUAGE
LEARNING

Silvia SOFRONIE

Olga DIMO,
Free International University of Moldova

Les processus économiques déroulés en période de la globalisation de Iécono-
mie mondiale et la création de la société de l'informaion conférent les possibilités de
diversification des contacts internationaux, de l'ouverture sur le monde et de la crois-
sance de la migration de la population active inocupée dans les pays développés. Ces
profonds changements socio-économiques conditionnent une nouvelle approche
dans l'enseignement/ apprentissage des langues modernes ot le pluralisme linguisti-
que et culturel devient un enjeu politique de I'Europe. Dans I'article on traite les aspects
socioculterels, économiques, linguistiques et éthiques de la motivation de I'apprentis-
sage et usage des langues modernes en vue de tracer les perspectives de maintien et de
promotion d’une didactique qui crée des compétences de communication.

The process of economic globalization creates premises for a rise in popula-
tion mobility. In search of earning their living, or career opportunities, or finding
permanent residence abroad our compatriots join the thousands of migrants the
Western hemisphere has long been accustomed to. Internal and transborder mi-
gration has never been an extraordinary phenomenon in the West, but the situa-
tion and its socio-cultural and economic consequences are quite new to the vast
post-soviet area.

In order to succeed and adapt themselves to the realities of their target
countries, prospective adult migrants are faced with an acute necessity of making
preliminary acquaintance with their languages and realities.

By virtue of its geopolitical situation Moldova has always stayed at the cross-
roads of cultures and languages. As a result, for our country, multilingualism has
never been characteristic of select individuals, as from their youth our community
members tend to be in direct or indirect (through the media) contact with different
cultures and languages and are thus “open”to becoming familiar with this range of
phenomena [Sofronie et al., p. 54].

In this regard, second language mastering mentioned in the title of this con-
tribution, if looked at through the prism of the linguistic situation in Moldova, ap-
pears to become the learning of the third, fourth or even fifth language. It is just
for the sake of convenience that we refer to the mastering of second language by
adults in order to clearly distinguish between the learner’s mother tongue (first
language) and his target language (second, third, fourth, etc.).

The choice of the second language which a social group may make is usu-
ally determined by a variety of social criteria which would vary with the particular
group concerned. The table below serves to illustrate the hierarchy of motivational
factors in language learning.

Some of the social criteria affect the individual motivations involved in sec-
ond language learning. For example, in the past voluntary social motivations could
determine the choice of the second language learning (French in 19th-century
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Russia, Poland, Romania, etc.). In this case the adopted second language fulfilled
a function other than that of communication: it served as a symbol of civilization,
culture, social class, and perhaps of privilege.

MOTIVATIONS
social individual
voluntary necessary conscious uncons-
. . ) CIOUS
economic pedagogic cultural cooperation competition

Figure 1. Hierarchy of motivational factors

Thus motivational factors can be divided into social and individual ones.
Their further subdivision can be traced along the lines of necessity and conscious-
ness, etc. However, in general, one must say that the choice of a second language
is nowadays much less a matter of cultural prestige than of economic necessity
[Lambert et al., Gardner: p.52].

Another aspect of the problem is the need in a language for technological
reasons. The necessity of a second language for purposes of higher education and
the spread of new technologies has been recognized in some countries for a com-
paratively long time.

The importance of motivation of the learner and the complex sociological
and psychological factors relating to it are still understudied and to some extent
underestimated in foreign language teaching programs. It seems evident that the
learner’s attitude towards the group whose language he/she is learning has a con-
siderable effect on his success in mastering the second language.

Besides, it should be noted that an acquaintance with a foreign language
and culture is not always conductive to overcoming what could be termed as “eth-
nocentrism” as applied to one’s mother tongue and culture and may even have a
reverse effect [Sofronie et al., p.54]. Still, the very process of cognition is sure to help
overcome this state of affairs and thus raise the acquisition potential and to some
extent accelerate the process of foreign language learning.

However, on the whole, the size, cohesion, and status of the cultural group
to which a learner belongs, and the relationship between members of that group
and those who speak the target language is of enormous importance [Lambert:
p.76]

Among the increasing number of attempts to explore the conditions for
successful foreign language learning, factors as age, intelligence, foreign language
learning aptitude, and socio-economic factors have been paid much attention by
researchers.

The age of the second language learner may be a relevant variable. There ex-
ist different opinions [Lennenberg: p.127] as to the critical period for first language
acquisition related to neurological and cognitive maturation in children. A child
learning his first or even second language in a corresponding medium becomes
a creative contributor to the process of communication and not only the passive
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recipient of a cultural tradition. He is subject to a semantic and communicative
imperative.

However, within a formal educational context second language teaching
to children, adolescents and adults appears less successful and natural. The first
language clearly influences the perception and production of the second. The phe-
nomenon of “interference” in phonology and syntax is well known to all teachers.

As the second language learner already possesses a human language, he/
she may have a much less urgent motivation to communicate, although successful
communication lies at the basis of language study and motivates the learner first
of all [Gumpez et al.: p.37]. That is, while he/she may need a second language for
a particular educational or vocational purpose he/she can be engaged in code-
switching and still use his/her first language to communicate with family and
friends if necessary. This widely known phenomenon has been termed as “home-
school language switch” [Lambert: p.32].

Still, the older second language learner may have certain factors in his/her
favour which in part counteract the disadvantage resulting from missing an early
start. Such a learner has a few typical features: he/she

e is more cognitively mature;

¢ has alonger attention span, and

e a longer short-term memory span.

The overwhelming majority of such learners have been taught in school to
reason and use reading skills in approaching new learning situations and tasks.
University students in their first year of studies, for example, who have passed their
Bachelor’s examinations, possess a higher cultural and cognitive level than ordinary
school-leavers. As a result, an adult learner, especially, tends to equate language
with vocabulary. It may be that he tries to identify lexical meanings of individual
words rather than to make predications and thus is slower to learn syntactic rules.

Of course, it should be noted that there is a great difference between the
amount of time for exposure to the first language learnt by a child and that in-
tended for a second language learner. The latter is typically a part-time learner, and
the conditions of learning are quite different. Still, the motivation to participate, to
make statements about things, to understand and be understood, and, last but not
least, to use language creatively, is a marked characteristic of the language acquisi-
tion process with adult learners.

If the learner feels there is little chance that he/she will ever be accepted by
the foreign language speaking community, if he/she feels that he/she will never
get a chance to use the language to communicate, or if he/she feels negatively
towards the other community, then he/she is not likely to learn the language how-
ever much practice he/she does.

The most important motivational factor for any second language learner is
the feeling that what he/she is doing will enable him/her to communicate with
and probably ultimately join a target group of speakers of the language and be
accepted by the latter.
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LES RAPPORTS LOGICO-SEMANTIQUES EXISTANT ENTRE
LAPODOSE ET LA PROTASE INTRODUITE PAR
QUE, DE CE QUE, DE CE QUI

Zinovia ZUBCU
Université Libre Internationale de Moldova

Raporturile logico-semantice si functionale ce exista intre apodozd si protaza
suntanalizate in dependentd de natura morfologica a suportului din apodozd conform
teoriei gramaticienilor francezi R.L.Wagner si J.Pinchon cat si a verbului din protaza si
a distributiei lui deoarece anume de aceste elemente depinde natura raportului logico-
semantic si tipul de protazd, fapt ce ne-a permis sd stabilim noi raporturi intre apodozd
si protazd. Propunem noi principii de clasificare a propozitiilor subordonate si sd facem
o distinctie netd a protazelor introduse cu acelasi conector.

L'analyse des rapports logico-sémantiques et fonctionnels entre I'apodose
et les protases introduites par les mémes connecteurs n'a guére retenu jusqu’a
présent l'attention des grammairiens francais. La présentation de ces rapports
gu'on a dans les grammaires traditionnelles est trés vague, soit purement séman-
tique, soit purement formelle. En réalité les phrases donnent lieu a différents types
de protases nettement différenciées, tant par leurs propriétés structurales que par
leurs fonctions.

Les grammairiens francais exposent différentes classifications des protases.
La majorité des auteurs de grammaires donnent aux propositions subordonnées
introduites par le connecteur que le nom de complétives comme le signalent
R.L.Wagner et J.Pinchon [7, p. 559], terme qu'on ne peut pas accepter, selon nous,
car c'est un nom trop général que «... certains grammairiens appliquent a toutes
les propositions qu'elles soient sujet, attribut, objet, complément circonstanciel ou
qu'il s'agisse de propositions relatives... » (Ibidem).

M.Grevisse distingue trois catégories de subordonnées en se fondant a la
fois sur la nature du mot auquel elles sont assimilables et sur la fonction qu'elles
remplissent dans la phrase par rapport a la principale :

1. Les subordonnées substantives ;

2. Les subordonnées adjectives ou relatives ;

3. Les subordonnées adverbiales [2, p. 1111].

La classification des subordonnées proposée par M.Grevisse est aussi trop
générale et risque d'entrainer de fausses analyses. Le terme de subordonnées rela-
tives tient seulement de la nature morphologique du connecteur. Cette dénomina-
tion est employée par les grammairiens pour les subordonnées qui sont introdu-
ites par les pronoms relatifs qui, que, dont, ou, lequel, laquelle etc. ayant comme
antécédent un nom ou un pronom [5, p. 191; 4, p. 332].

Nous considérons qu'on pourrait nommer ces subordonnées relatives selon
la nature morphologique du connecteur, mais en précisant chaque fois les rapports
logico-sémantiques existant entre I'apodose et la protase et le type de subordon-
née, classification que nous proposons pour toutes les phrases introduites par le
méme connecteur.
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Les protases introduites par que peuvent avoir pour support dans I'apodose
différentes parties du discours d'ou les divers rapports logico-sémantiques entre
I'apodose et la protase et la nature de la subordonnée d’apres la fonction et d’'aprées
la forme pronominale ou conjonctive qui découle de la nature morphologique
du connecteur que et des modalisateurs qui, selon P.Gherasim, « représentent
I'ensemble des supports linguistiques des modalités ; les principaux types de mo-
dalisateurs sont : les semi-auxiliaires de modalité, les verbes au sémantisme interne
modal, les adjectifs et les adverbes modalisateurs, la négation...» [1, p. 195]. Les
grammaires traditionnelles ne prennent pas en considération les valeurs des mo-
dalisateurs, c'est pourquoi certaines protases introduites par la conjonction que
a rapport appositif sont considérées comme subordonnées a rapport attributif.
Lexemple donné par N.Steinberg « Lidée qu'il pouvait échouer ne lui venait pas » ne
comprend pas une subordonnée complément de nom, mais une protase en ap-
position, car elle exprime la méme notion que le nom auquel elle se rapporte, fait
typique pour le rapport appositif.

La subordonnée au rapport attributif et la protase apposition comme terme
de la phrase complexe ont des traits communs et des traits distinctifs. Ces deux
protases se rapportent a un nom ou a un pronom de l'apodose et répondent a la
méme question « quel ».

Cf. Lidée que la mére lui avait donnée lui semblait importante (Mauriac).

Lidée qu'il avait été le complice de la fatalité n'était pas sans l'effleurer (Aymé).

Les deux protases de ces phrases ont pour support dans I'apodose le nom
«idée » et sont introduites par le connecteur « que ». Ce sont les traits communs de
ces protases. La différence entre elles porte sur la nature morphologique du con-
necteur, la protase de la premiére phrase est pronominale d’apreés la forme, fait qui
découle de la transitivité du verbe donner de la protase pour lequel le pronom que
exerce la fonction syntaxique de complément d'objet direct. Le rapport logico-sé-
mantique existant entre I'apodose et la protase du premier exemple est attributif
parce que la protase détermine le nom idée exercant la fonction de subordonnée
complément de nom ; mais celle de la deuxiéme phrase est introduite par la con-
jonction gue d'ou conjonctive d'aprés la forme et fait fonction d'apposition, car elle
exprime la méme notion que le nom idée de I'apodose.

La présentation schématique de ces phrases est aussi différente.

Cf. I-iere phrase Il-ieme phrase
1 1 1 é2é
21

Donc le rapport attributif s'effectue de haut en bas, mais celui appositif se
présente sur la ligne horizontale.

Si 'on examine les noms auxquels se rapportent les protases apposition,
on constate que ces noms sont toujours abstraits et sont d'origine verbale dans
la majorité des cas: la pensée, l'idée, le désir, le sentiment, la crainte, la certitude, la
conviction et d'autres.

Ex. La pensée que son fils y reviendrait la poursuivait sans cesse (Maupassant).

Jiavais le sentiment qu'il souhaitait étre seul... (Mauriac).

Les protases de ces deux phrases peuvent faire fonction de subordonnées
complétives (complément d'objet) si 'on transpose les noms la pensée et le senti-
ment en verbes :
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Elle pensait que son fils reviendrait.

Je sentais qu'il souhaitait étre seul.

Probablement pour cela certains grammairiens considérent cette subordon-
née comme « proposition complétive apposition » et I'introduisent dans le théme
a titre général « Phrase comprenant une subordonnée complément d'objet » [5, p.
103].

L.llia signale qu'il est raisonnable de considérer ces protases comme des
subordonnées en apposition parce qu'elles ont plus de traits communs avec les
subordonnées complément de nom [8, p. 338].

Certains grammairiens ne distinguent pas les protases a rapport prédicatif
des subordonnées a rapport objectif dans le cas ou le connecteur est de ce que, de
ce qui. Dans les chapitres de la subordonnée complément d'objet indirect on ren-
contre des protases se rapportant aux verbes de I'apodose qui expriment quelque
sentiment, quelque mouvement de I'ame du type : étre surpris, étre étonné, sétonner,
étre indigné, s'indigner, sémerveiller etc.

N.Steinberg donne I'exemple suivant : Au vrai, Yves, sa mére, Burthe eussent
été surpris, s'ils avaient assisté a ces visites, de ce qu'il ne s’y passait rien (Mauriac)
[6, p. 100].

Chez M.Grevisse: Il sest indigné quon lui ait fait ce passe-droit (Littré)
[2,p.1116].

Nous considérons qu'il est raisonnable de traiter ces protases dans un
chapitre a part parce que le rapport sémantique existant entre ces subordonnées
et la principale différe de celui des protases régies par les verbes du type : parler
de qch., se plaindre de qch., se souvenir de qch., etc. Les phrases qui contiennent de
telles protases ne se ressemblent que d'apres leur structure.

Cf. Elle se plaignait de ce qu'on la servait horriblement (Flaubert).

Darwin sémerveillait de ce que les petits enfants pussent rire et pleurer
(France).

Les traits communs de ces protases sont : toutes les deux ont comme sup-
port dans 'apodose un verbe transitif indirect et le moyen de liaison est le méme
connecteur de ce que ; la question — de quoi ? Les traits distinctifs : Dans la premiére
phrase entre I'apodose et la protase il y a un rapport objectif, donc la subordonnée
remplit la fonction de complément d’objet indirect. Placée en téte de la phrase,
cette subordonnée garde la méme fonction, car le rapport reste toujours objectif et
dans I'apodose, elle est reprise par le pronom « en » qui prouve cette fonction.

Tr. Qu'on la servit horriblement, elle s'en (COI) plaignait.

Entre la protase et I'apodose de la deuxieme phrase le rapport est prédicatif,
car, placée avant la principale, cette subordonnée remplit la fonction de sujet, donc
les protases de ce type exercent la fonction de complément d’agent, parce quiil
est connu que tout complément d’agent au niveau de la proposition devient sujet
si I'on transforme le verbe de la voix passive en voix active. Donc le méme change-
ment a lieu également au niveau de la phrase.

Tr. Que les petits enfants pussent rire et pleuretr,

cela émerveillait Darwin, ou cela est la reprise de la protase sujet.

On peut ne pas reprendre la protase, fait qui prouve mieux la fonction de

sujet.
Cf. ..j¢étais ennuyé de ce qui était arrivé a son chien (Camus).
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Tr. Ce qui était arrivé a son chien mennuyait.

Quels sontles verbes quirégissent la protase complément d’agent ? L'analyse
des exemples d'ceuvres littéraires permet de citer les verbes suivants : étre surpris,
étre attiré, étre indigné, sémerveiller, se réjouir, s'irriter, s'exciter, s'indigner, etc. qui au
niveau de la proposition sont suivis d'un complément d’agent devenant sujet de
ces verbes employés a la voix active ou a la forme non-pronominale :

Charles fut surpris de la blancheur de ses ongles (Flaubert).

Tr. La blancheur de ses ongles surprit Charles.

Nous considérons que les auteurs de grammaires devraient préter une at-
tention plus grande a la protase complément d'agent car les constructions con-
tenant ce type de protase sont assez nombreuses et présentent de l'intérét a étre
étudiées car, en général, elles ne sont pas analysées par les grammairiens fran-
cais. A.Jeanrenaud donne une petite description des subordonnées complément
d’agent, mais seulement de celles qui se rapportent a la voix passive du type : étre
aimé, étre habité, étre méprisé, étre détesté etc. [3, p. 3231.
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EVOCATIONS DE BRUXELLES DANS LES LETTRES BELGES
FRANCOPHONES DU XIX¢ SIECLE

Carmen ANDREI
Universitaté ,Dundrea de Jos’, Galati

Brussels, the European capital in the XXFt has its own soul and specific atmo-
sphere. A citadel anchored in the past without the aura of other great capitals of Europe
since it lacks a central river, Brussel has been the place of intercultural convergence and
the host of numerous foreign writers, such as Huysmans, Al. Dumas, Baudelaire, Ver-
laine, Rimbaud, V. Hugo, Nerval, who mentioned it with nostalgia and admiration. The
most touching descriptions of the city are to be found with Belgian writers, enamored
by its patrimony values and proud to be part of its spirituality. The naturalist writer
Georges Eekhoud describes the word of hooligans in ill-famed neighborhoods. Another
writer of the same generation, Camille Lemonnier retraces the atmosphere specific to
the city in Bruxelles d'autrefois, with its provincial kind ancient Flemish architecture,
with its impressive attractions, which are touristic sites today, with its bourgeois and
aristocratic traditions and customs. The city changes face at the end of the XIX" cen-
tury, it becomes modern, geometric, an official city of castles and ministeries, an enor-
mous administrative and government apparatus, which irreversibly leads to uprooting
or loss of identity. His touching esthetician’s perspective turns into that of o sociologist
and a psychologist.

Lidée que chaque ville a son ame, son coeur, son atmosphere, son air est,
certes, un truisme. Pour Bruxelles, le truisme est validé, mais il convient de partir
d’un constat amer en quelque sorte : c’est une ville bien ancrée dans son passé,
mais il lui manque la mythologie ou I'aura des autres grandes capitales de I'Europe,
telles que Paris, Rome, Vienne ou Prague, etc, notamment parce qu'elle manque
de fleuve central’. Cependant, les propos de Michel de Ghelderode peuvent
constituer un point de départ dans notre démarche analytique : « elle reste vive
cette petite flamme folle jaillie du phosphorique terreau bruxellois ».

Capitale d'un pays, la Belgique, qui se trouve au centre de I'Europe,
Bruxelles se trouve elle aussi au coeur de la Flandre et abrite un million d’habitants,
francophones dans leur majorité vivant sur un territoire flamand. C'est la ville sans
fleuve : la Senne, la riviére qui traversait jadis la ville a été voltée et, a présent, son
coeur bat dans les souterrains, « le flux tari de la puante petite Senne » comme la
décrivait Camille Lemonnier2.

1 Lécrivain contemporain Jacques De Decker avoue qu'a l'origine de son roman La Grande Roue se
trouve le réve d'écrire un roman sur Bruxelles, mais il y renonce quand il se rend compte qu'il na pas de
point de départ, la ville nayant pas de mythologie personnelle, de passé historique célebre. Il publie
aux éditions Autrement Bruxelles, un guide intime ou il rapporte des anecdotes liées aux écrivains et aux
artistes belges.

2 C.Lemonnier, La vie belge, chap. « Le Bruxelles d'autrefois », dans P. Gorceix (éd.) La Belgique fin de
siécle. Romans. Nouvelles. Thédtre, Bruxelles, Ed. Complexe, 1997, p. 89. Toutes les références seront tirées
de cette édition.
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Bruxelles des écrivains étrangers

Bruxelles a été la terre d’asile de nombreux écrivains étrangers et de con-
fluences interculturelles. Leurs regards aimants ou méprisants sur la ville la rédu-
isent parfois a quelques clichés ou stéréotypes. Tous les écrivains de passage a
Bruxelles (touristes ou exilés, proscrits ouvagabonds) ontarpenté laGrand-Place3, les
Galeries Saint-Hubert*, les abords de la Monnaie, ont robinsonné a travers la
funeste jonction Nord-Midi, « ce canal a lI'envers » selon Jacques Brel, jonction qui
a séparé le Quartier Royal et le Sablon du centre historique de la ville. Méme le
marquis de Sade notait dans son carnet de voyage que Bruxelles était déja au XVIII®
siecle une ville basse et haute a la fois : « cette ville est peu agréable par sa situa-
tion ; il faut toujours monter et descendre dans ses rues ».

Dans les années 1870, Joris-Karl Huysmans recevait au 94 bis rue du Midi
ses admirateurs belges Verhaeren, Lemonnier, Félicien Rops, Théo Hannon. C'est a
Bruxelles qu'il publiera Marthe, roman d’une fille, qui peint les milieux de la prostitu-
tion. Il pense que « Bruxelles est la terre promise des filles et des bieres brunes, le
Chanaan des priapées et des solleries »°.

Alexandre Dumas est stimulé par le symbole de I'esprit frondeur des Bruxel-
lois, le Manneken-Pis®. Pour Baudelaire, nostalgique de Paris, le Manneken-Pis est
le « pisseur » et la fontaine baroque au bout de la rue des Pierres est « le cracheur »,
deux monuments emblématiques des moeurs grossiéres bruxelloises. Il rédige sa
Belgique déshabillée, un pamphlet littéraire d'une virulence inouie que les exégetes
ont justifiée par seules la rancoeur et la maladie.

Le 10 juillet 1873, aprés une beuverie a la Maison des brasseurs, Verlaine tire
deux fois sur son « homme aux semelles de vent », Rimbaud, et le blesse au poi-
gnet. Incarcéré a 'Amigo, la « Vierge folle » médite ses futures Sagesses. Rimbaud
raconte sa décevante aventure avec Verlaine dans Une Saison en enfer, confiée a
I'imprimeur bruxellois Jacques Poot deux mois apres l'incident. Rimbaud compose
a Bruxelles Boulevard du Régent et AlImée (1872) d'oui on cite les vers célebres :

Devant la splendide étendue ou l'on sente
Souffler la ville énormément florissante
Cest trop beau ! c'est trop beau!

3 LaGrand-Place, l'objectif touristique le plus connu de Bruxelles, rassemble les maisons des corpora-
tions. Depuis toujours, elle a été le forum de la vie politique et culturelle et le lieu de grande justice. On
y voit souvent des passants caressant le bras du gisant de la rue Charles Buls et pronongant des voeux.
4 Surnommées le « Parapluie de Bruxelles », les Galeries, crées en 1847, étaient dans la deuxieme moi-
tié du XIXe siecle le point de rencontre des proscrits francais. Victor Hugo méme fait salle comble dans le
cercle littéraire 10, Galerie de la Reine. Dans la Galerie du Roi, le Théatre royal est un monument de vie
culturelle bruxelloise. En 1910, c'est le lieu de la représentation du Mariage de Mademoiselle Beulemans
de Jean-Francois Fonson et Fernand Wicheler. Baudelaire avoue les avoir parcourues « tous les jours huit
fois 250 pas par tour ». De nos jours, les Galeries abritent aussi des commerces et des bistrots huppés.

5  Cité par Joél Goffrin, Sur les pas des écrivains a Bruxelles, Bruxelles, Les Editions de 'Octogone, coll.
« Promenades. Découvertes », 1997, p. 14.

6 Dans A travers la Belgique, il rapporte que la premiére version en bronze de la statuette est sortie en
1648 de I'atelier de Duquesnoy, dit le Vieux et que, six ans plus tard, ce statuaire de la cathédrale Saint-
Michel sera bralé sur la place du Marché a Gand pour avoir violé un enfant de cheeur qui lui servait de
modeéle!
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Lors d'un premier séjour en Belgique, en aolt 1837, Victor Hugo écrit a
sa femme pour lui faire part de ses premieres impressions. Il lui décrit la Sainte-
Gudule, avec ses vitraux et sa chaire exquis. Il arrive incognito a Bruxelles en
1851 en fuyant le coup d’Etat du futur Napoléon Ill. Sa maitresse lui adoucit
I'exil. Il loue le beau panorama qu'il a sur I'Hotel de Ville, « ce bijou comparable
a la fleche de Chartres, une éblouissante fantaisie de poéte tombée de la téte
d’'un architecte »”. Curieusement, il s'intéresse au patrimoine de la capitale belge
et conseille méme ses édiles au sujet de certaines restaurations architecturales,
comme par exemple la vieille tour de la porte de Laeken. Quant aux emblémes de
Bruxelles, il écrit: « Le plus populaire des monuments de Bruxelles, c’est un en-
fant qui “pleut”; une autre fontaine célebre représente un bonhomme qui vomit.
Quelque chose de jovial, d'obscene et de patriarcal. »® Le poeme A Jules J., composé
en aolt 1855 et placé dans le livre cinquieme des Contemplations, est le seul qui
décrive la Grand-Place dans toute son ceuvre. Il conserve cependant un souvenir
agréable de I'hospitalité belge, comme il I'écrit a Van Hasselt : « Certes, ce serait un
bonheur pour moi de revoir votre Belgique, que jappelle presque ma France; je
I'aime ; j'y ai passé des moments bien regrettés, trop courts, hélas ! »°.

Bruxelles et le Théatre de la Monnaie jouent un réle important dans la vie de
Nerval. C'est la qu'il ressent les premiers signes de la folie. Le Théatre offre le décor
de ses amours idéales. Les trois « chiméres » de la Monnaie sont trois femmes qui
hantent son imaginaire. Le poéte s'éprend de la ville : Bruxelles est la « lune de Parsi,
aimable satellite d'ailleurs, auquel on ne peut reprocher que d'avoir perdu, en nous
imitant, beaucoup de son originalité brabanconne »™.

Bruxelles des écrivains belges

On retrouve d'éparses évocations de Bruxelles a la fin du XIX¢ siecle, en pleine
période naturaliste. Dans Voyous de velours (1888), Georges Eekhoud (1867-1924)
décrit le Bruxelles des bas-fonds, des voyous du quartier des Marolles''. Habitué
de la Taverne Greenwich, temple des joueurs d'échecs a I'époque, Eekhoud excelle
également dans la peinture des parias de ce quartier populeux de Bruxelles qu'il
connait profondément'2 Plus tard, Michel de Ghelderode livre un témoignage du
méme quartier : « Le long de cette via populi ou les foules abolies ont moutonné,
cahoté avec les armes, les troupeaux, les juifs, les pelerins, les mendiants, les ba-
gasses, les égyptiatiques — toutes ces humanités magnifiques, érotiques, puantes,
violentes de gestes, cris et couleurs que Breughel voyait passer de sa fenétre en
notre vénérable rue Haute. Oui, le génie y pousse dru, il abonde en ce fief singulier
qui va de la chapelle a la Léproserie de Saint-Pierre-les-Marolles »'3. L'église Notre-

7 Bruxelles. Victor Hugo. Ecrits et correspondances, édition établie par Jean-Marc Hovasse, Bruxelles, Le
Cri, 1994, p. 7.

8 Ibidem, p.12.

9 Cité par Joél Goffrin, op. cit., p. 19.

10 Cité par Joél Goffrin, op. cit,, p. 25.

11 Les Marolles étaient le quartier des ouvriers tailleurs au Moyen Age. Il a toujours incarné le bon
peuple bruxellois au coup de poing facile, mais a la générosité sans limites.

12 G. Eekhoud a passé la majeure partie de sa vie dans la commune de Schaerbeek, au 407, rue du
Progrés. Un autre habitué de la Taverne de Greenwich fut le peintre surréaliste René Magritte.

13 Michel de Ghelderode, Toone et les Marionnettes bruxelloises, cité par Joél Goffrin, op. cit., p. 28.
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Dame de la Chapelle est liée au nom de Breughel I'Ancien qui y est enterré et fait
I'admiration de Baudelaire et de Rodin.

L'histoire des quartiers bruxellois est trés mouvementée : si Saint-Géry reste
le cceur historique de la ville, Saint-Jacques, point de ralliement des Bruxellois
moyenageux qui voulaient entamer le pélerinage a Compostelle, est devenu de
nos jours un quartier gay, vivant et animé la nuit. Le nom de Suzanne Lilar, I'auteur
d'une autobiographie qui fait date dans I'histoire des lettres belges, Une enfance
gantoise, est lié au quartier du petit Sablon.

Le témoignage le plus fidéle provient de Camille Lemonnier qui rassemble
dans le chapitre « Le Bruxelles d'autrefois » du recueil La vie belge les souvenirs
d'enfance d’'un Bruxellois de la premiére moitié du XIX® siécle. Lemonnier retrace
I'atmosphére spéciale et I'architecture d’une ville « de vieux quartiers aux torves
ruelles s'angulant d’architectures en saillies, se cassant en profils de guingois, se
pénombrant d’humides buées ressuées de I'égout », d'une ville qui, parmi les
autres capitales européennes, gardait avec entétement une physionomie a part,
bourgeoise et populaire, sans morgue, et préférait s'assoupir « en des coins de bé-
guinages autour des chevets d'églises pour se réveiller ailleurs en des tapages de
voiries, des rumeurs de marchés, un ronflement de petites industries; [...]»™. A
I'époque, Bruxelles était une ville « qui dégringolait des raidillons, se réticulait en
des lacis de venelles et d'impasses, affluait au goulot des carrefours, passait des
ponts, bouillonnait dans des entonnoirs de magonneries |ézardées aux pignons
titubants, aux gables en gueules de brochet, en dents de scie, en proue de navire,
aux frontons bistournés se cimant d'urnes, de lampions, d’astrolables, se feston-
nant de torsades sculptées, se bosselant en bas-reliefs »',

L'évocation de I'atmosphére particuliére de Bruxelles se fait en insistant sur
la description détaillée des éléments architecturaux spécifiques : des ruelles en
pente dentelée, des maisons avec des toits en pignon, des frontons en gueule de
brochet ou en dents de scie, des torsades festonnées et sculptées, tous ces élé-
ments constituent les traits définitoires d'une grande ville. La métaphore imagée
de la ville « se bosselant de bas-reliefs » souligne le talent incontestable de Lemon-
nier dont le style descriptif est éminemment pictural.

Bruxelles est la ville qui se concentre dans un « périmétre légendaire »
dont le foyer central est I'Hotel de Ville et la Grand-Place, repéres vitaux dans ce
« coeur tumultueux de la cité ». Lévocation continue par le rapport entre le centre
('Hotel de Ville et la Grand-Place) et la périphérie, la banlieue dont le trait spéci-
fique est depuis toujours lI'agglomération. Les bas quartiers ont des « murailles
décortiquées », des batisses blettes », « verruquées d'excroissances parasites »,
« des barrages d'écluses », « des roues de moulins », « des arches moussues », « des
cloaques'® stagnants aux décrues en glus duvetées, en écumes ocreuses, en flaques
gélati-neuses »"’.

L'évocation de la ville ne serait pas accomplie sans parler de la Senne, la
riviere bourbeuse qui la traversait. Le court passage en question est dans le style
naturaliste qui consacrera plus tard Lemonnier comme chef de file du courant. La
Senne est putride, un dépotoir public: « cuvée de fermentation sous un pullule-

14 C.Lemonnier, La vie belge, p. 82.

15 Ibidem, pp. 82-83.

16 Clest nous qui soulignons en italiques.
17 Ibidem, p. 83.
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ment de moustiques et de mouches charbonneuses », un « vaste alambic dont
I'¢bullition fumait en buées chaudes et d'ou effluait des gaz morbiféres », dans
d’autres termes, un cours d'eau malpropre a cause de tous les déchets et résidus
domestiques et industriels qui s'y déversaient. Cependant, la riviére était animée
par le barbotement des canards « sous la chevelure longue des saules » et par les
réverbérations de lanternes et de lumignons'@,

Bruxelles a I'époque de I'enfance de Lemonnier a la physionomie d’une capi-
tale débonnaire, douce, provinciale, vétuste, qui vit dans le respect de ses tradi-
tions et coutumes, étiquetées comme « moeurs casaniéres et grassement matéri-
elles »"°.

Comme dans la narration filmique, la description va du panoramique au
travelling : Lemonnier revoit les couples (« des ménages ») placides et obsolétes,
enveloppés « dans des silences de chapelle pleurant leurs cires chaudes sur les ge-
noux de bonnes femmes en capuces et manteaux de cotonnette »%,

Les rues, miroir de la vie citadine, « feuillagées comme des futaies », présen-
tent des défilés de cortéges religieux qui passent en psalmodiant des litanies. Elles
étaient plus animées lors des kermesses, fétes populaires traditionnelles flamandes
dont les géants Janneke et Mieke sont les symboles les plus puissants.

Un souvenir qui est cher a Lemonnier sont les balades familiales du diman-
che qui acquiérent la valeur d’un rituel : le pere emmene ses enfants entendre la
fanfare militaire au Parc (situé vis-a-vis du Palais Royal) et leur offre des gaufres au
Moon Jan. Lécrivain brosse la douce atmosphere familiale conviviale de maniere
presque proustienne: les saveurs des desserts de l'enfance, mangés dimanche,
dans l'aprés-midi, sont réveusement remémorées.

Bruxelles était a Iépoque une ville boisée: le pique-nique dans les
clairiéres qui se trouvaient dans la périphérie de la ville, non pas comme plus tard
dans le Bois de la Cambre, mais a Tervuren, était une vraie expédition pour l'enfant
Lemonnier, assoiffé de mystéres et de Iégendes. Pour les bourgeois belges, connus
comme bons viveurs, il y avait une région de grosses auberges qui proposaient
des menus populaires?' qui constituaient une attraction snobe. Lorsque ces zones
périphériques étaient bondées de villégiaturistes, c'était le signal du début de la
saison estivale.

Un autre fait qui reléve de la culture populaire, de la saine et sainte tradition
bruxelloise, est la promenade en bande (un groupe d'une dizaine de personnes
précédé d’'un tambour et d'un drapeau, représentant de quelque société « royale » :
du tir a I'arc, du jeu de quille ou d'anciens militaires). Cette tradition est héritée du
« bon roi Léopold » (I¥), grand amateur de cette « Grande Harmonie », qui, I'écrivain
de souche bourgeoise ne peut pas ne pas le faire remarquer de maniére ironique,
avait anobli méme de simples marchands de poissons?.

L'homme de lettres qui brosse le portrait de la vie bruxelloise de jadis n'oublie
pas d'évoquer les libraires et les bouquinistes installés rue de la Madeleine, qui ven-
daient des manuels classiques, du papier, des plumes et des crayons. Figures in-
solites, « ces braves marchands d'esprits » comme les appellera plus tard Anatole

18 Ibidem, p. 83.
19 Ibidem, p. 83.
20 Ibidem, p. 83.
21 Comme la fricadelle aux échalotes, le beefteack sur le grill et le goujon a la poéle.

22 Laviebelge, p. 85.
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France, constituaient sans conteste I'attraction du quartier, de la journée. C'est bien
a eux que Lemonnier doit son initiation aux Fleurs du Mal baudelairiennes.

Lorsque le ressouvenir arrive dans les années 1830, le lecteur se met au
courant d’autres pratiques sociales de la gent bourgeoise bruxelloise de I'époque :
ala sortie du Théatre de la Monnaie, les hommes fréquentaient des endroits hight-
life, des estaminets et des cabarets-clubs authentiques ou ils prenaient de la biere
(de Louvain) — un autre brand belge notoire — et lisaient les trois seuls journaux
de I'époque (L'Oracle, Le Petit Courrier des Pays Bas et Le Lynx). Le fameux café des
Mille-Colonnes, en tant que phare de la vie mondaine, offrait a ses clients le pri-
vilege de voir son patron, chose inédite, allumer lui-méme le gaz de I'établissement,
dans un geste de socialisation ostentatoire. Le Bruxelles des années 1830 n'était
pas encore envahi par les « vigilantes » (le fiacre bruxellois). Le premier omnibus, le
« vélocifere », apparait vers 1836.

Une atmospheére idyllique regne dans Bruxelles : le roi n'avait pas encore
imposé d'étiquette sévere. Limage de la ville se compléte par Iimage de la cour
royale : une cour «a dorures et a panaches, a ferblanteries et a chamarrures »,
une cour vétue superbement en or, « des pieds jusqu'a la téte »%. Limage finit par
I'évocation de la figure du roi Léopold I¥, « le roi philosophe, matiné d’Anglais et
d’Allemand », I'air cordial et lucide, maitre dans I'art de la diplomatie (« art correct
de diplomate narquois »). Lobjet-totem du Parc, I'arbre de la Liberté, visible de la
fenétre royale, est une figure pittoresque, métaphoriquement désignée comme « la
sentinelle du Parc », ou encore « le gendarme populaire », « le gardien des droits de
la nation », présent méme dans I’hymne national de la Brabanconne (Sous l'arbre de
la Liberté). Larbre et le Parc forment tous deux un décor historique unique?.

La tradition des quatre Glorieuses et le défilé des guildes du mois de
septembre sont une occasion de métamorphose en kermesse héroico-populaire
ou regne le concours de tir a I'arc. Pendant quatre journées toutes sortes de con-
cours bourgeois entrainent les participants. Il s'agit d’une féte qui a duré un demi-
siécle, réunissant aristocrates, menu peuple et bourgeois, annoncée par des salves
de canon. Les guildes et les confréries arboraient leurs étendards et traversaient
la ville en chantant. Lindustrie cessait I'activité pendant cette grande kermesse
nationale. Bruxelles est extrémement animée, vit dans le tumulte et les remue-
ménage populaires. Il retrouve aprés son calme et «le ronron de la vie
quotidienne » %, Seul le bruit de ses cloches se fait entendre, le Bruxellois revient
a ses promenades bourgeoises dominicales, «le long des champs de pommes
de terre en fleur » (loc. cit.). Une fois disparue cette kermesse nationale, il reste a
Bruxelles la féte de juillet (la ducasse de juillet). Le passage clét sur une conclu-
sion nostalgique : les beaux souvenirs se sont noyés ou se reflétent de maniére
déformée dans la Senne tarie et puante, qui « méandrait, sillait a travers I'échiquier
des maisons emplissant tout de sa puanteur et de ses activités de petit flot »
(loc. cit.).

23 Ibidem, p. 87.

24 LaPlace Royale, située entre le Palais et le Parc n'a pratiquement pas changé depuis le XVIII°. A partir
de la seconde moitié du siécle, le Quartier Royal attire les gens fortunés et les artistes a la mode. Balzac
y descend en aoUt 1846, accompagné de la comtesse Hanska. Eugéne Fromentin, I'auteur de Dominique
décrit I'Hotel Belle-Vue qui s'y trouve. Le théatre Royal du parc est connu pour le création de nombreu-
ses piéces d'auteurs belges : Maeterlinck, Van Lerberghe, Verhaeren, Crommelynck, Ghelderode.

25 Lavie belge, p. 89.
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Mais, vers la moitié du XIXe siecle, il se passe cependant une chose im-
portante : tout Bruxelles s'écroule pour renaitre de ses cendres. Le fonctionnaire et
le petit rentier se retirent dans les quartiers périphériques boisés, des gens de fi-
nances, les grands industriels et les aristocrates se regroupent prés du Palais Royal,
de la législature, des ministeres, des ambassades, dans un mouvement centripéete
qui développe l'esprit de caste. On y fait batir des hotels patriciens, « décorés de
chicorées et festonnés de guirlandes »%. Bruxelles acquiert une modernité préten-
tieuse qui fait naitre des « orgies batissiéres de la période d’haussmanisation », a
savoir des recettes architecturales mixtes, « aux nougats et aux pieéces montées
de tout calibre ». Le résultat en est le « triomphe du moule patissier » (loc. cit.).
Ensuite, le Bruxelles bourgeois chante a gorge déployée aprés avoir bien mangé
et bu. La ville féte n'importe quoi: les rois, les saints patrons, les anniversaires, les
enterrements : « On se rendait au cabaret comme a la Sainte messe », dans « de
petits estaminets tranquilles, intimes, frais, odorant la pipe et les futailles »?,
raconte I'écrivain avec un regard amusé. En fait, le texte le dit, « Bruxelles ne cessait
de manger que pour boire ». Lame du vieux Bruxelles chantait la, une ame hon-
néte, placide, matérielle », mais a la fois « embuée de biere et gavée de nourriture »
(loc. cit.).

Bruxelles reste cependant suranné et « goguelu », encore une ville provin-
ciale. Le vieux Bruxelles pantelle, croule, s'émiette et reste pour longtemps « une
prodigieuse friche de décombres ». La métamorphose architecturale est décrite
dans un vocabulaire chirurgical : la brique est éventrée, la ville saigne par « larges
plaies » ou encore, dans un passage plus long: « Une chirurgie brutale, furieuse,
une rage d'assainissement incisait la ville aux quatre veines, scarifiait les chairs gan-
greneuses, taillant comme dans un abattoir, faisant de tous ces halliers de maisons,
de ces futaies humaines des boucheries de moellons »%. Les vieux estaminets, les
savoureuses auberges, les antiques chandelleries, les boutiques a auvent, tout
s'‘évanouit, disparait, les quartiers pauvres, le ventre et les entrailles (« I'estomac et
les viscéres » dans le texte) de ce Bruxelles gras, intempérant, glouton. La capitale
en souffre, puisqu’il ne reste que les petites rues des alentours de la Grand-Place et
les deux emblémes de la ville : le Cracheur (« le vomisseur ») et le Manneken-Pis.

Une nouvelle ville vit le jour. Apres l'ceuvre de reconstruction de la ville,
il nait dans la seconde moitié du siecle un Bruxelles nouveau (c'est le titre méme
du sous-chapitre suivant). Une ville géométrique avec des avenues interminables,
« des perspectives cubiques, de correctes vicinalités », bref une ville modernisée,
avec des kilometres de pavés a la place des zones vertes. Cette nouvelle ville est
«[...] tirée au cordeau, regrattée, passée a la ripe et a la pierre ponce, déblayée du
bric-a-brac de ses antiquités, batie a neuf [mais] sans plus d'originalité fonciére ».

La nouvelle ville respecte les principes de la symétrie, a « des rues filant
droit », préfére une architecture en toc et en stug, en staf, ce qui est une empreinte
de l'européanisme. Ce n'est que le début de ce qui représente Bruxelles aujourd’hui,
au début du XXI¢ siecle, sur la carte de I'Europe : une ville officielle de palais, de
casernes et de ministéres, un énorme outillage administratif et gouvernemental,
une ville qui, du temps de Lemonnier, abritait une foule modérée et tempérée,
insuffisante pour surpeupler les grandes artéres, une ville sommeillante, un peu

26 Ibidem, p.90.
27 Ibidem, p.91.
28 Ibidem, p.92.
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engourdie dans un bien-étre uniforme, qui continue a vivre dans l'ostentation du
luxe et de la dépense.

La description de cette évolution est suivie d’'un commentaire relatif au
déracinement identitaire : « Tandis que la nerveuse ame wallonne s'agrafait plus
loin aux réches ossatures d'un sol rocheux, la région circumurbaine, dans ses ter-
reaux mous restait flamande, drue, épaisse, charnoyeuse, garrulant un immuable
et lourd patois »%.

Il convient de rappeler une particularité de la vie bruxelloise de I'époque.
Il nait dans la banlieue bruxelloise, pour des loyers médiocres, un confort relatif :
une famille peut habiter a I'aise une maison a 6-8 pieces, avec une petite pelouse
devant et une véranda. Méme les familles un peu démunies, avec un petit budget,
pouvaient se le permettre. Un acquis essentiel en ce qui concerne I'anthropologie
sociale : les gens renoncent a la promiscuité de I'habitation en commun. Il appa-
rait une nouvelle figure, insolite, importante dans la vie bruxelloise : le concierge
d'immeuble, « animal d'importation, bipéde exotique »*°, qui drague sans vergogne
les passants. Vivre en quartier devient le desideratum majeur du petit bourgeois
(un « déchet moral » selon Lemonnier), petit bourgeois qui aime la distribution
moderne de la maison, en paliers et en étages : « le casematage des chambres qui
le font ressembler a un caravansérail de voyageurs de commerce »*!, note I'écrivain
avec acidité.

Lemonnier porte un regard d'esthéte sur le Bruxelles du XIX® siecle, un étre
bicéphale : I'ancienne et la nouvelle ville de la premiére et, respectivement, de la
seconde moitié du siecle. Les évocations se font dans un registre lyrique spéci-
fique a la remémoration des souvenirs d'enfance, embellis rétrospectivement. Rien
néchappe a l'inventaire affectif : I'architecture des maisons et des rues, les com-
mentaires sur la Senne, les coutumes bourgeoises pour le bien-étre (les balades
familiales, les kermesses populaires et la fréquentation des estaminets). Méme
si c'est une ville obsolete et débonnaire, son atmosphére vétuste et idyllique est
unique. Le regard attendri change lorsque I'écrivain parle par la suite du renou-
veau de la ville d(i a un pouvoir politique permissif. Le nouveau Bruxelles, d'une
modernité prétentieuse, nait aprés 1850, dans l'esprit de géométrie, de symétrie
calculée, d'ordre. Tandis que le centre sépanouit dans le luxe, la périphérie choisit
le confort modéré. Le regard d'esthete glisse en regard de sociologue et de psy-
chologue lorsque Iécrivain juge les réalités contemporaines et les changements
architecturaux les plus importants qui ont mené aux changements de mentalité
de la gent bruxelloise.
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SOCIAL CONTRASTS IN THE NOVEL
“THE GRAPES OF WRATH” BY JOHN STEINBECK

Ina COLENCIUC
Free International University of Moldova

“Fructele maniei” de John Steinbeck, despre soarta tragicd a fermierilor oropsiti
in timpul Marii Depresiuni, constituie o epopee a vietii poporului american. Romanul
este de puternic dramatism, cu trdsdturi naturaliste, strabdtutd de ideea unui deter-
minism biologic si social cdruia eroii nu i se pot sustrage. Specifica romanului este in-
tersectarea unui filon de realism aspru, manifestat pe plan social in lupta inversunata
dintre sdraci si bogati, iar in cel al tehnicii literare in relatarea polemica a faptelor, cu
filonul liric si descriptive, uneori romantic, nu lipsit de incdrcdturd alegoricd, prin care
ambianta Californiei — locul predilect al intdmpldrilor - se particularizeaza.

Throughout historical evolution of the world and societies, social and eco-
nomic circumstances have been separating people into rich and poor. The period
of the Great Depression in the USA (1930s) resulted in the poverty of many people.
It was a devastating time as it was characterized by declines in the production
and sale of goods and by a sudden, severe rise in unemployment. Businesses and
banks closed their doors, people lost their jobs, homes and savings, many of them
depended on charity to survive.

The Great Depression brought pain and suffering, especially for the own-
ers of small farms and farm workers. Already low prices for their goods fell by 50
percent between 1929 and 1932. While many people went hungry, surplus crops
couldn’t be sold for a profit.

Natural forces inflicted another blow on farmers. Beginning in Arkansas in
1930, a severe drought spread across the Great Plains through the middle of the
decade. Once-productive topsoil turned to dust that was carried away by strong
winds, piling up in drifts against houses and barns. Parts of Kansas, Oklahoma,
Texas, New Mexico and Colorado became known as Dust Bowl, as the drought de-
stroyed the livelihood of hundreds of thousands of small farmers. Packing up their
families and meager possessions, many of these farmers migrated to California in
search of work. The famous American author John Steinbeck created an unforget-
table fictional portrait of their fate in the novel “The Grapes of Wrath".

As a major literary figure since 1930s, Steinbeck displays in his writing a char-
acteristic respect of the poor and oppressed. Many critics have noted the sense of
gritty, unflinching realism pervading “The Grapes of Wrath". Martha Heasley Cox
considers “The Grapes of Wrath” to be Steinbeck’s masterpiece. “Its power lies not
only in its searching historical track about homelessness; it is also the story of mi-
gration of people” [2, 7]. American scholar, Robert DeMott called “The Grapes of
Wrath"a chronicle of the Depression. “Steinbeck doesn’t only describe the plight of
migrant workers, but also offers a pointed criticism of the politics that had caused
that plight”[3, 28].

In stark and moving detail, John Steinbeck depicts the lives of ordinary peo-
ple striving to preserve their humanity in the face of social and economic despera-
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tion. “The Grapes of Wrath” represents a bitter conflict between the powerful and
powerless and people’s fierce reaction to injustice. The image invoked by the title
serves a crucial symbol in the development of both the plot and the novel great
thematic concepts.

Steinbeck begins the novel with a description of the “dust bow!” climate of
Oklahoma. The dust is so thick that men and women have to remain in their hous-
es, and when they have to leave they tie handkerchiefs over their faces and wear
goggles to protect their eyes. After the wind had stopped, an even blanket of dust
covered the earth. The corn crop is ruined. A sense of hopelessness sets in almost
immediately: everybody wonders what they will do:“The men were silent and they
did not move often. And the women came out of the houses to stand beside their
men - to feel whether this time the men would break”[7, 5].

The author starts the novel with ominous portents of the hardship to
come. He describes the coming of the dust in terms befitting a biblical plague. The
first chapter serves to give the novel an epic sweep and to remind the reader that
the book has a strong historical basis.

The first character to appear in the novel is Tom Joad who is paroled from
prison after serving four years for manslaughter. Tom approaches a small diner
where a large red truck is parked. When the truck driver leaves the diner, Tom asks
him for a ride, despite the “No Riders” sticker on the truck: “But sometimes a guy’ll
be a good guy even if some rich bastard makes him carry a [No Riders] sticker”[7,9].
The driver feeling trapped by the statement, lets the man have a ride.

The Oklahoma City Transport Company is both imposing and intrusive,
a symbol of corporate domination as shown by the “No Riders” sticker so promi-
nently displayed. Tom Joad immediately picks up on the idea of business as cold
and heartless when he asks the driver for a ride. The novel is unsparingly critical of
business and the rich: they serve only to keep truck drivers isolated. “A persistent
strain of anti-elitism runs through the novel as well as contempt that Tom and the
truck driver show towards big business and the rich”[3,34].

To convey the main idea, Steinbeck uses various stylistic devices. At the
side of the road Tom sees a turtle crawling and dragging its shell over the grass.

The turtle is a metaphor for the working class farmers whose stories and
struggles are recounted in the “The Grapes of Wrath". The turtle plods along duti-
fully but is consistently confronted with danger and setbacks. Significantly, the
dangers posed to the turtle are those of modernity and business. It is the intrusion
of cars and building of highways that endanger the turtle. The Joad family experi-
ence similar travails as the turtle, wishing only to survive, yet are brutally pushed
aside by corporate interests.

After getting out of truck, Tom Joad begins walking home. On his journey,
he meets a preacher, Jim Casy, whom he remembered from his childhood and they
start to travel together.

Jim Casy is the moral voice of the novel and its religious center. Heis a
religious icon, a philosopher and a prophet. American critic David Wyatt believes
that Jim Casy’s initials (J.C) reveal that Steinbeck intends him to be a Christ figure
espousing Steinbeck’s interpretation of religious doctrine [9, 81].

When Tom and Jim arrive at Tom’s childhood farm, they find it deserted.
Disconcerted, they go to Uncle’s John's residence a few miles away, where they see
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the family loading a truck with everything they owned for a move to California, the
land of hope and opportunity.

The Grapes of Wrath makes a potent appeal to emotions. Highly charged
emotional scenes, dramatic or pathetic, follow one another in rapid succession.

Before leaving for California, poor farmers meet bank representatives, who
come to evict them. Some of them are kind because they know how cruel their
jobis.

After bank representatives, Steinbeck describes the arrival of the tractors:
“The tractors came over the road and into fields, great crawlers moving like insects,
having the incredible strength of insects”[7, 37]. The tractor driver has to do his job
simply out of necessity: he has to feed his children, even if it comes at the expense
of dozen of families.

Steinbeck dramatizes a conversation between a truck driver and an evict-
ed tenant farmer. The farmer threatens to kill the driver, but even if he did so, he
wouldn’t stop the bank.

For Steinbeck, the banks have no redeeming value. They are completely
devoid of human characteristics, they are monstrosities that “breathe profits” and
can never be satiated. The author explicitly states that the bank is inhuman, and
the bank owner with fifty thousand acres is a‘monster”:“A bank isn’t like a man. Or
an owner with fifty thousand acres, he isn't like a man either. That’s the monster”
[7, 35].

Steinbeck describes the movement of the tractors over the ground as in-
discriminate and hostile. The tractors move arbitrarily over all land, violently slicing
the ground with their blades. The author first equates the plowing with surgery,
but goes further to compare it with rape, a cold and passionless intrusion into the
land unconnected with human emotion.

The sale of the items is a demeaning process, for the farmers must accept
ridiculously low prices for their now outdated possessions. Steinbeck is explicit
about the meaning of the sales; he states that “you're not buying only junk, you're
buying junked lives”[7, 66]. This is another example of the dehumanizing effects of
the Depression. The situation is hopeless: there is no opportunity to starting over,
for the people who are leaving are now imbued with bitterness and loss.

The author also criticizes car dealership owners, who want only to exploit
impoverished buyers. They do not profit from selling cars that will last, but rather
from finding the most ill-used vehicle, giving it the appearance of reliability, and
pawning it off on desperate farmers wishing to get to California. There is no com-
passion in the car sales, but rather a perpetual cycle of exploitation.

On their way to California, the Joads discover that the roads and highways
are saturated with thousands of other families making the same trek, ensured by
the same promise.

When the Joads stop for gas not long after they begin their trip west, they
are met by a hostile station attendant, who accuses of being beggars and vagrants.
While there, a fancy roadster runs down their dog and leaves it dead in the middle
of the road. The gruesome death continues the first of many symbols foreshadow-
ing the tragedies that await the family. The death of the dog is followed by the
death of actual family members.
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The journey to California in a rickety used truck is long and arduous. Dilap-
idated cars and trucks, loaded down with scrappy possessions, clogged Highway
66: it seems the entire country is on their way to the Promised Land of California:
“on the highways the people moved like ants and searched for work, for food....”"
[7,295]. The Joads hear ominous rumor of a depleted job market. One migrant tells
them that 20.000 people showed up for every 800 jobs and that his own children
starved to death. The Joads understand that their prospects may not be what they
had hoped, but they have to go on as they had no other choice.

The agreement between the Joads and the Wilsons to help each other on
their way to California is a significant plot development, for it is in collective inter-
ests that these families find their strength. This is the first building block in a col-
lectivist scheme that Steinbeck seems to support in which working people come
together for their collective interests.

The first days in California prove to be tragic for the Joads: Grandma Joad
dies. The remained members of the family move from one squalid camp to anoth-
er, looking in vain for work, struggling to find food, and trying desperately to hold
their family together. The Joads are met with much hostility in California. For them
the Promised Land becomes the land of despair. The camps are overcrowded and
full of starving migrants, who are often nasty to each other. The local people are
fearful and angry at the flood of newcomers, whom they derisively labeled “Okies".
Work is almost impossible to find for it pays such a meager wage that family’s full
day’s work cannot buy a decent meal.

Keith Windschuttle in her article “Steinbeck’s Myth of the Okies” speaks
about poverty and despair of migrant workers: “Formerly tenant farmers with rela-
tive security and independence, they soon became migrant laborers, at the mercy
of the rich, struggling to maintain their pride” [8, 7].

To show how desperately poor the migrant workers are Steinbeck describes
a very touching scene. A migrant worker with his two sons stops at a roadside
lunch wagon to buy a loaf of bread. The waitress does not want to be bothered:
she is waiting for track drivers whom she considers to be better customers. But she
gives in, and ends by letting each of them have a nickel candy for a penny.

The sceneis understated. Each personinitis realized as an individual human
being - proud of humble, mean or generous, outgoing or introverted - though the
scene is so brief.

Life is a ramshackle camp known as a «Hooverville» proves to be hard for
the Joads. Tom and several men get into a heated argument with a deputy sheriff
over whether workers should organize a union. When the argument turns violent,
Jim Casy knocks the sheriff unconscious and is arrested. Police officers come and
announce their intention to burn the Hooverville to the ground.

A government - run camp is more hospitable to people, and the Joads soon
find many friends and a bit of work. Although the life in the government camp is
good, the family cannot survive without steady work and they have to move on.
They find a job picking up fruit. The beauty of the orange orchards in California is
contrasted with the desperate situation of the migrated workers. Oranges cannot
be sold, because rich farmers keep up the price.

The rich owners in the novel are characterized as paranoid, vindictive and
cowardly. Steinbeck even makes explicit contrast between the cowardly owners
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and Grandpa, a fearless old man even in his final days. The rich owners have wealth,
but they suffer from loneliness and fear.

Jim Casy after being released from jail begins organizing workers, in the pro-
cess Casy made many enemies among the landowners. When the police hunt him
and kill in Tom’s presence, Tom retaliates and kills a police officer. He goes into
hiding, while the family moves into a boxcar on a cotton farm. One day Ruthie, the
youngest Joad daughter reveals to a girl in the camp that her brother has killed two
men and is hiding nearby. Fearing for his safety, Ma Joads finds Tom and sends him
away. Tom heads off to fulfill Jim’s task of organizing the migrant workers. The end
of cotton season means the end of work, and a word sweeps across the land that
there will be no jobs for three months: «Rain. Winter. Floods. No work. No relief. llI-
ness. Mud. Begging. Hunger. Stealing...No work, no money, no food» [7, 454].

Rose of Sharon gives birth to a stillborn child, and Ma, desperate to get her
family to safety from the floods, leads them to a dry barn not far away. Here they
find a young boy kneeling over his father, who is slowly starving to death. He has
not eaten for days, giving whatever food he had to his son. Realizing that Rose of
Sharon is now producing milk, Ma sends the others outside, so that her daughter
could nurse the dying man. This final act is said to illustrate the depravity to which
«Okies are forced to submit, but also the endurance of humanity. So the novel ends
in a surprising note of hope.

In the last few pages of the novel, Steinbeck employs many symbols, a num-
ber of which refer directly to the episodes in the Bible. Rose of Sharon’s capacities
and grief for her dead child make her resemble Virgin Mother and suggest that
there is hope to be found even in these circumstances.

The way in which Uncle John disposes of the child’s corpse recalls Moses
being sent down the Nile. The image suggests that the family like the Hebrews in
Egypt will be delivered from the slavery.

According to Steinbeck’s scholar, Peter Lisca, the author uses three specific
literary devices to minimize destruction and bring together parts of the novel: jux-
taposition, dramatization and the variety of prose style.

One technique used to unify the separate parts of the novel is juxtaposi-
tion. Details are consistently and repeatedly inter-related between narrative and
intercalary chapters.

The second technique is dramatization. The use of collage vignettes, mono-
logues and dialogues are designed to show the social and historical processes be-
hind the events described in the story of the Joads.

Many tragedies in the book serve to foreshadow future sorrows. Thus, the
death of the grandparents and the reports of people returning in despair from
California are sources of sadness in themselves but they also predict further prob-
lems.

«The Grapes of Wrath» invites interpretation on more than one level. On one
level, it is a story of the family’s struggle for survival. On another level, it is a story
of migration of people. On the third level, it is the story of American nation. On the
fourth level, through the allusions to Christ and the Israelites, it becomes the story
of mankind’s quest for profound comprehension of the commitment to his fellow-
man and to the earth he inhabits.
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In many ways «dust-bowl» migration is similar to the migration of work-
force from Moldova. The same as Joads, Moldovan people are forced to leave the
land they love. They both go to the Promised Land in search of job, prosperity and
dignity.
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RETORICA DISCURSULUI PUBLICISTIC
LA NICOLAE DABIJA

Nina CORCINSCHI
Academia de Stiinte a Moldovei

What prevails in Nicolae Dabija’s journalistic production is both the wish to sup-
portinterest and that to persuade the reader of the reliability of the content. The author
chooses the most ilustrative formulations to express the reason and the feelings of the
reader. The syntactic analysis of Dabija’s press material gives us an additional reason
to point out its high level of acquaintance with poetry. Indeed, ellipses, fragmentary
expression, preference for parataxis, obliteration of the conventional syntactic connec-
tions are attributes of modern lyric, which journalistic discourse successfully adopts.

By its unique building, the journalistic discourse of Dabija denotes a high sense
of the Romanian language, a great sensibility to phonetic issues, the talent of an orator
who knows how to use his discursive means at best to fit the requirements of reading.

in pofida tendintei mass media contemporane spre aspectul fatic al
comunicarii, acesta, in presa din Republica Moldova, inca nu eclipseaza conativul,
fapt explicabil prin ceea ce percep jurnalistii drept restante ale constiintei colec-
tive. In discursul sau publicistic N. Dabija insumeaza diverse tactici de argumentare,
intentionand ca la nivel teoretic sa produca in constiinta cititorului schimbarea,
care, la nivel practic, sa-I puna in actiune. Publicistul selecteaza cele mai expresive
constructii retorice pentru a impresiona ratiunea si a convinge sensibilitatea citi-
torului. Discursul este astfel unul ilocutionar, intentia autorului e recunoscuta de
receptor,drept asertiune, rugaminte, ordin, promisiune, scuza” [lonescu Ruxandoiu
Liliana, p. 13]. In acelasi timp, ornamentele retoricii sunt mércile nu doar ale
concretetii argumentative, dar si ale expresivitatii specifice stilului publicistic.

.Din punct de vedere retoric, ordinea cuvintelor constituie aspectul cel
mai important al sintaxei’, mentioneaza Emilia Parpala-Afana [p. 189]. Principiul
simetriei sintactice, ca garantie a armoniei frazei, este o preocupare esentiala a lui
N. Dabija, atat in publicisticd, cat si in poezie. Organizarea prozodica (sectionarea
versurilor, situarea lor in paralelism) are la el ratiuni eufonice, ritmice, denotand
grija poetului fata de constructie.

Metataxele, ca figuri ale insistentei, sunt foarte solicitate de finalitatea
argumentativa si persuasiva a creatiei lui Nicolae Dabija. intr-o publicistica pre-
ponderent retorica, enumerdrile, repetitiile si amplificdrile sunt piloni importanti de
sustinere a oratoricului. In cadrul unei singure fraze coabiteazd mai multe figuri
metatactice: ,Acei eroi anonimi, sutele si miile care s-au culcat sub tancuri, riscan-
du-si viata si din motiv ca tanchistii (de emotie? de frica? din nesigurantd?) puteau
gresi lesne directia si inainta cu senilele peste ei si copiii lor, si astazi — ca si atunci,
la 1989, - sunt in majoritatea lor niste oameni desperati, flamanzi, furati, mintiti,
in cautare de dreptate si adevar, pe cand ,tanchistii’, care se inchisesera atunci de
frica multimilor in sediul Consiliului de Ministri, de multe ori am impresia ca acolo
au si ramas” (Ilnsemndri de pe front, p. 254). Sinecdoca se muleaza pe repetitia cvasi-
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sinonimica, exprimand o turbulenta lingvistica izvorata din interioritatea activa a
autorului. Lantul ternar de epitete (furati, mintiti etc.) este o formad de insistentd si
de amplificare descriptiva.

Enumerarea este o schema sintactica in care N. Dabija a excelat si pe care a
dezvoltat-o in variante deseori surprinzatoare prin elementul final, care e de fapt
raportorul reflexivitatii auctoriale: ,Dumnezeu ne bate cu ger, furtuni, inundatii
si cu discordie”; ,Dumnezeu ne bate cu secetd, cu sdracie si cu idioti” (Libertatea
are chipul lui Dumnezeu, p. 79). Se contureazd, in cadrul acestui fel de enumeratii,
zeugma - figura de stil care pune pe acelasi plan sintactic elemente contrastante
semantic. Sunt asociate elemente abstracte cu elemente concrete pentru efect de
surpriza, desi efectul poetic e artificial: discordia, idiotii sunt emanatie umana, si
nicidecum divina. De fapt, intentia autorului este ca lectorul sa descopere, dincolo
de uniformitatea sintactica, surpriza semantica: ,Slava Domnului! Republica Mol-
dova e independenta, e suverana! Si-si are Presedintele ei, Guvernul ei, Parlamentul
ei, puscariile ei” (Libertatea are chipul lui Dumnezeu, p. 27). Aici intentia elementului
de la urma este de a anula,valoarea pozitiva a celorlalti termeni cu care e coordo-
nat”[Zafiu Rodica, p. 43]. Discontinuitatea semantica provine din dorinta autorului
de a persifla (eufemistic) atributele pe care le afigseaza libertatea din spatiul est-pru-
tean. Rasturnarea semantica in cadrul unei uniformitati sintactice este binevenita
pentru o receptare mai savuroasa de catre lector.

Accentuarea enumeradrilor sporeste printr-o constructie paratactica, in care
conjunctia si, reludndu-se abundent, detine un rol focalizator:, — Dacd urmam
aceasta logicd, si limba pe care o vorbim noi acum apartine unui stat strdin... Si
drapelul. Si stema. Si Stefan cel Mare. Si Mihai Eminescu. Si balada,Miorita” (lcoand
spartd, Basarabia, p. 74). Enumerarea in gradatie ascendentd sau descendentd (cli-
max sau anticlimax) are functie de acumulare semantica:,Suntem raspunzatori de
destinul poporului nostru: in fata lui Dumnezeu, in fata stramosilor, in fata copi-
ilor si a copiilor copiilor nostri” (lcoana sparta Basarabia, p. 34). Deseori, in publi-
cistica lui Dabija, enumerarea are valoare antonimicd, facand o raportare directa la
predilectia autorului pentru poezia animata de contraste dispuse simetric:,,Nescris
rdmane: doar in semne, / Un vers mai sfant, dar cum sa-I scriu, / Cand ieri a fost asa
devreme, / iar azi de-acum e asa tarziu?” (Seard), sau ,Ma dor tacerea ta si vorba
ta / atat de dragi si de inselatoare” (Rdnit din iubire). La fel ca si in unele versuri,
in scrisul de presa dabijian enumerarea antonimica genereaza contraste lexicale
situate in paralelism si constituie o sursa de ritm:,Autorul a pus alaturi muntii liter-
aturii romane si cimitirele literaturii romane. Cer si abis. Padure si albie secata. Zi si
bezna” (Rdul in cdutarea mdrii, p. 112). Enumerdrile nominale in care predicatul este
eliptic sunt marci distinctive ale publicisticii lui Dabija si au in cazul dat pondere
sugestiva derivata din seria de metafore implicite. Functia de intensificare/accen-
tuare a mesajului sporeste in cazul enumerdrii cu valoare sinonimica (la nivel con-
textual):,lar neimplinirile noastre vin si din lipsa unei constiinte nationale, din lipsa
de demnitate, din lipsa intelegerii la majoritatea concetatenilor nostri ca suntem
o Entitate, care, ca sa se manifeste, urmeaza sa aiba mai intai de toate o constiinta
colectiva” (Idem). Simetria constructiei este asigurata prin dirijarea componentelor
enumerarii sinonimice de catre alt procedeu sintactic - repetitia.

In poezie repetitia are rolul de a intensifica imaginea poetica (,Ametitor,
ametitor se-nvart in jurul meu / lucrurile vazute cu al treilea ochi” (Ochiul al treilea)),
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de a potenta armoniile acustice, ritmice (,in seard nici un semn de vant: / Ca
niciodata, spre-mplinire, / Este nevoie azi de cant/ Si de iubire, de iubire” (Seard)); in
publicistica ratiunile de aparitie ale figurii la fel sunt intensificatoare, dar ea primeste,
n acelasi timp, si o incarcatura persuasiva. Repetitia poate suplini un rol de suport
al enumerarii, amplificand valoarea acesteia: ,La alimentare — cozi lungi la o paine
care se face pe zi ce trece tot mai mica, tot mai acra si tot mai scumpa” (Libertatea
are chipul lui Dumnezeu, p. 53); in alte cazuri, printr-o deplasare ascendenta de ac-
cent, asigura prin ea insdsi ,densitate semantica mesajului” [Cornitd Georgeta, p.
163]: ,Ei ne sunt eliberatorii. Ei ne aduc libertatea. Libertatea lor. Libertatea de a ne
umili in continuare” (Icoand spartd, Basarabia, p. 42).

In publicistica lui N. Dabija anafora (foarte frecventa in creatia scriitorului)
e mai degraba o figura ,auditiva” decat ,vizuald”/ornamentald. Din insiruirea de
cuvinte razbat cadente declamative, de o sonoritate teatrala:,Nimic mai trist decat
un copil care nu are o scoald, care l-ar ajuta sa se gaseasca pe sine. Nimic mai trist
decat un copil care nu are incredere in oameni. Nimic mai trist decat un copil caruia
i s-a furat copilaria. Nimic mai trist decat niste copii care sufera din cauza,jocurilor”
politice ale celor maturi” (lnsemndri de pe front, p. 235). Sau intr-o altd ordine de idei:
,Un agrarian mi-a spus ca trebuie sa avem mandrie nationala si sa ne mandrim cu
faptul ca suntem moldoveni. Da, ne mandrim cu faptul ca suntem ,moldoveni” si
vorbim ,moldoveneste”. Ne mandrim cu faptul ca suntem saraci lipiti pamantului.
Ne mandrim cu faptul cd umblam flamanzi” (Libertatea are chipul lui Dumnezeu, p.
76). In exemplul de la urma, prin reluarea verbului, autorul scruteazi cu aciditate
dramatismul unei situatii si realizeaza eufemistic o strategie a contraargumentarii,
anafora — in acest caz — fiind o persiflare a tezei exprimate initial. Monotonia
repetarii termenilor anaforici este compensata prin deplasarea de accent spre res-
tul enuntului, de o importanta majora in plan semantic.

Atestam multiple cazuri in care interioritatea ebolitiva a autorului se supune
perfect echilibrului frastic: ,Muncitorul se preface (A1) ca munceste (B1), in loc (C1)
sa munceasca (D1), ministrul se preface (A1) c3, iata, conduce (B1), in loc (C1) sa
conduca (D1), iar noi noi ne prefacem (A1) ca traim (B1), in loc (C1) sa traim (D1)..”
(Insemndiri de pe front, p. 146) Aici anaforizarea creeaza simetrii formale (A1, B1,
C1, D1,/ A1,B1, C1, D1) si antiteze conceptuale. Anafora potentiala se preface este
amplificata prin inducerea anaforei in loc sd, iar segmentele paralelistice au o or-
donare usor progresiva. Segmentele lexicale sunt bine dozate, iar efectele ritmice
dau frazei sonoritate. Textul este, ca si in publicistica lui Eminescu, declamativ, per-
ceptibil, materializat, facut palpabil prin cadentele sale verbale.

O strategie a contrapunctului dabijian formeaza si epifora cu acelasi efect de
accentuare, constituind epitete in constructii paralele:,Si totusi ni-e dor de femeia
cu chip feminin, cu insusiri feminine, cu virtuti feminine, cu defecte feminine” (Lib-
ertatea are chipul lui Dumnezeu, p. 183). Frecventarea anadiplozei tine de o dozare
programatica a euritmiilor discursive:,in preajma pietii si-n piata chisinduiana ma-
joritatea celora care cersesc sunt femei. Femei de la tara” (Idem). O anadiploza poate
antrena o serie de anafore de o simetrie atat la nivel sintactic, cat si la cel concep-
tual: ,Pictorul pipaie radacina lucrurilor si vorbeste de esente, tablourile lui insem-
nand intai de toate Cunoastere. Cunoastere de sine. Cunoastere de noi. Cunoastere
de spirit. Cunoastere de timp” (La Est de Vest, p. 323). Figurile amplificarii sunt ac-
cesoriile persuasiunii, prefigurate inca de retorica antica. Publicistica le reediteaza
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programatic, doar ca in formule mai mult sau mai putin derogate de la rigorile
sintactice conventionale. La Nicolae Dabija, distribuirea anaforelor si epiforelor in
propozitii aparte constituie dominante ale scrisului publicistic.

Paralelismul anaforic are de multe ori valoare interogativa, iar plasarea
conjunctiilor la inceput de propozitie da enuntdrii o nota de poeticitate si de atitu-
dine:,Cum sa respecti minciuna? Cum sa crezi ca nedreptatea poate substitui drep-
tatea?” (Libertatea are chipul lui Dumnezeu, p. 192). Lectorul se pomeneste captat de
tensiunea ce transpare din aceste propozitii, animate de repetarea conjunctiei cum.
De multe ori, in publicistica lui N. Dabija, repetitia are ratiuni de aparitie prepon-
derent eufonice, intonationale. Aceeasi figura sintactica are in publicistica lui Mat-
covschi rezonante denotative si intensive; insistenta lexicala marcheaza o intentie
de persuadare a mesajului,: ,Nu se uita, nu se uita, nu se uitd foametea..” [p. 4].
Incisiva si tdioasa la maximum, publicistica lui Matcovschi este expresia unui spirit
vulcanic, adanc cutremurat de nedreptatile care-l inconjoard. Ca valoare stilistica,
scrisul lui publicistic apare mai bolovanos decat cel dabijian, intrucat rolul cataliza-
tor de movere si docere al mesajului eclipseaza in mod deliberat functia de delec-
tare. Scriitorul mizeaza in primul rand pe forta energizantd, combativa a cuvantu-
lui, scrisul sdu prefigurand analiza si interpretarea necrutdtoare a fenomenologiei
sociale. Atestam rareori si momente in care Matcovschi metafrazeaza, diriguind
discursul intr-o ritmica incantatorie: ,Eu nu pot intelege: au ce s-a intamplat, in fata
unui monstru ca am ingenuncheat? A spus nu stiu cine ca Monstru-i Dumnezeu.
Un ochi avea. In frunte. Un singur ochi avea. Si ciclopea. Salbatic ciclopul ciclopea”.
Aclimatizarea poeticului intr-un text care pana la acel moment incremenise intr-
un registru al concretetei frustre imprima acestuia, la nivel sintactic si fonetic, o
eterogenitate binevenitd. Poliptotonul este o obsesie metaforica, care solicita din
partea lectorului dezambiguizarea mesajului. in continuare, la crearea simetriei
constructiei participa reluarea aceluiasi enunt cu valoare de refren: ,Eu nu pot
intelege: au ce s-a intamplat, in fata unui monstru cd am ingenuncheat? Pandea pe
frate frate, pandea pe tata fiu. Ma inspdimant si astdzi. Mai are rost sa scriu? Avem
sau n-avem suflet? Avem sau n-avem dor? Avem ca toata lumea trecut si viitor?
Usor sa fii o umbra, usor sa fii un pai, usor sa fii barbatul cel care nu erai. Mai greu sa
cresti statuie de piatra-n fata Lui, sa-i spui ca e un Monstru, sa nu te temi, sa-i spui!

Bdrbati au fost. Cu nume si fara nume, mii. Si au pierit barbatii prin cele
puscérii... de foame si de sete, asfixiati, damnati. i sfasiau dulaii si lupii, nemancati.

Aprindem lumanare, aprindem rug, plangand... Istoria ce este? Popoarele ce
sunt? Si viata! Asta viatd... Acest nebun complot! Ci daca nu-i cu Omul, cu cine-i
Vedetot?".

Dincolo de greutatea semanticd, comprimata in metafore, fragmentul
castiga in expresivitate prin valorile figurilor sintactice. Repetitiile, enumerarile,
anaforele, rimele sunt surse de ritm si eufonie. Publicistica lui Dabija nu atesta
regularitatea fonica impusa de rima, decat in cazuri rare, deliberat incantatorii:
4Nistrule, sinistrule, ce-ti ai albia plina de sangele moldovenilor! Cogalnicule-
malnicule! Bacule-sontacule! Dunareo-preatulbureo” (Icoand spartd, Basarabia, p.
9). Alte modalitati expresive ii apropie pe acesti doi scriitori-publicisti: varietatea
interogatiilor retorice, abundenta enumerdrilor, repetitiilor etc. - tehnici ale persua-
siunii pe care le solicita enuntarea grava, imediata, voit sensibilizatoare. Formulari
de tipul:,Robeste, sclavageste omul cel bun; robeste, sclavageste omul pamantului;
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robeste, sclavageste toata ,natia moldoveneascd” [Matcovschi Dumitru, p. 3] intal-
nim cu prisosinta atat in publicistica lui Matcovschi, cat si in cea semnata de Dabija,
doar ca la ultimul enumerarea e fluctuanta (in climax sau anticlimax), discontinua
la nivel semantic, derulandu-se cu elemente de surpriza lexicala.

Cea mai mare fortd persuasiva comporta figurile intonationale — invocatia
retoricd, apostrofa, interogatia retorica. Prin interogatia retorica autorii nu atat
solicita un raspuns (pe care il si sugereaza, de altfel), cat — pentru a eficientiza re-
ceptarea - propulseaza o incarcatura semantica si afectivd mesajului transmis. in
acelasi timp ei solicita o reciprocitate din partea cititorului la nivel epistemologic
si afectiv. Interogatiile retorice din publicistica lui N. Dabija se incadreaza in cateva
categorii. Este vorba de cea meditativa,cu raspuns amanat”:,Cat ne vom mai man-
dri cu faptul ca suntem saraci lipiti pamantului?” (Libertatea are chipul lui Dumnezeu,
p. 145); de interogatia reflexivd cu intrebare-raspuns: ,De ce se urmareste a fi dis-
creditate pe toate cdile personalitatile, intelectualitatea, buna-rea pe care o avem?!
Fiindca: Lumea, daca nu crede in nimeni si-n nimic, ca dintr-o bucata de plastiling,
poti face din ea orice” (Icoand spartd, Basarabia, p. 32); si de interogatia cu rdspuns
implicit: ,5Sa nu stim noi cd, imediat ce va dispdrea o portiune din acest lant de
redute, dusmanul va putea sa ne striveasca mai lesne?! Si cu cat suntem mai multi,
cu atat suntem mai puternici?!” (La Est de Vest, p. 105). Aceste tipuri de interogatii
[Corniciuc Sabina, p. 10] au scopul ,de a informa, a argumenta, a influenta, dar si
de a impresiona, a emotiona receptorul sau a-l tine in stare de suspans” [Corniciuc
Sabina, p. 11]. Exlamatia se intalneste frecvent in publicistica lui Dabija, paroxismul
afectivitatii auctoriale dandu-i valoare: eroicd (,Cateodata imi vine sa strig: Treziti-
vd, oameni buni! Deschideti ochii!”), pateticd (,Sarmanele noastre mame!”) sau
ironica (,Ce mai! Avem motive sa ne mandrim si iar sa ne mandrim!”).

Dintre figurile relationare, in planul sintactic al publicisticii dabijiene se im-
pune inversiunea cu rezonanta incantatorie: ,Jara suntem toti traitorii ei de azi, la
care se adaugd cei de pand la noi, la care se mai adauga cei de dupa noi. Cei multi si
cei nendscuti se intalnesc in fiinta ta. Noi, cei de azi, nu suntem toti. Mai vin si altii.
Pe umerii lor s-a tinut tara. Care si-au trecut-o incet pe umerii nostri. Rezista-vom?!
Ca s-o putem transmite, ca pe o stafeta, generatiilor care vin?! Sau risipi-o-vom,
spulbera-o-vom, cheltui-o-vom?!” (insemndri de pe front, p. 126). Verbul e antepus
pronumelui pentru a fi intensificat. Inversarea topicii este insotita de enumerarea
verbelor cu sugestivitate sporita. Efectul e acelasi: de focalizare a atentiei lectorului
asupra informatiei enuntate si de intensificare a ei. Dacd in prima parte a frazei
pluralul era cel care solicita implicarea lectorului, complicitatea lui, in a doua parte
implicarea cere rezistentd, putere.

Pentru mentinerea atentiei cititorului, autorul relaxeaza discursul, realizand
un joc facil de cuvinte:,Cineva incerca sd ma convinga (...) cd dusmanul dusmanului
meu imi este prieten. lar prietenul dusmanului meu imi este dusman. Ca dusmanul
dusmanului dusmanilor mei imi este si el prieten. Ca si prietenul prietenului priete-
nilor mei..” (Raul in cdutarea marii, p. 125). Poliptotonul indeplineste aici o functie
ludicad, instituind si un paradox semantic. Paradoxul este schema in care Dabija isi
imbraca frecvent si formula lirica: ,Cine-si spune numele / cade-n anonimat”; ,Flo-
rile ne miroase pe noi” etc. La nivelul constructiei, paradoxul poate forma paralel-
ismul chiasmic: ,Icar: om nascut de o pasare (...) / Icar: pasdre de o femeie nascuta”
(Omul - pasdre).
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Ambitia, dar mai cu seama insufletirea oratorului N. Dabija de a spune totul,
de a convinge se transfera in registrul oralitatii gesticulare, scenice: ,Rar asa popor
bisericos ca al nostru! El cere ajutor de la Dumnezeu cu jumatate de gurd, iar cu
cealalta jumatate il injura. El suduie, de regula, de cele sfinte, si de mama, si de tata,
si de Dumnezeu, si de Precista, si de biserica, si de molitva, si de cristelnitd, si de po-
grebanie ... (Insemndiri de pe front, p. 147). Rotatiile contrapunctice, simetriile bine
gandite si programate auditiei, gesticulatia pasionala, flexibilitatea tonului etc. se
inscriu intr-o miscare dramatica, specifica inca latinilor si care, de fapt, ,este una din
calitatile de baza ale publicisticii eminesciene” [Spiridon Monica, p. 33].

Din mostrele enumerate se desprinde o caracteristica specifica sintaxei pub-
licisticii dabijiene — segmentarea textului. Detasandu-se de normele sintaxei, au-
torul parca jongleaza cu propozitiile si, in functie de preferinte si de impulsuri afec-
tive, decide sa confere, pe alocuri, fragmentelor de fraza statut de propozitii aparte.
S-ar parea ca e vorba de un,moft” al autorului-poet care lasa sa curgd nestingherit
fluxul vorbirii si, pentru imaginea de autenticitate, il lasd neretusat. Ni se sugereaza
ca scriitorul gandeste si scrie in acelasi timp. Unele segmente de fraza vin ca o com-
pletare si ca un adaos ce nu s-a lasat prins de momentul precedent al gandirii: ,Ma
mandresc cd sunt contemporanul lui Grigore Vieru. Cad am avut norocul sa-I cunosc.
Si sd ma cunoascd” (Libertatea are chipul lui Dumnezeu, p. 173). Rdbdarea sau graba
de a spune totul si de a trece la o alta idee ihainte de a o contura complet pe prima
il fac (se creeaza impresia) pe autor sa revina cu noi completari.

Unduirea fireasca, spontana si naturald a spunerii nu este doar o tendinta
organica a autorului spre oralitate, dar si un proces deliberat, in scopul inviorarii si
dinamizarii discursului, al exprimarii nu doar a gandului si a faptului, dar si a simtirii,
a notelor afective escamotate dupa cuvinte si care incearca sa ajungd in forma
Lnaturald” la receptor pentru a-i capta atentia si sensibilitatea. Utilizarea acestui
criteriu sintactic in conformitate cu normele gramaticale ar fi limitat posibilitatea
autorului de a exprima intr-un mod subtil incordari ale sufletului, iar mobilitatea
si dinamismul unui monolog sau dialog interior ar fi avut de suferit fara izolarea si,
astfel, accentuarea constructiilor:,Stiti cum li se mai spune mai incoace basarabe-
nilor nostri? Randunele. De ce?! Fiindca zboara din sarma-n sarma” (Libertatea are
chipul lui Dumnezeu, p. 28). Aceste subordonate, lipsite de relevanta semantica in
afara contextului, servesc functiei expresive a mesajului de care sunt atasate. Ele
potenteaza semnificatia regentei, o completeaza si o reliefeaza.

Nu putem vorbi, in acest caz, de o exprimare gazetareasca rectiliniara,
fncatusata in clisee, dar nici de o formulare academica a frazei. E o inclinare spre sti-
lul familiar, in care libertatea, indrazneala si spontaneitatea se complinesc, tradand
o publicistica ancoratd puternic in beletristica. Vorbirea voit populara satisface
dorinta autorului de exprimare afectivd, convingatoare. Astfel, aparenta dezordine
gramaticala este justificata stilistic prin tendinta de a intensifica continutul seman-
tic, de a materializa naratiunea si de a o face memorabila si persuasiva. In frag-
mentul:,Leonida Lari, de rand cu alte cateva individualitati culturale, a fost sufletul
acelui an. Era prezenta la toate manifestarile lui. Cuvantul ei inflacara si imbarbata,
convingea si turna sperante. In acea perioada cuvantul insusi devenise baricada.
Tot el era drapel. Explozibil. Zid. Samanta buna pentru insamantat ogoarele. Mate-
rie durabild pentru constructii viitoare. Timp palpabil. Destin” (insemndri de pe front,
p. 237) elipsa subiectului lasa sa se contureze alte parti ale propozitiei care ar fi fost
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crepusculare printr-o organizare obiectiva a materialului lingvistic. Aceasta abor-
dare sintactica T. Vianu o numeste ,tehnica a clarobscurului, menitd sa retina numai
ceea ce poate vorbi imaginatiei si sentimentului lectorului” [ p. 271].

Remarcabild in concentrarea atentiei asupra unui continut important este
functia nominativului in text. In fragmentul citat, oferind la nominativ doar formele
nominale ale constructiilor, autorul concentreaza in ele puterea unui enunt in-
tegral si totodata accentueaza elementul semnificativ si ,rolul important pe care
continutul lui il joacd in procesul comunicarii” [Marin Vitalie, p. 334]. Or, despdrtirea
segmentelor prin virgule sau conjunctii ar fi atenuat importanta numelor pred-
icative si ar fi dat frazei respective o notd de monoton si interminabil. Aceasta
modalitate de construire a frazei este, pentru mesajul expus, o proiectie reusita,
care se impune utilizirii, deoarece segmentele eliptice referitoare la regenta ,in
acea perioada cuvantul insusi devenise baricada” sunt oarecum independente si
marcheaza o legatura de coordonare prin juxtapunere.

Dacd in exemplul dat nominativul avea functia de nume predicativ, marea
sa autonomie ii permite sa fie si subiect. Fragmentarea frazei in constructii nomina-
tivale permite autorului sa focalizeze comunicarea intr-o dominanta lexicala bine
reliefatd si, neapdrat, activizata, facuta regenta de nominativ. Desi dislocatd, fraza
manuita de Nicolae Dabija nu este discontinua, legatura semantica e conturata preg-
nant in constructia textului.,,Dar una e tara careia apartii prin nastere. Pamantul ei
e, cum ar zice cronicarul Miron Costin, ,frdmantat cu sangele mosilor si stramosilor”
tdi. Aerul acesteia |-ai respirat cel dintdi. Lumina ei ti-a infiorat prima fiinta. Peisajele
ei ti-au mangaiat, intaile, retina” (Insemndiri de pe front, p. 124). Subiectele sunt re-
perele fundamentale ale acestui mesaj. Topica nominativului e de a fi primul ele-
ment al propozitiei, iar ,consecintele si motivarea acestei topici sunt in primul rand
de ordin logic si gramatical, derivand din necesitatea gandirii si a expresiei lingvis-
tice de a se constitui ca fenomene’, remarca Eugen Campeanu, adaugand ca faptul
ce se impune atentiei noastre prin continutul sau logic, gramatical, nu poate sa nu
genereze si reactii emotionale de o facturd similara” [Campeanu Eugen, p. 152-153].
Nominativul e instrumentul de lucru al personificarii, dar si al antitezei.

Analiza sintacticd a publicisticii lui Dabija ne ofera un argument suplimentar
intru relevarea gradului inalt de inrudire a acesteia cu poezia. Or, propozitiile elip-
tice, fragmentarismul, preferinta pentru parataxa, anularea raporturilor sintactice
conventionale constituie atributele liricii moderne, pe care si le asuma cu succes si
publicistica.

Prin arhitectura inconfundabild, publicistica lui Dabija denota un simt ascutit
al limbii romane, o ureche cu mari capacitati fonice, un orator care stie sa-si dozeze
resursele discursive pentru a se face cat mai pretat lecturii.
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SIMBOL Sl SIMBOLIZARE
iN ROMANUL PSIHOLOGIC AL LUI VLADIMIR BESLEAGA

Ana GHILAS
Universitatea de Stat a Moldovei

Dans larticle on releve la spécificité de la simbolisation dans l'imaginaire ar-
tistique de Vladimir Besleaga. Par l'intermédiaire des romans signés par cet auteur,
dans la prose de Moldova s‘affirme la transition vers le roman moderne étant donné
le fait que l'auteur a réalisé la diversification des significations du symbole: éthique,
philosophique, psychanalytique.

Aspectul fictional al discursului si limbajul figurat sunt dimensiuni ale
spatiului epic, care se fac prezente in text prin imagine, metafora, simbol si mit.
Fiind, de fapt, principii constitutive ale poeziei, ele rezultd din convergenta a doua
aspecte definitorii pentru lirica: 1)senzorial si estetic si 2)tropologic, non-referential,
care valorifica functia emotiva, poetica a limbajului.[1, p.247]. Cu toate acestea, in
proza moderna, simbolul, ca si metafora sau mitul, devin elemente indispensabile
ale structurii textului, conferindu-i acestuia variate valente artistice, ontologice,
arhetipale etc. La abordarea temei propuse in titlu, vom insista asupra simbolului
si a rolului lui in discursul narativ de factura psihologica, exemplificand cu proza lui
Vladimir Besleaga.

Ca semn de recunoastere (gr. symbolon), simbolul trimite la un obiect prin
care intelegem un concept sau o stare. Aparitia oricarui simbol se face in baza unei
legaturi, fie ontologica (sau de naturd), analogica (sau de forma) ori conventionala
(sau de intelegere). Cercetdtorul Jean Chevalier releva acceptiunile antropologice
(G.Durand), mitologice (M.Eliade), psihanalitice (S.Freud, C.G.Jung) ale simbolu-
lui, evidentiind ca simbolul actioneaza asupra structurilor mentale, iar imaginea
simbolicd este ,capabila de a declansa o activitate intelectuala, caci ea ramane
un centru in jurul ciruia graviteaza intreg psihismul in miscare”. In acelasi timp, se
subliniaza ideea ca simbolul are ,capacitatea de a insufleti marile ansambluri ale
imaginarului: arhetipuri, mituri, structuri”[2,p. 26-27].

in acceptie moderna, simbolul este polivalent. Astfel, el creeaza posibilitatea
de a opera simultan in mai multe planuri semantice, avand sensuri infinite. Dupa
C.G.Jung, simbolul ,trimite mereu la un continut mai vast decat sensul sau imediat
si evident”[3], el poseda, ,dincolo de expresia formala, o expresivitate luminoasa,
altfel spus o eficacitate de ordin practic pe planul valorilor si al sentimentelor”, fiind
» cel care inlesneste trecerile alternative si inversate intre nivelurile constiintei, intre
cunoscut si necunoscut, manifest si latent, eu si supra-eu”[4, p.42].

Ca trop, prin simbol se intelege ,un nume al unui obiect concret, ales in mod
conventional pentru a desemna o intreaga clasa de obiecte, o notiune abstracta sau
o insusire predominanta cu care poate fi pus in legatura "[5, p.147]. Simbolul literar
devine, de fapt, un semn particular de natura intuitiva, iar activitatea simbolica,
dupa Goethe, transform aparenta in idee si ideea in imagine.

Vom aminti ca simbolurile se clasifica in doua categorii: 1) consacrate (sau
conventionale, prin utilizarea de multad vreme in diferite culturi) si 2) poetice sau
contingente, care exista , in principiu, intr-un text unic si, din aceasta cauza, poseda
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o ambiguitate sporita fata de simbolurile conventionale. Simbolul poetic este astfel
dependent de contextul in care apare, adica locul conventiei acceptate este luat de
context.

Ca si in cazul simbolului conventional, observd M.Mancas, ,simbolul
poetic este motivat semantic, dar raportul dintre contiguitate logica prin
care apare simbolul conventional nu mai este exclusiv, nici atat de clar pentru
simbolul poetic”. De aceea de multe ori contiguitatea ,poate fi interpretata ca
similaritate (al carui caz particular este, de fapt), iar substituirea care dd nastere
simbolului literar se justifica, astfel, prin analogie”[6, p.150].

In acest context, se pot identifica anumite grade de simbolizare intre
formele de manifestare a simbolului poetic, determinate de masura motivarii
semantice a acestuia si ,de gradul de generalitate al trasaturii semantice
relevante in substituirea simbolizatului prin simbol. Altfel spus, un grad inferior
de simbolizare si o slaba distantare semantica ar caracteriza simbolurile
curente, in timp ce simbolului poetic i-ar fi specificia o motivare mai slaba, o
distanta semantica mai mare intre constituentii tropului si o situare a trasaturii
semantice agdugate ori inlaturate la un nivel mai ridicat in ierarhia semelor
constitutive."[7, p.151].

Astfel cain artd, simbolizarea, ca reprezentare a uneinotiuni, a unei idei
sau ca sugerare a starii sau a sentimentului printr-un simbol, va fi detectatad prin
modul cum este exprimat artistic simbolul. Intr-un text literar vom urméri deci
expresia simbolulul si exprimarea lui, modul in care el apare si functioneaza
in discurs, interactiunea lui cu contextul (la nivel exterior - cu contextul
supraeului, si la nivel interior — cu cel al textului propriu-zis). Consideram ca
in romanul obiectiv, cu un narator omniscient si omniprezent, heterodiegetic,
simbolurile sunt, in principiu, conventionale, sensul lor contingent referindu-
se la idei filozofice, valori morale, si mai putin la stari, senzatii, perceptii sau la
lumile abisului uman, ale inconstientului. lar la nivel de structura a vorbirii, stilul
indirect liber devine, in acest tip de roman, o modalitate de trecere treptata de
la descrierea lumii exterioare, de la evenimential la descrierea (si/sau sugerarea)
celei interioare. O demonstreaza in literatura romana loan Slavici, incepand cu
nuvela Pddureanca si terminand cu romanul Mara, Liviu Rebreanu — de la lon la
Pddurea spanzuratilor, lucrdri in care se manifesta stilul psihologic indirect si cel
mixt si care prezinta o punte de trecere la un psihologism direct, prin monolog
interior, in textele lui Camil Petrescu, Gib.Mihdescu, Anton Holban s.a.

De fapt, la investigarea romanului modern, in special a celui psihologic,
cercetatorii atentioneaza asupra surselor de origine simbolista [8, p.238]. Or,
autorul de roman subiectiv, psihologic are in vizor lumea interioara, cea a
adancurilor umane, iar abisurile inconstientului, relatiile lui cu constientul si
cu supraeul pot fi mai veridic transfigurate artistic prin mijlocirea visului, a
simbolului, a monologului interior sau a fluxului memoriei.

Romanul psihologic basarabean si-a inceput calea spre afirmare ca
entitate literar-artistica in perioada interbelica, cand scriitorii au intreprins
tentativa de asimilare a romanului romanesc in general. Mentionam aici
incercarile de roman psihologic ale lui loan Sulacov prin Insemndrile unui
flimand(1936) si ale Elizabetei Eliade-Dolenga - in ghiarele vulturului. Jurnalul
unui arhiduce(1937). In perioada imediat postbelicd, continuitatea fireasca a
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evolutieiiliteraturiiromane fiind intrerupta abuziv, se revine laromanul-cronica,
la evenimential, accentul fiind pus pe elementul social, pe caracterul tipic etc.
Totusi, la mijlocul anilor 50-anii 60, in perioada ,dezghetului hrusciovist” si a
descatusarii spirituale, iar in plan european, a crizei valorilor si a existentei
antiromanului, se diversifica romanul psihlogic romanesc prin texte semnate
de D.R.Popescu, A.lvasiuc, N.Breban, A.Buzura, iar in proza din Basarabia
(Republica Moldova) se face observata tranzitia de la un narator omniscient
si omniprezent la o contopire, 0 suprapunere narartor-personaj, auctor-actor
(A.Busuioc, G.Meniuc) sau chiar la o libertate absoluta a personajului-narator,
cum se manifesta in discursul narativ al lui V.Besleaga.

Stilul psihologic al acestui autor se caracterizeaza prin solilocviu ca
mod de narare, dublat de monolog-confesiune, fluxul memoriei, simbol, vis,
dedublare, alter-ego s.a. In ceea ce priveste simbolul, el indeplineste in opera
lui V.Besleaga diverse functii: de structurare a textului, ontologica, psihologica,
etica, fapt ce demonstreazd, intr-un fel, capacitatea simbolului ,de a insufleti
marile ansambluri ale imaginarului: arhetipuri, mituri, structuri”[9,p.27].
Totodatd, suntem constienti de faptul cd imaginea nu capata valoare de
simbol,decat in cazul cand cel care o contempla este dispus sa faca un transfer
imaginar, simplu in realitate, complex cand este supus analizei si acest transfer
plaseaza subiectul inauntrul simbolului, dupa cum simbolul va fi stramutat
inauntrul omului”[10, p.44-45].

Dintre toate functiile simbolului (exploratoare, de mediere intre materie
si spirit, intre constient si inconstient, de substitut, unificatoare, pedagogica
si terapeutica, socializanta, de rezonanta), cele de mediere intre constient si
inconstient, de substitut, de rezonanta si de transformare a energiei psihice au
un rol decisiv in comprehenderea imaginarului artistic al lui Vladimir Besleaga.
in romanele acestui autor casa si familia constituie un spatiu in care se desfasor
dramele sufletesti ale individului. Tn primul rand, ca topoi, casa, in romanele
Zbor frant, Acasd, Viata si moartea nefericitului Filimon sau anevoioasa cale
a cunoasterii de sine apare ca simbol al neamului, al vetrei strdmosesti si al
legaturii omului cu locul. Adica ea are aici semnificatia specificd modelului
etno-etic bonus pastor, manifestandu-se ca simbol conventional [11]. Totodata
simbolistica ei mai semnifica si ideea de cuib, intimitate ( in romanul Ignat si
Ana), intoarcere la origini in sensul etnic-spiritual (romanul Acasd), dar siin sens
psihanalitic jungian, trecand in categoria simbolurilor contongente(in Viata si
moartea nefericitului Filimon sau anevioasa cale a cunoasterii de sine).

Instrdinarea de casa presupune instrdinare de un trecut, adica uitarea
trecutului (Acasd), dar, in acelasi timp, si o instrdinare a individului de ai sai, de
cei apropiati (cum se manifesta in Zbor frdnt) si, de aici, necesitatea intoarcerii
catre sine, in sens psihologic: a sta de vorba cu sinele tau, cu inconstientul,
a-ti face un examen de constiintd, o autoanaliza, sau in planul psihanalizei
jungiene: a-ti cuceri Sinele, a realiza individuatia, a pune de acord (in urma
examenului de constiintd) constientul cu inconstientul (in Viata si moartea
nefericitului Filimon...). Astfel ca prin simbolizarea casei in romanele acestui
autor se poate urmdri tranzitia de la conventionalitatea (traditionalitatea)
simbolului la ambiguitatea, contingenta acestuia, ceea ce imprimd valente
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noi textului, caracterizand, in acelasi timp, originalitatea viziunii artistice a
individualitatii creatoare.

Vladimir Besleaga nu staruie asupra descrierii exteriorului sau interiorului
casei, cum observam la .Drutd, bundoara [12, p.143-163], ci mai mult asupra
lumii interioare a individului, a suflului, spiritului casei ca axis mundi. O denota
atitudinea mai multor generatii fata de acest lacas al omului. De exemplu,
bunelul (si el simbol al neamului si al statorniciei), infruntand greutati in calea
sa, se intoarce din primul razboi mondial, ajungand, in cele din urm4, la locul
de unde a pornit in lume si unde vrea sa ramana pe veci:

» Sicat atras si a patimit pe drum, si cum trebuia sd se opreascd din cdnd
in cand si sd lucreze cdte doud-trei sdptdmani la vreun gospodar, ca sa castige
mancare(...), ca sd poatd merge mai departe si cum era sd-l omoare niste talhari...,
si cum era sd se inece intr-o apd, dar a scdpat de toate si a venit acasa...”.,Numai
acasa vroia sd moard. Cd, zicea el, in casa asta am crescut, cu apa asta m-am
addpat - si tot in pdmdntul ista vreau sd ma duc si sG md fac nimic. lar cand
baetii ziceau, vorba ceea, in naturd nimic nu se pierde... ca-s invdtati si se cred mai
destept decdt dansul, bunelul mijea ochii si grdia si el, in sagd: ,Dacd-i asa, apoi
poate cineva, vreun strdnepot dintr-al zecelea rdnd, are sd beie ori are sGé mdndnce
din tdrdna mea si are sa ma viseze, si daca are sd se ducd si el undeva, departe prin
lume, prin strdini, are sd simtd cd-I trage acasa si are sd vie si el ca mine, macar
schiop, pe jos are sd vie acasa, sd nu se stingd neamul niciodata...". (Zbor frant).

Nepotul Isai, care in timpul razboiului, cautandu-si fratele, a nimerit la
nemti, pe celdlalt mal al Nistrului, indeplinea, in fapt, functia de cercetas al
armatei sovietice. Dupa razboi e invinuit de sateni si de rude cd a vrut sa fuga
cu armata germana, din care cauza se inchide in sine, devine irascibil. Pentru
el insa casa rimane a fi un loc sfant, curatenia sufletului, amintirea celor traite:

»~Mdi, am vrut s md duc cu nemtii, sG nu ajung sa te vad pe tine...(...), asa
raspundea [Isai] mai incoace, dupd ce isi indltase si el casa lui, ceva mai sus de
casa bdtrdneascd a mane-sa..”; ,dacd a venit vremea sd-si facd Isai casd, nu
stiu cum cd nu s-a prea inteles cu lle(...); cd Isai vroia sd se aseze anume ldngd casa
badtrdnescad, in vale, mai aproape de apad.’

Astfel, conventionalitatea acestui simbol este convertita treptat intr-un
simbol poetic, contingent, iradiind asupra intregului text al romanului Zbor
frdnt prin constituirea unor serii simbolice, cum este casa si apa, casa si poarta,
casa si mama. Aceste simboluri capdta noi si originale semnificatii in celelalte
romane ale autorului.

Personajul Alexandru Marian din romanul Acasd se intoarce in sat intr-
un moment greu al vietii sale, cautind liniste sufleteascd in casa parinteasca. El
incearcd sa cunoasca unele adevaruri despre parinti si despre sine. Simbolismul
casei devine, in acest context, modalitatea de realizare artistica a dorintelor si
intentiilor personajului, iar seriilor simbolice din primul roman (Zbor frant) i se
alatura altele: casa si rdddcinile, casa si umbra, casa si vocea (vocile cunoscute si
necunoscute). Simbolul radacinilor tdiate si ale casei converg spre intelegerea
"Dacd ar putea omul sé se schimbe asa de usor! latd-md eu, am aproape doudzeci
de ani de trai la oras si pare cG m-am deprins cu viata de acolo. Dar ce ma trage
oare la satul ista, la casa asta, la padmantul ista? Trupul? Sufletul? Sau ceva din
amdndoud, ceva carenu arenume, cevacareplutestein aerul acesta,inapaaceasta,
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ceva care-i in ierburile acestea, in liniile orizontului acesta...". Valentele spiritual-
etice ale casei se amplifica prin cele de naturd filozoficad si psihologica.

Ambele personaje - Isai si Alexandru — doresc sa lase copiilor o casa, mai
bine zis amintirea si sufletul unei case spirituale - cea a neamului, a parintilor,
si, in acelasi timp, sa-i invete a intelege omul, in relatie cu adevarul timpului
in care acesta a trait. Isai ,/-a sdltat pe bdiat in brate si i-a ardtat un nuc matre,
batran si I-a intrebat: vede el acolo in deal nucul celg, si baiatul a zis ca-1 vede {(...),
si dacd mai vede el printre frunzele lui o casa, si bdiatul a zis cd vede, dar nu se stie
dacd vedea, pentru cd nici lsai n-o prea vedea, dar credea cd, poate, bdiatul o vede,
cd are ochi mai buni. ,Apoi, uite, a urmat Isai, sa tii minte casa ceea, cG am sa-ti
povestec eu ceva”.

Astfel se declanseaza actiunea in romanul Zbor frant: Isai pierzandu-si
casa pdrinteascd, chiar daca si-a construit alta noud, copilul nu vede casa dintre
ramuri, iar tatal cu speranta ca poate el, feciorul, va mai putea sa pastreze
daca nu spiritul casei, poate amintirea despe trecutul ei, adica al familiei si al
neamului, indemnandu-l sd inteleagd timpul cu sufletul. Casa devine deci un
axis mundi al personajelor, iar, in plan structural, este si toposul de la care duc
si spre care vin ,cdrarile, drumurile” naratiunii. In celelalte doua romane care
au urmat - Ignat si Ana si Acasd- toposul de la care porneste actiunea este
marginea satului, actorii coborand din masina si pornind spre sat, adica spre
casa. Din punct de vedere al simbolisticii traditionale, consacrate, aceasta ar
semnifica incercarea unei intoarceri la originile neamului, iar din perspectiva
psihanaliticd — intoarcerea la sine. In acest context, preziintd un deosebit interes
romanul Viata si moartea nefereicitului Filimon sau anevoioasa cale a cunoasterii
de sine, scris in anul 1970, dar interzis de cenzura si publicat abia in 1988.

Simbolul devine aici principalul element de structura al discursului,
conotand idei, stari, senzatii. Referindu-ne la simbolul casei, observam ca
pentru Nichifor Fatu, tatdl care si-a ldsat sotia si a luat cu forta baiatul de la
mama, casa, chiar dacd o are, practic lipseste din viata lui sufleteasca ca
spatiu sacru, ca vatra, ca familie. Pentru el casa e un mod de a-si demonstra
puterea, bogdtia, avand functia de autocaracterizare. Pentru fiica Cristina,
casa inseamna legdtura dintre generatii, permanenta spiritului mamei, idei
transfigurate artistic prin imaginea casei noi care a cuprins-o pe cea veche a
mamei. Pentru Filimon, fratele ei, casa nu inseamna practic nimic, el e rupt de
casa pdrinteascd, de la mamg, e dus cu forta la tata-sau si ldsat sa locuiasca in
alta casa, in grija unei batrane. Astfel, fiecare cu casa lui, cu lumea si cu soarta
lui. Intr-o lecturd psihanalitici aceasta ar insemna fiecare cu psihismul siu,
cu refularile si defularile sale, cu imagourile arhetipale dominante. De fapt, in
acest roman al lui V.Besleaga, personajele se caracterizeaza in mare masura din
perspectiva psihanalitica freudista si jungiana(Cf. 13,p.93-115].

Semnificatia conventionald a unui simbol consacrat (casa, bunelul sau
bunica(batrana), piatra,umbra, apa, foculs.a.) este amplificatd de nuante, valente
etico-sociale, ontologice, arhetipale, psihologice.De exemplu, impletirea
planurilor real, imaginar si psihologic, imbinarea simbolurilor de factura
traditionala (bdtrana, bordeiul, tdrana) cu cel de natura moderna - treptele —
transmit idei filozofice si psihologice. Filimon, personajul principal, iesind din
labirintul de patra de sub sat (ceea ce, in plan psihologic, simbolizeaza cautarea

129




INTERTEXT

de sine), ajunge la casa batranesaca, la ,bordeiul” de candva al buneilor,
deschide cu greu usa si coboara trei trepte pentru a ajunge la bunica si a afla
cine este el cu adevarat. La nivel psihologic, este, de fapt, o coborare in sine,
in adancurile inconstientului personal si realizata aceasta coborare/cunoastere
de sine prin mijlocirea inconstientului colectiv, al spiritualitatii generatiilor
trecute. Imaginea batranei care se duce incet in pamant denotd nu doar
trecerea timpului, ci si ideea pierderii unor valori si a unor adevaruri: ,tdrziu
ai venit, vezi?’, zice ea, ,dacd veneai mai inainte, poate cd aflai ceva, acum insd...”
Este semnificativa, in acest context, imaginea senzitiva si vizuald a memoriei, a
constiintei de sine a individului, dar si a neamului: ,glasul vine dinspre bdtrdnd,
dar nu vine drept, prin aer, ci prin podeaua in care se duce ea, vine din peretii de
sub care trage cu palma tdrana si o imprdstie, apoi intinde cealaltG mand si ia
de sub alt perete alt pumn de tdrand, ii simte, glasul, cu coatele, cu genunchii, cu
tdlpile insangerate..”

Observdm ca simbolurile se completeaza reciproc, prin semnificatii
de naturd variata, acelasi simbol conotand totodata idei si stari. De exemplu,
batrana semnificd trecutul neamului si necesitatea legaturii dintre generatii,
dar si pierderea unei generatii, in sensul lipsei constiintei de sine a acesteia.
In acelasi timp, din perspectiva psihanaliticd jungiana, ea este si arhetipul
batranei intelepte, fapt ce impune alte interpretari ale textului.

Asa cum demonstreazd mai multi cercetdtori, criteriul reiterarii
simbolului la diferiti autori si in diferite curente vorbeste de o sedimentare
poetica a limbajului, in special in poezia interbelica. ,Un limbaj poetic ajunge
la maturitate, observd, de exemplu, M.Mancas, atunci cand si-a constituit
un fond figurativ notabil, metaforele si simbolul formandu-i nucleul.(...) Prin
contributia marilor poeti ai perioadei interbelice, poezia romana moderna
incepe sa functioneze ca,text unitar’, ce-si degaja spontan si aproape uniform
simbolurile esentiale. in acest sens, perioada interbelica este tocmai aceea
care ajunge la fixarea unor simboluri constante, specifice ei, dar izvorand dintr-
o0 experienta poetica asumata de aproximativ un secol”[14,p.157].

Literatura din Republica Moldova, in special incepand cu anii 60 ai
secolului al XX-lea denotd, de asemenea, o incercare de sedimentare a
limbajului poetic prin utilizarea metaforei, simbolului si a elementului mitic.
Aceasta dimensiune a limbajului figurat caracterizeazd si proza timpului,
in special cea semnata de I.Drutd, V.Vasilache, A.Busuioc, G.Meniuc si intr-o
mai mare masura, romanele lui V. Besleaga, la care simbolul consacrat capata
multiple valente etice, ontologice, psihologice si psihoanalitice.
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~METAPHERN IN DER FUBBALLBERICHTERSTATTUNG
- EINE BILDFELDANALYSE IM DEUTSCH-POLNISCH-
(RUMANISCHEN ) VERGLEICH” (EIN AUSZUG AUS DER
BACHELOR-ARBEIT VON JULIAN GROGER, AUGUST 2006,
EUROPA UNIVERSITAT VIADRINA, FRANKFURT (ODER))

Julian GROGER,
Freie Internationale Universitdit in Moldova

Lucrarea respectivd studiaza folosirea metaforelor in germand, polonezd si
romdnd pentru a explica sau comenta un meci de fotbal si reprezintd o investigatie
contrastivd a limbilor abordate. Diferite teorii despre metaford sunt prezentate cu
paradigmele lor lingvistice. De la Aristoteles pand la Lakoff/Johnson metafora a fost
interpretata diferit: de la o figura de stil retoricd care se poate si parafraza pdnd la un
element de un limbaj cotidian, care determind gdndirea si actiunea noastrd in esentd.
Weinrich (1976) a constatat cd se pot sintetiza metaforele folosite in cdmpuri de imag-
ine (Bildfelder). Anumite campuri de imagine servesc anumitor obiecte ca donatori de
imagine (Bildspender). La fotbal, cdmpurile mentionate sunt in special rdzboiul/lupta,
munca si teatrul. Lingvistica cognitivd, odatd cu George Lakoff ca reprezentantul cel
mai important, spune cd aceste cdmpuri au o mare forta de sugestie despre faptul
cum si ce gandim despre fotbal. Din aceastd cauzd se meritd comparatia metaforelor
folosite in germand, poloneza si romand.

Vorwort

Die Fragestellung dieser Arbeit lautet, ob es Unterschiede bei der Besch-
reibung eines Ful3ballspiels zwischen Deutschen, Polen und Moldawiern gibt. Zur
Beschreibung eines jeden Sports zieht man automatisch Umschreibungen, die
ihre Wurzeln urspriinglich in anderen Bereichen haben, zur Hilfe. Wir haben zum
Beispiel per se kein Wort, welches ausschlieBlich das Objekt beschreibt, welch-
es zwei senkrechte und eine darauf liegende waagerechte Leisten begrenzen.
Stattdessen nehmen wir andere Bilder zur Hilfe - hier ein Wort aus dem hauslichen
Bereich - und nennen es Tor (groBe Tiir), vgl. polnisch bramka bzw. rumanisch bard
oder Gehduse, Gebalk etc.

Wenn wir also keine ureigene Fuf3ballsprache haben, um ein Spiel zu erk-
laren, zu kommentieren (denn auch die so genannte Fachsprache bedient sich an-
deren Bildern), welches sind dann unsere Hilfen? Aus welchen Bereichen stammen
sie? Welche Bilder werden verwendet? Eine Hypothese kdnnte lauten, dass im Pol-
nischen aufgrund eines starkeren Traditionsbewusstseins eher éltere, traditionelle
Metaphern wie aus dem Bereich Krieg/Kampf benutzt werden und im Deutschen
dagegen moderne Bilder, wie aus dem Bereich der Psyche (,Man muss mental auf
dem Platz sein und ein Spiel wird im Kopf entschieden.’), den Vorrang in der Besch-
reibung eines FuBballspiels haben.

Zur Frage, ob es hier bei der Verwendung der Bilder evtl. gréBere Unter-
schiede gibt, dazu hat sich Harald Weinrich mit seiner Konvergenz-Hypothese
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einer Bildgemeinschaft innerhalb des Abendlandes geduBert (Weinrich 1976: 287).
Die Weinrichsche Konvergenz-Hypothese fuBt auf Beobachtungen des Metapher-
ngebrauchs in Texten verschiedener europdischer Sprachen. Sie beschreibt, dass in
einzelnen als kreativ aufgefassten metaphorischen Verwendungen identische oder
zumindest sehr dhnliche metaphorische Projektionsrichtungen aktiviert werden.
Der Metaphernaustausch und die Verbreitung einzelner Metaphern ,liberschreiten
in sehr vielen Féllen die Grenzen europdischer Einzelsprachen” (Weinrich 1976:
289).

Die vorliegende Arbeit stellt einen Beitrag zur kontrastiven Metaphorik.
Lange Zeit wurde aufgrund des starken Einflusses von Weinrichs Hypothese die
Metaphorik von vornherein zumindest fiir die europdischen Sprachen schlicht
als ein ,kontrastives Nicht-Problem” (Osthus 2000: 13) erachtet. Und tatsachlich
kommt es innerhalb der européischen Sprachen selten zu interkulturellen Miss-
verstdandnissen, die ihre Wurzeln in Metaphern haben. Auch meine Untersuchung
belegt die Weinrichsche Hypothese. Der Grof3teil der benutzten Bilder, die in der
deutschen, polnischen und in der moldawischen FuBBballberichterstattung benutzt
werden, ist identisch. Innerhalb der Bilder gibt es allerdings Divergenzen, was die
Auspragung oder die Haufigkeit einzelner Ausdriicke betrifft.

Die vorliegende Untersuchung kann keine vollstandige Erfassung weder
samtlicher Aspekte der kontrastiven Metaphorik, noch samtlicher moglicher Aus-
pragungen von im Fuflball verwendeten Metaphern sein. Der korpuslinguistische
Ansatz bedingt von vornherein eine aus heuristischen Griinden notwendige Be-
schrankung der Betrachtung. So wird das Korpus zum einen durch die Auswahl
eines Spiels (Deutschland-Polen, 14. Juni 2006) und zum anderen durch die im
jeweiligen Fernsehen Ubertragenen Live-Reportagen (ARD, TVP2) und einigen
Pressetexten beschrankt. Die Herangehensweise versteht sich als textgestiitzt und
kontrastiv. Methodisch habe ich mich bei der Auswahl und Auswertung vor allem
an Erkenntnisse der kognitiven Linguistik gehalten.

Ich werde nun zundchst den inhaltlichen und methodischen Rahmen der
Untersuchung abstecken, indem ich Beispiele fiir Definitionen fiir eine Metapher
gebe. AnschlieBend nenne ich einige Metapherntheorien, die im Laufe der Zeit von
Aristoteles bis heute verfasst wurden, zumeist unter Vorzeichen eines sprachwis-
senschaftlichen Paradigmas. Speziell werde ich mich bei meiner Untersuchung auf
Weinrichs Bildfeldmodell stlitzen und skizziere daher die wichtigsten Aussagen
dieses Modells. Bei der Auswertung werde ich mich auf Grund der Kiirze dieses
Beitrags auf das bedeutendste Bildfeld beschranken - Krieg und Kampf als Bild-
spender fiir die Fu3ballsprache.

1. Die Metapher - Eingangsfragen zur Definition

»Man wird nichts verstehen und doch einiges, denn wo Verkleidungen als
nackte Wahrheiten auftreten, kann die Enthiillung nur — Metapher sein” (Buchholz
1993: 7). Wie erkenne ich aber Metaphern? Bevor ich zu den Metapherntheorien
komme, mochte ich kurz darstellen, wie schwierig es ist, eine Definition fiir die
Metapher zu finden und dafiir ein paar Beispiele geben. So fragt sich auch Max
Black:
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Die Fragen, die ich gerne beantwortet sehen wiirde, betreffen die ,logische Grammatik”
von ,Metaphern” und Wortern mit verwandten Bedeutungen. Es wiirde genligen, wenn
man Uberzeugende Antworten auf folgende Fragen hatte: ,Wie erkennen wir einen Fall
von Metaphorik?“,Gibt es Kriterien fiir den Nachweis von Metaphern?“,Sind Metaphern in
wortliche Ausdriicke Gibersetzbar?”[...],Welche Beziehungen bestehen zwischen Metapher
und Vergleich?”[...],Und was soll schlielich die Verwendung einer Metapher Gberhaupt?”

(Oder, kiirzer ausgedriickt, ,Was meinen wir mit,Metapher’?”) (Black 1996: 55).

Bis heute gibt es keine eindeutigen Antworten auf die von Black gestellten
Fragen. Viele Versuche hat es allerdings gegeben, sich diesem Gegenstand zu
nahern. Arlow (1979) stellt in seiner Arbeit,,Metaphor and the psychoanalytic situ-
ation” fest:,,Das Wort Metapher kommt aus den altgriechischen Wortbedeutungen
,hinlibertragen’ und bezieht sich auf linguistische Prozesse, die Aspekte des einen
Objekts zu einem anderen Objektbereich hinlibertragen oder,libertragen’werden,
so dass vom zweiten Gegenstand gesprochen wird, als sei es der erste” (Arlow
1979: 365, zitiert in Carveth 1993: 17).

Was in allen Definitionsversuchen auftaucht, ist der Bedeutungswandel
oder die Bedeutungsiibertragung, die mit der Metapher und durch den bestim-
mten Kontext vollzogen wird. Es wird etwas anderes gemeint, als es die eigentliche
Bedeutung des Wortes vermuten ldsst. Die semantische Komponente spielt die be-
deutendste Rolle bei der Untersuchung von Metaphern.

2. Theorien der Metapher

Es erscheint durchaus sinnvoll, als Teil eines Beitrags zur kontrastiven Meta-
phorik Grundlinien unterschiedlicher Metaphernverstandnisse dahingehend zu
betrachten, welches deskriptive Modell am besten geeignet ist, in allen mitein-
ander kontrastierten Sprachen und Texten die kommunikativen Leistungen wie die
semantischen Paradigmen der Metapher so zu beschreiben, dass sie als Vergleichs-
parameter im Sprachenvergleich tauglich sind.,Gerade innerhalb deranwendungs-
orientierten Linguistik entfallt das Kriterium der,Wahrheit’ eines wissenschaftlichen
Modells zugunsten dessen seiner methodologischen Adaquatheit” (Osthus 2000:
75). Es geht also in dem folgenden Kapitel nicht darum, die Denkmodelle zu Met-
aphern auf ihren Wahrheitsgehalt zu tGberpriifen. Die anschlieBende Darstellung
soll vielmehr Aufschluss darliber geben, welches Modell fiir die Untersuchung mei-
nes Gegenstands geeignet ist.

Es geht bei den Theorien sowohl um eine Eingrenzung des Begriffs der
Metapher, als auch um den jeweiligen seitens der unterschiedlichen Ansétze pos-
tulierten Status des metaphorischen Sprechens innerhalb der Kommunikation.

Aristoteles liefert einen doppelten Ansatz der Metaphernkunde. Neben
einer Beschreibung des sprachlichen Mechanismus der Metapher, vor allem in
der Poetik, stehen literarische und rhetorische Empfehlungen zum stilistisch ge-
lungenen Gebrauch der Metapher innerhalb seiner Rhetorik. Die Metapher wird
von Aristoteles als ein analogischer Ubertragungsprozess der Beziehungen eines
Gegenstandes auf einen anderen Gegenstand verstanden.

Jede Metapher kann dieser Konzeption zufolge beschrieben werden als
Substitution eines nicht-metaphorischen Ausdrucks durch einen Ubertragenen
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Terminus, wobei Aristoteles die Metapher als Wortmetapher versteht, die allerd-
ings potentiell Substantive, Adjektive und Verben in sich einschlieBen kann. Grun-
dlage einer jeden Wortiibertragung ist der bereits vorhandene analogische Bezug
zwischen Substitut und Substituenten. Ein Paradebeispiel einer solchen, metaph-
orisch nutzbaren Analogie ist das Verhaltnis zwischen Lebensalter und Tageszeit.

In Abgrenzung zur aristotelischen Substitutions- und Vergleichstheorie
der Metapher wird sie in der modernen Semantik haufiger als ein sprachliches
Phdanomen betrachtet, dessen Leistung gerade darin besteht, Bedeutungen her-
vorzurufen, welche nicht durch ,eigentliche Rede’ substituierbar sind, bzw. mittels
eines Vergleichs aufgeldst werden kdnnten. So akzentuiert Richards im Gegensatz
zu Vorstellungen, die die Metapher lediglich als Redeschmuck, als interessantere
Ausdrucksmoglichkeit eines prinzipiell auch nicht-metaphorisch formulierbaren
Inhalts begreifen, den jeweiligen kontextuellen Charakter der metaphorischen Be-
deutung:

Auf die einfachste Formulierung gebracht, bringen wir dem Gebrauch einer Metapher zwei
unterschiedliche Vorstellungen in einen gegenseitigen aktiven Zusammenhang, unterstit-
zt von einem einzelnen Wort oder einer einzelnen Wendung, deren Bedeutung das Resultat
der Interaktion beider ist (Richards 1996: 34).

Die Metapher ist folglich kein Phdnomen semantischer Normabweic-
hung, sondern sie gehorcht dem Prinzip der grundsatzlichen Kontextbedingtheit
sprachlicher Bedeutungen.

Auch die Analogie besitzt in der Interaktionstheorie einen anderen Stellen-
wert als noch bei Aristoteles. Wahrend in der Antike die Analogie Voraussetzung
fur eine erfolgreiche Metapher war, rdaumt Black der Metapher die Fahigkeit ein,
Analogien erst herzustellen’

Durch den interaktiondren Ansatz ist der Erkenntniswert Gber die Metapher
wesentlich hoher als durch die Vergleichs- oder Substitutionstheorie. Auch Keller
unterstreicht den hohen Nutzen der Metapher als ,Erkenntnismodell’, das er als
,Brille, durch die man Dinge erkennen kann, die man ohne diese Brille nicht sehen
wiirde (kdnnte man metaphorisch sagen)” kennzeichnet (Keller 1995: 224).

Metaphernverstandnis der kognitiven Linguistik

Die kognitive Linguistik fult auf der paradigmatischen Grundiiberzeugung,
dass Sprache nicht als autonome arbitrére Struktur angemessen beschrieben
werden kann, sondern vielmehr in enger Abhédngigkeit mit der menschlichen
Kognition zu betrachten ist. Konkret verfolgen Ansdtze der kognitiven Linguistik
zwei Hauptziele: Einerseits suchen sie aus sprachlichen Strukturen Rickschlisse
fur den Aufbau der Denkstrukturen zu ziehen, andererseits dienen der kognitiven
Linguistik umgekehrt Erkenntnisse liber den Aufbau der menschlichen Kogni-
tion zur Erkldarung sprachlicher Tatsachen (vgl. Linke u.a. 2004: 98ff.). Die im Zuge
der kognitiven Wende (Schwarz 2 1996:13-15) vollzogene enge Verkniipfung von

1 Zill (1992: 75) unterstreicht dieses mit der Interaktionstheorie gewandelte Verstandnis metapho-
risch genutzter Analogie: ,Die partielle Gleichheit der beiden in der Metapher zusammentreffenden
Gegenstdnde ist keine vorausgesetzte, sondern eine in der als uneigentlich verstandenen Aussage erst

konstruierte.”
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Sprache und Denken ist dabei als Gegenreaktion zu einer rein strukturalistischen
Linguistik zu verstehen, welche die Autonomie des Sprachlichen betonte. Ludwig
Wittgenstein hat hierfiir philosophisch einige Vordenkleistungen vollbracht, wenn
bei ihm etwa von der,Verhexung unseres Verstandes durch die Sprache” (Wittgen-
stein 1971) die Rede ist.

Der metaphorische Prozess, in dem auf der Ebene der Sprache beispielsweise
Abstraktes durch konkret Fassbares ausgedriickt wird, ist folglich fiir die kognitive
Linguistik keine ausschlie3liche Angelegenheit sprachlich konventionalisierter Ge-
brauchsregeln, sondern er gehorcht in idealer Weise dem Postulat kognitiver Mo-
tiviertheit der Sprache. Denn wenn unser Denken, wie es die Kognitionsforschung
nahe legt, durch Bildhaftigkeit gepragt ist, dann ist die Allgegenwart der Metapher
dafir das beste Indiz. Und dann ist umgekehrt,die Analyse der sprachlichen Met-
aphern derideale Weg zur ErschlieBung mentaler bildhafter Konzeptualisierungen”
(Osthus 2000: 102). Die Metapher wird in der kognitiven Linguistik als sprachlicher
Reflex menschlicher Denkprozesse begriffen.

If we are right in suggesting that our conceptual system is largely metaphorical, then the
way we think, what we think, what we experience, and what we do every day is very much
a matter of metaphor. [...] We shall argue that human thought processes are largely meta-
phorical (Lakoff/Johnson 1980: 3 ff.).

Eine solche kognitive Metaphorologie findet in George Lakoff ihren einfluss-
reichsten Vertreter. Zusammen mit Mark Johnson legte er (1980) den Ausgangs-
punkt einer lebhaften, vor allem in den USA betriebenen Metaphernforschung,
welche sich um den Stellenwert der Metapher im menschlichen Denken dreht.

«[Metaphor] is omnipresent: metaphor suffises our thought, no matter what
we are thinking about” (Lakoff/Turner 1989: Xl). Damit kdnnte meine Untersuchung
mit Hilfe der kognitiven Linguistik Aufschliisse iber Konvergenzen und Divergen-
zen im Reden und damit auch im Denken tber Fu3ball zwischen Polen, Deutschen
und Moldawiern geben.

Die Metapher ist dementsprechend in erster Linie kein sprachliches, sondern
ein konzeptuelles Phidnomen, welches sich in der Sprache spiegele. Ahnliches
kdonnte man fir das FuBBballspiel behaupten. Dass ein GroB3teil der Metaphorik zur
Beschreibung eines FuBballspiels aus dem Bereich Krieg/Kampf kommt, hat laut
der kognitiven Linguistik eine bedeutende Aussage dariiber, was wir Gber Fu3ball
denken, vielleicht auch wie wir uns beim Fuf3ball verhalten.

In einer ,toten” oder literalisierten Metapher befangen zu sein, heift laut
Wittgenstein, in einem elementaren Sinne unfrei im eigenen Denken und Handeln
zu sein: ,Ein Bild hielt uns gefangen. Und heraus konnten wir nicht, denn es lag
in unserer Sprache, und sie schien es uns unerbittlich zu wiederholen”, (Wittgen-
stein 1971: 67). Gllcklicherweise besitzen wie als menschliche Subjekte allerdings
die Fahigkeit, Gber unsere Metaphern und Gegensatze zu reflektieren und damit
auch die, uns von solcher Besessenheit teilweise zu befreien. Meine Arbeit soll dazu
einen kleinen Beitrag leisten.

Wer denkt denn noch bei einem Stiirmer an jemanden, der Sturm, also
starken Wind verursacht oder wer denkt bei dem Wort Kapitan im Fu3ballkontext
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an eine Schiffsbesatzung? Diese Worter sind also stark literalisiert und haben ihre
Bildlichkeit mehr oder weniger verloren. Laut Lakoff sind diese Metaphern allerd-
ings nicht tot, sondern im haben Gegenteil eine besonders starke Aussagekraft im
kognitiven Sinne.

Die Voraussetzung metaphorisch gepragter Konzepte kann zudem plau-
sible Erklarungen fiir das Funktionieren oder Nicht-Funktionieren interkultureller
(bzw. interkonzeptueller) Kommunikation geben, da als Pramisse einer funktionie-
renden zwischenmenschlichen Verstédndigung die Bindung der an der Kommuni-
kation Beteiligten an identische, in sprachlichen Metaphern gespiegelte Konzepte
erachtet wird. Insofern kann die kognitive Metaphernforschung wichtige Beitrage
zur Erforschung konzeptueller Systeme leisten und so Hinweise zur kognitiven
Grundlage (einzel- und Ubereinzel-)sprachlicher Missverstandnisse liefern (Osthus
2000: 110).

3. Das Bildfeld und Weinrichs Kulturkreisbehauptung

Weinrich stellt die Uberzeugung auf, dass die Metapher nur addquat bes-
chrieben werden kann, wenn sie als ,Kopplung zweier sprachlicher Sinnbezirke”
(Weinrich 1976: 283) verstanden werde. Eine semantische Analyse der Metapher
miisse daher die Zweigliedrigkeit der Metapher angemessen berlicksichtigen, wo-
beisich daraus die Moglichkeit ergibt, in Texten scheinbar isolierte Einzelmetaphern
als in einen gréBeren semantischen Zusammenhang eingeordnet zu erkennen.

Basis der Klassifizierung einzelner metaphorischer Ausdriicke ist die mit dem
Saussureschen Strukturgedanken verbundene Idee, dass sprachliche Phanomene
nicht isoliert vorhanden sind, sondern immer in einem sie einbettenden Struktur-
zusammenhang stehen. Wahrend fiir nicht-metaphorisch verwendete sprachliche
Zeichen das Wortfeld diese Struktur darstellt, stehen Metaphern in ihnen tberge-
ordneten Bildfeldern: ,Im MaRe, wie das Einzelwort in der Sprache keine isolierte
Existenz hat, gehort auch die Einzelmetapher in den Zusammenhang des Bildfel-
des. Sie ist eine Stelle im Bildfeld” (Weinrich 1976: 283) Ein Bildfeld besteht aus
einer Koppelung eines bildspendenden mit einem bildempfangenden Feld.

Das Bildfeld ist weitgehend eine kulturelle Konstante, welche das Weltbild
der es teilenden Kulturgemeinschaft maf3geblich pragt (Weinrich 1976: 288). Das
Verstandnis einer Metapher wird daher auch durch das Vorhandensein eines sie ve-
rankernden Bildfeldes abgesichert, weil das Bildfeld als Denk- und Erklarungsmo-
dell die im metaphorischen Ausdruck explizierte Aussage dem Sprachbenutzer als
evident erscheinen lasst (Weinrich 1976: 327).

Die gemeinsame Teilhabe an den durch die erlernte Sprache oder gelesene Literatur vermit-
telten Bildfeldern unseres Kulturkreises ist eine Bedingung zivilisierter Verstandigung [...].
So wird nun verstandlich, dass unser Weltbild entscheidend von unseren Bildfeldern (mehr
als von den Wortfeldern!) bestimmt ist (Weinrich 1976: 288).

Wie eingangs zitiert postulierte Weinrich gleichzeitig mit der Aufstellung
seiner Bildfeldtheorie eine abendldndische Bildfeldgemeinschaft. Weinrich ordnet
die Bildfelder nicht Einzelsprachen zu, sondern mehrere Sprachgemeinschaften
umfassenden Kulturkreisen. Sie gehoren ,zum sprachlichen Weltbild eines Kul-
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turkreises” (Weinrich 1976: 287). Weinrichs Beweisfilhrung stltzt sich auf aus-
gewahlte, zu einem gemeinsamen Bildfeld Wortmiinze gehérende metaphorische
Ausdriicke unterschiedlicher europaischer Sprachen, die untereinander sowohl
kompatibel, als auch gut tUbersetzbar sind.

Coseriu geht sogar noch weiter und bemerkt im Zusammenhang mit der Di-
agnose frappierender zwischensprachlicher metaphorischer Konvergenz, dass,die
Bilder einander oft so dhnlich sind, dass man ernsthaft an eine universelle Einheit
der menschlichen Phantasie, die die sprachlichen, ethnischen und kulturellen Ver-
schiedenheiten tiberwindet, denken kdnnte” (Coseriu 1979: 26).

Meine Untersuchung will hier ansetzen und wird in den Grundziigen Wein-
rich und Coseriu mit ihren Konvergenz-Hypothesen Recht geben. Die wesentliche
Herausforderung stellt jedoch die Tatsache dar, dass die Bildfeldgemeinschaft
lediglich auf Konvergenz (ibergeordneter Strukturen der Bildlichkeit deutet, die
interne Strukturiertheit der als Gbereinzelsprachlich angenommenen Felder in den
Einzelsprachen jedoch keine Beriicksichtigung findet.

Anmerkungen zu meiner Methodik und zur Fuflballsprache in verschie-
denen Medien finden in diesem Beitrag keinen Platz. Ich werde in diesem Beitrag
auch nicht alle Bildfelder darstellen, sondern lediglich das grof3te, das des Krieges
und Kampfes. In meiner Bachelor-Arbeit finden Sie alles sehr ausfiihrlicher.

4, Die Untersuchung am Beispiel des Bildfeldes Krieg/Kampf

Ich werde nun in dem folgenden Kapitel ein exemplarisches Bildfeld (Krieg/
Kampf), das durch haufigen Gebrauch in beiden Sprachen aufgefallen sind, ndher
beleuchten. Einleitend stellt sich die Frage, was denn eigentlich der Bildspender
mit dem Bildempfanger gemein hat und umgekehrt. Dabei geht es nicht darum,
zu klaren, wie geeignet der Bildspender fiir den Empfanger Fu3ball ist, sondern
um die Verdeutlichung der Isotopieebene, auf der sich die Metaphern befinden.
Wie oben angegeben, werde ich statistische Angaben meiner Untersuchung mit
kontextorientierten Angaben ergdnzen, um eine mdglichst klare Vorstellung von
der Struktur des Bildfeldes zu bieten.

LFuBball ist Krieg’, eine Metapher, die urspriinglich dem hollandischen
Trainer Rinus zugeschrieben wird, wird immer wieder benutzt, um auf verschie-
dene Aspekte des Spiels hinzuweisen. ,Direkte Kriegsmetaphern sind fir jeden
Leser deutlich als solche zu erkennen, weniger offensichtlich bleibt allerdings, dass
unser Vokabular, das wir im Bereich Fu3ball benutzen, schon auf Konfrontation
ausgerichtet ist” (Kister 1998: 70).

Der Stiirmer schie3t Tore und stiirmt das gegnerische Tor, er ldsst sich in die
Defensive driangen und verfolgt eine Strategie. Dabei wird der Gegner angegriffen
und es werden Treffer erzielt, um ihn zu besiegen und ihm eine Niederlage beizu-
bringen.

Was hat denn nun Fuf3ball so Kriegerisches an sich bzw. was hat Krieg
FuBballerisches an sich? Durch welche Elemente kann man beide Felder auf eine
Isotopieebenen bringen? Hier nun einige Versuche:
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1. Beim FuBball stehen sich zwei Gruppen von (meistens) gut trainierten
Méannern auf einem Feld gegentiber.

2. Die beiden Gruppen haben jeweils einheitliche Kleidung.

3. Das Ziel ist, auf die Seite der anderen Gruppe zu gelangen, um dort eine
bestimmte Aktion auszufiihren.

4, Um sein Ziel zu erreichen, braucht man die Kontrolle um ein Stiuick Erd-
flache.

5. Man selbst hat gewonnen, wenn der andere verloren hat.?

6. Innerhalb der Gruppe gibt es verschiedene Linien. Die Einen sind primar
dazu da, die andere Gruppe am Erfolg zu hindern und die anderen konzentrieren
sich auf den eigenen Erfolg. usw.

Demnach gibt es viele Anhaltspunkte, wie man auf die Benutzung dieses
Bildes kommt, jedoch mindestens so viele Griinde dagegen. Etwa gibt es fiir beide
Parteien ein und dasselbe Spielgerat, welches nicht zerstort werden darf, es gibt
klare Regeln, die die Gesundheit des anderen schiitzen usw. Nach Kiister (1998)
ist das 20. Jahrhundert das Jahrhundert der Kriege, als auch das Jahrhundert des
FuBballs. Viele alte Rivalitaten, gerade innerhalb Europas, werden daher auf den
FuBball Gbertragen und in der Berichterstattung ausgelebt. Gerade die englische
Presse benutzt dieses Element, um beim Publikum anzukommen. Fiir die deutschen
Medien kénnte man die Hypothese aufstellen, dass eine Entmilitarisierung des
Sprachgebrauchs in den letzten Jahrzehnten stattgefunden hat. In den 70er Jahren
gab es noch den,Bomber der Nation’, viele schnelle Schiisse waren Granaten usw.

Auch in meiner Untersuchung sind in allen drei Sprachen die Metaphern,
die man mit Krieg oder Kampf in Verbindung bringen kann, die am meisten ver-
wendeten. Kiister kommt in seiner Untersuchung auf anndhernd einhundert Beg-
riffe, die im FuBballsport benutzt werden, urspriinglich aber dem Kriegsvokabular
zuzuordnen sind (Kister 1998: 56). Ich habe mit meinem sehr viel kleineren Ko-
rpus etwa 60 verschiedene fiir die deutsche und die gleiche Anzahl auch fir die
polnische Berichterstattung herausgearbeitet. Beim Rumanischen war der Korpus
sehr viel kleiner — daher nur 21 verschiedene Auspragungen dieses Bildfeldes. Hier
nun einige Beispiele aus dem Korpus:

»Mit hohem Tempo und riesigem Willen hielt die Klinsi-Truppe gegen erbit-
tert und hart kdimpfende Polen (Platzverweis flir Sobolewski) dagegen. Und: Die
Abwehr hielt endlich dicht!” (Bild-Zeitung).?

,Ein heilBer Kampf auf Biegen und Brechen vor 65.000 Zuschauern!” (Berliner
Zeitung).

LDer 21jahriger war der Turm in der Schlacht” (Berliner Kurier, zur Leistung
von Per Mertesacker).

+Heroiczna walka z Niemcami faktéw nie zmieni." (Der heldenhafte Kampf
gegen die Deutschen dndert die Fakten nicht.) (Gazeta Wyborcza, 16.6.2006)

,Bohatersko i honorowo bronilismy bramki przed Niemcami.” (Heldenhaft
und ehrenvoll haben wir das Tor vor den Deutschen verteidigt.) (Fakt)

2 Ob beim Krieg wirklich jemand gewinnt, sei dahingestellt.

3 Unterstrichen sind in diesen Beispielen nur jeweils die Metaphern, die zu dem gerade betrachteten
Bildfeld gehoren.
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»Dzi$ jest walka, dzi$ jest ambicja, dzi$ jest poswiecenie” (Heute ist es ein
Kampf, heute gibt es Ehrgeiz, heute gibt es Aufopferung.) (Wtodzimierz Lubanski,
TVP2)

~Bordeanu executa o lovitura libera catre coltul lung’, “Semedo obtine din
duelul cu Hamza o lovitura de la colt”. (http://www.prosport.ro, 10.09.07)

In den deutschen Kommentaren war mehr als jede dritte Metapher eine
Kriegs- bzw. Kampfmetapher (37%). In den polnischen waren es sogar mehr als
die Halfte (52%). Ahnliches gilt fiirs Ruménische (54%). Besonders sticht hier die
Nennung des Wortes walka bzw. das Verb walczy¢ (Kampf, kdmpfen) mit allein 62
Nennungen (7%), statistisch vergleichbar mit dem rumanischen lovitura, a lovi. In
beiden Sprachen ist dieser Bildspender der mit Abstand am meisten gebrauchte.
Wir verstehen Ful3ball also vor allem als Kampf oder gar Krieg. Woher kommt allerd-
ings diese Differenzin der Mikrostruktur des Bildfeldes? Dies kann viele Griinde ha-
ben. Zum einen kann es an der im jeweiligen Land im Fu3ball gebrauchten Sprache
generell liegen. Vielleicht hat in Deutschland tatsachlich eine schleichende Entmil-
itarisierung des FuBBballwortschatzes eingesetzt. Dies miisste eine diachronische
Studie untersuchen.

Es bleibt in diesem Beitrag wiederum kein Platz fiir eine Auflistung der ei-
gentlichen Metaphern. Neben dem Bildfeld des Kampfes gab es noch etwa zehn
weitere Bildfelder, die sich in allen drei Sprachen liberschnitten haben, wie Theater,
Maschine, Kunst, Arbeit oder Kommunikation. Ich hoffe, ich habe mit diesem Be-
itrag einen Einblick in meine Arbeit geben kdonnen.
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VALENTE ALE IMAGINARULUI ARHETIPAL
iN DISCURSUL POETIC BACOVIAN. RECONFIGURARI ALE
MODELULUI SIMBOLIST

Nicoleta IFRIM
Universitatea ,Dundrea de Jos” Galati

Abstract: Bacovia’s poetry displays the image of regression due to 'the covertly-
embeded facet’ of the poetic ego, whose actions determine the death of universe by
means of the androgynous persona. From this point of view, the major hypostasis of
the poetic ego undertakes a symbolic quest of his own lyrical identity which goes deep-
er and deeper up to ,the lead love; the ultimate point of this journey. Thus, the ego be-
comes the poetic Otherness which poetically projects existential tourments and death.

Imaginarul poetic bacovian se circumscrie arhetipalitatii dialectice a caderii,
in carecomponenteleimagiste bacoviene seintegreaza organic miscariide disolutie,
degradare si descompunere exercitate constant asupra macro si microcosmosului
bacovian. Premisa de baza a demersului nostru critic este ideea ca poeziile se con-
vertesc in tablouri ale cdderii din afard si ale caderii lduntrice, imagini ale unui univ-
ers terorizat de spectrul mortii. In acest sens, criticul V.Fanache constatd prezenta

PR

lirice. Prima apartine unui eu, a carui dominanta consta in “vointa de a trai, sau mai
bine, de a nu muri” [V.Fanache, 118], care potenteaza accente alienante, salvarea
cuplului inscriindu-se ca fapt fundamental al existentei. In aceasta ipostaza prima,
singur, indrdgostitul, ca simbol al iesirii din sine in cdutarea identitatii cu celalalt,
este “un damnat inghitit de pustiu” [V.Fanache, 120]. A doua treapta spre disolutie
a discursului bacovian atesta anularea vointei existentiale sub agresivitatea univer-
sului in deconstructie. Constiinta nonapartenentei dezvolta o psihologie a cuplului
orientata spre resemnare si neutralitate volitiva, exemplul cel mai elocvent al ce-
lei de-a doua trepte a discursivitatii feminine fiind ilustrat de poema Nevrozd, care
ofera imaginea unei astfel de ,iubiri paralizate de spectrul unui doliu irevocabil”:
,Nelinistea erotica vine din frica de iminenta unui doliu care deja a avut loc, de la
originea amorului. Ar trebui ca cineva sa-mi poata spune: Nu mai fi nelinistit, iubi-
rea voastra e deja pierdutd” [V.Fanache, 125]. Ultima etapa ilustreaza destramarea
perechii, semnele cdderii spre neant egalizandu-se in amorfismul plumbului. Cen-
trul imaginar al orientarii imaginarului din aceasta categorie este “amorul meu de
plumb” (un veritabil termen sinonim cu “amorul meu defunct”), iar existenta erotica
se neuralizeaza in amorfismul mineral. Urmarind etapizarea discursului erotic pro-
pus de catre V.Fanache, putem contura o tipologizare a eului bacovian in trei niveluri
de existentd, regasibile recurent la toate nivelurile imaginarului poetic. intr-un prim
nivel ontologic, eul ratacitor prin exteriorul sinistru vede in imaginea femeii si a casei
locuite de ea salvarea spiritului sdu agitat, astfel incat viziunea urmeaza o grupare
in vdrsta chtoniand a eului sau. Spatiul iubitei semnifica unicul refugiu si depasirea
circumstantelor macabre:“in casa iubitei de-ajung, / Eu zgudui fereastra nervos / S-o
chem ca sa vada cum ploua / Frunzisul in targul ploios”. (Spre toamna) “Deschide, da
drumu adorata / Cu crengi si foi uscate am venit; / In targ o fata tristd a murit, / Si-au
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dus-o pe ploaie, si-au ingropat-o / Da drumu, e toamna-n cetate” (Note de toamnd).
Opresiva si in acelasi timp contaminantd, lumea exterioard impune retragerea intr-
un interior protejat, in casa iubitei, dar un spatiu care se profileaza ca asteptare si
potentialitate a gestului protector, nicidecum o spatialitate realizata. Al doilea nivel
de fiintare a femininului transfigureaza metamorfozele cuplului intr-o succesiune
a scenelor interioritatii, unde, aflati impreuna, indragostitii bacovieni resimt tragic
nonapartenenta si intruzia neantului. Un al treilea nivel ontologic este particular-
izat de absenta femininului, infatisandu-I pe indragostitul bacovian ramas singur,
actualizand nivelul poetic al autoironiei si al proiectarii intr-un Celalalt ironic :“Dar
fara ea, ce suvenir / Spre ganduri triste ma indeamna” (Si toate). Cele trei niveluri de
existenta ale femininului se inscriu in dialectica unei cdderi, ce ilustreaza regresiu-
nea cuplului bacovian in thanatic. Perechea se regaseste in suferintd, in uniunea lui
prin moarte, iar comuniunea erotica semnifica descoperirea celuilalt, dar totdeauna
revelarea in destramarea fiintei iubite a propriei destramari. Pornind de la schema
critica bachelardiana, o astfel de inventariere triunitara descopera in universul ba-
covian o reverie a materiei, a elementarului in particular, analizand functionalitatea
lui in cadrul discursivitatii bacoviene. Astfel, imaginarul bacovian utilizeaza in struc-
tura lirica procedeul insusirii in sensul transformdrii creative, operatie ce determina
deconstructia intregului spatiu bacovian: eul utilizeaza instrumentarul arhetipal
al viziunii poetice pentru a provoca disolutia perspectivei existentiale, actionand
deci complementar la expansiunea thanatica. Fiinta nu mai este un sprijin sau un
univers compensatoriu ce ar putea atenua nihilomelancolia poetica, ci devine fac-
tor intrinsec al disolutiei universale: viata elementelor domina inconstientul poetic,
prin sinonimiile sale existentiale, dictand astfel proteismul universal. Dar este vorba
de o reflectare negativa a acestor categorii, constiinta poetica rezonand mai ales la
negativitatea existentiala, circumstantiala la toate nivelele imaginarului. Simbol al
nonexistentei, acumuland toate sensurile negativitatii ontologice, neantul-plumb,
un spatiu in expansiune, se insinueaza treptat in interiorul universului bacovian, mai
ales prefigurat de diferitele ipostazieri ale viziunii dominante thanatice, de altfel cir-
cumscrise dialecticii caderii in moarte. Simbol izomorf varstelor caderii eului (ma-
teriei intrate in vartejul degradarii ce coasociaza imaginile pamantului mineralizat,
apei stihinice, aerului mortifer si calorismului apocaliptic), plumbul simbolizeaza in
poetica bacoviana un cumul de forme involutive, circumscrise abisalitdtii regresive,
indiferent de actualizarea sintagmatica: ,amor de plumb’, ,plumb de iarna”",,plumb
de toamna” etc.

Exilul interior bacovian, respingand orice transcendenta conceptualizata,
incorporand dramatismul elementelor pe care le adoptd drept model metaforic,
emana dintr-o demonie a individualizarii elementaritatii in sensul regresivitatii
acestuia. La Bacovia, individualizarea actioneaza asupra aerului, negandu-i cali-
tatea de verticalitate, transformandu-l, de fapt, in ipostaziere a psihismului descen-
sional. Aerul bacovian nu mai potenteaza veleitati cathartice elementare (claritate,
luminozitate), ci este utilizat apocaliptic de imaginarul thanatic in tentativa sa de
deconstructie poetica. In acest sens, Adriana Mitescu descopera in spatiul poetic
motivul predominant al prabusirii, afirmand ca ,Poezia bacoviana este o singura
poezie care incheaga in fragmente o singura metafora psihologica si anume meta-
forafundamentald a caderii” [Mitescu, p. 13].In mod similar, lon Simut noteaza:, Sur-
parea lumii insotita de pierderea propriei identitati situeaza viziunea filozoficd a lui
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Cioran si pe cea poetica a lui Bacovia la locul de intersectie a doud suferinte: una a
poetului care aude <<materia plangand>>, alta a filozofului care aude <<siroindu-i
lacrimi prin vene>>" [Apud Opris, p.11]

Se poate constata ca metaforele caderii poseda la Bacovia un realism psi-
hologic indiscutabil. Ele dezvolta o impresie psihica ce marcheaza inconstientul
poetic: teama de a cddea este o teama primitiva, care exileaza individul in propria
interioritate, tocmai din dorinta de a-si asigura securitatea. Dar, tocmai acest gest al
recluziunii metamorfozeaza imaginarul bacovian intr-un plurimorfism al instantelor
caderii. In legiturad cu aceasta idee, Gaston Bachelard dezvoltd o teorie a dublei
personalitdti umane: personalitatea onirica si cea rationala care diferentiaza pro-
fund existenta diurna de cea nocturna: ,Probabil ca o alta personalitate, distincta,
cade cand noi dormim, o personalitate care are deja experienta acelei caderi, care
are de fapt o amintire despre intamplari trdite de o rasa din trecut. Amintirea rasiala
cea mai comuna pe care o avem este visul caderii in spatiu” [Bachelard, p.94]. Eul
bacovian, coexistand regimului nocturn al existentei, poarta imanenta acestei
caderi, generand simultan si perceptia abisalitatii, dar intr-o maniera neutrald ca
dat ontologic implacabil.

In imaginarul poetic, ipostaza fiintei se subsumeaza unui adevar paradig-
matic: lumea este cddere. Alunecarea, curgerea, pierderea de sine in exilare muts,
ori in nebunia asumata, toate sunt fetele metaforice ale aceleiasi caderi, active pre-
tutindeni, ca si cum ar fi vorba de un numitor simbolizant comun al limbajului: tot
ceea ce se verbalizeaza poetic este exil in si prin discurs. Este o ,cadere vie’, spune
Bachelard: este necesar ca,poetul sa stie sd comunice diferentiala cdderii vii , adica
schimbarea insasi a substantei care cade si care, cazand, in clipa insdsi a caderii sale,
devine mai apdsatoare, mai grea, mai eronata” [Bachelard, p.96].

La randul sau, elementarul hidric transcrie un acelasi pelerinaj al exilului
interior bacovian. Prima observatie care se impune, inainte de a intra in materia
propriu-zisa a analizei acvatice, este ca Bacovia creeaza un spatiu poetic dominat
de apele mortifere incat,,Congenital, Bacovia este un nordic, fascinat de fecioare
pale si de coplesitoare ninsori, de celeste melodii si de idile hieratice, denuntand
targul intrat in putrefactie autumnala si inecat in dementiale ape drept numai fata
imperfectd, grotesca a marelui taram septentrional.” [Grigurcu, p.198]. Poezia lui
Bacovia ofera imaginea exilarii diluviene, a potopului care finalizeza mortifer re-
cluziunea eului, si nu cea a vitalizarii materiei sub influenta acvatica, asa cum apre-
ciase Lovinescu: ,Expresia celei mai elementare stari sufletesti, e poezia cinesteziei
mobile, ce nu se intelectualizeaza, nu se spiritualizeaza, nu se rationalizeazs,
cinestezie profund animalicd, secretiune a unui organism bolnav, dupd cum igrasia
e lacrima zidurilor umede: cinestezie diferentiata de natura putreda de toamna,
de ploi si de zapada, cu care se contopeste (...) in ea salutam, poate, intaia licarire
de constiinta a materiei ce se insufleteste” [Lovinescu, p.226]. Astfel, la Bacovia
»Celula vie nu-i altceva decat o aventura, o erezie a mineralului lichid, o negatie
pasagera, intermediara a acestuia. Viata apare ca o penibila evaziune din neant,
ca o excrescenta de celule dureroase ce au luat forma fiintelor. O constiinta tragica
lumineaza acest esec” [Dimitriu, p.130].

Dar asa-numitul primitivism, regresiunea poeziei bacoviene spre varstele
dintai, reconstituirea acelui ocean primordial din care se naste materia sunt
ipostaze, reprezentdri iluzorii, poezia lui Bacovia concentrandu-se asupra celuilalt
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pol temporal, asupra incheierii ciclului cosmic, cdnd materia se pulverizeaza, reve-
nind la stihiile oceanului mortifer: apa nu este deci spatiul genezei, ci acel ,neant
substantial” de care vorbea Bachelard. E vorba deci de acea regresiune ce preceda
un nou ciclu, implicit realitatea primara. Ovidiu Papadima afirma in acest sens:,In-
treaga atmosfera (...) in care se manifesta chipul lent al poeziei bacoviene, urmarirea
lucidd a unui inevitabil scoboras sfarsit, ii sugereaza o idee de a curma suferinta prin
anticiparea vasta a unui final care nu va intarzia: moartea, disparitia in anonimatul
inert al materiei, fantoma unui gand ce rataceste obsedant in poezia lui Bacovia”
[Papadima, p.52]. Metaforele universului acvatic se situeaza dupd semnificatia lor
intrinseca intr-o ordine descendentd, undeva spre capatul duratei si intr-un spatiu
rece, cadru spatio-temporal propriu exilului disolutiv. Ele se constituie, mai intai,
intr-o imagine generala a diluviului, din simbol al fecunditatii convertindu-se intr-
unul al potopului distructiv, printr-un proces de involutie. Devenite oglinzi ale
inchiderii eului, intinderile spatiale sunt niste reflectari ale mortii fiintei, intrucat
ele provin din lacrimile cosmice, mereu in cadere, care sunt, de fapt, izomorfe apei
disolutive. Examinand proza Pdmant de sdnge a lui Edgar Poe, Gaston Bachelard
constata calitatea negativa pe care o are motivul hidric. Apa primeste aici,colora-
tura de pedeapsa universald, coloratura lacrimilor... Apa din orice loc si din orice
mlastind apare ca apa mama a tristetii umane, ca materie a melancoliei. Nu e vorba
de o impresie vaga si generald; este vorba de o participare concreta. Poetul nu mai
viseaza imagini, el tinteste substanta. Grelele lacrimi aduc in lume un sens uman,
o viata umand, o materie umana” [Bachelard, p.89-90]. Din acest punct de vedere,
eul bacovian exilat in propria interioritate ,are destinul apei care curge. Apa este, in
adevar, un element tranzitoriu. Ea este metamorfoza ontologica esentiala intre foc
si pamant. Fiinta sortita apei este o fiinta in vertij. Ea moare in fiecare minut, fara
incetare ceva din substanta sa se prabuseste. Moartea cotidiana nu este moartea
exuberanta a focului care strdpunge cerul cu sagetile sale; moartea cotidiana este
moartea apei, ea sfarseste mereu prin moartea sa orizontald” [Bachelard, p.91].

In cadrul ultimului nivel de semnificatie al reveriei elementaritatii exilului,
eul bacovian conoteaza obsesiv extinctia sinelui, incadrandu-l generic in vdrsta
chtoniand a exilului sau: acum dialectica recurenta a caderii in nonexistenta ia for-
ma actualizatoare a unor simboluri claustromorfe care vizeaza in mod simultan atat
exteriorul, cat si interiorul spatialitatii. Elementul chtonic genereaza principial sim-
bolismul intimitatii, al reintoarcerii la sanul sdu matern, operand si o transmutare
a sexelor — principiul masculin al vointei devine feminin, un adapost al repaosului.
Daca descinderea, cum precizeaza Bachelard, presupune un exil ca spatiu protec-
tor, sugerand arhetipal o actualizare a fiintei materne, eul bacovian tinde a substitui
senzatia de protectie cu cea de nesigurantd in poemele in care elementul chtonian
potenteaza ambivalent siguranta maternd cu teroarea extinctiei prin claustrare.
Patrundem astfel in regimul nocturn al imaginii, termenul lui Durand semnificand
acceptarea legilor caducitatii: ,Antidotul timpului nu va mai fi cautat la nivelul su-
prauman al transcendentei si al puritatii esentelor, ci in linistitoarea si calma inti-
mitate a substantelor”[Durand, p.207]. Aceasta visare regresiva a teluricului ca ele-
ment se asociaza in poetica bacoviana cu necrofilia, caci mormantul dominat de
viziunea macabra a disolutiei eului devine pentru Bacovia o anihilare simbolica sub
paradigma exilului. Iminenta moarte a fiintei, obsesie necrofild dominanta la Ba-
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covia, transforma imaginarul bacovian intr-un catharsis al mineralului, astfel incat
metafora exilului este autochtoniata in simboluri ale spatiilor inchise.

Exteriorul, ca spatiu claustrant al eului, ia aspectul de labirint, iar perspec-
tiva citadind acumuleaza cateva repere spatiale: piata, targul, strada, parcul,
periferia si cimitirul. Spatiul exterior, indiferent de configuratia lui, provoaca
nelinistea erotica, dezolarea si apare scindat, dilematic, amestecat, in care formele
tipice si-au pierdut individualitatea, iubirea insasi stand sub semnul marginalului si
al tranzitoriului. Pustiul si golul sunt cele doua metafore folosite de Bacovia pentru a
desemna vidul exilului din spatiul citadin. Sub toate ipostazele, specifice existentei
sunt caderea in gol si pierderea in pustiul exilant sau chiar readucerea eului intr-o
casd-cavou, lipsita de viata si iubire. Relatia constiinta-lume cu sugerarea similitudi-
nii de destin fsi afla la Bacovia un mod de tratare asemanator cu al lui Mallarmé. La
poetul francez, dupa cum remarca Hugo Friedrich, ,constiinta de sine sau dialogul
interior sfarseste printr-o identificare cu lumea exterioara. Peisaj si constiinta nu
difera decat prin aceea ca unul il exprima pe celdlalt. Gratie peisajului, constiinta se
recunoaste” [Friedrich, p.109]. Dar, exilul spatial bacovian transforma radical orasul
si metamorfozele citadinului intr-un topos al claustrarii absolute, o virtuala incinta
mortifera, expresie a iremediabilei caderi in amorfismul interioritatii, asumandu-si,
in acelasi timp, si calitate de axis mundi a citadinismului mortifer. In acest con-
text de idei, exilul interior bacovian acutizeza senzatia izolarii simboliste, pana la
extreme, congurand, conform pelerinajului mortifer al elementaritatii, un traseu
regresiv al caderii, o simbolica recluziune progresiva spre cavernele interioritatii si
depasind astfel autoritatea modelului simbolist.
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NONSENSE IN POETRY AND PROSE

Natalia URSUL
Universitatea Liberd Internationald din Moldova

Vocabularul unei limbi este cel mai deschis si flexibil nivel al unui sistem
lingvistic; el este in dezvoltare permanenta si se imbogadteste cu cuvinte noi. Desigur,
pentru aceasta se foloseste, in primul rind, material de constructie existent deja in
limbd. Limbajul literaturii artistice reflectd dezvoltatea generald a limbii, dar dorinta
de a gdsi metode de vorbire a unei imagini individuale duce la apatritia stilurilor de
autor noi, individuale: ocazionale, cuvinte nonsens, contamindri (sau cuvinte hibrizi),
care prezintd cuvinte formate din materialul de bazd al limbii care incd nu au intrat in
limbd. Cu toate ca astfel de cuvinte sunt folosite numai intr-un anumit context, pot fi
numite cuvinte cu sens deplin, pentru cd ele intruchipeaza o povard grea emotionald si
sunt dupd sens mai bogate decit cuvintele de uz comun.

Language is very sensible to every change in the social and everyday life of
people. The appearance of different innovative elements and lexical units is the
result of these changes.

Innovative elements appear because of the author’s intention. The main ob-
jective of appearance of the innovative lexical units is to represent the author’s at-
titude towards certain objects, actions or situations. These lexical units attract the
maximum reader’s attention.

Thus, we can speak about nonsense.

Nonsense - words or language with little or no meaning and perhaps an
absurd or trivial quality [Tom McArthur, p.703].

As Samuel Butler wrote:

“For learned Nonsense has a deeper sound,

Than easy Sense, and goes for more profound”.

He may have been poking fun at the circumlocutions of academic writing,
but there is another point to take Samuel Butler as he wrote, “For learned Nonsense
has a deeper sound, than easy these words” [Fromkin, p. 76].

The form non-sense is occasionally used as a neutral antonym of sense: ‘it is
a parody of sense, non-sense is not vacuity of sense, it is a parody of sense and that
is the sense of it'[Tom McArthur, p. 703].

What is nonsense, and why do we even have it?

Essentially nonsense in English has the same sentence structure, punctua-
tion and sound combinations as real English, even if every single word is meaning-
less. It is interesting that, when we read nonsense we often try to assign meaning-
ful categories to the words - this one is a noun, that one’s a verb, and another is an
adjective - even if we can't know what they mean. Maybe this urge has to do with
the way we learn new vocabulary by identifying its function within the sentence
and using its context to determine what it means. And notice how most nonsense
can be read aloud because we know how to pronounce the words, even though
we don’t know what they mean. All the sounds are English sounds (or whatever
language the verse is written in).
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While speaking about nonsense, we can distinguish nonsense words or oc-
casionalisms, blend words and literary (verse) nonsense.

a) Blends

A blend is a word or morpheme which fuses two or more words or parts of
words, or splinters as Valerie Adams calls them, to give a combined meaning [Long-
man Dictionary of Contemporary English, p. 91].

For instance, the word smog is a blend because it is formed by the combina-
tion of the splinters sm- and -og , which are parts of the morphemes smoke and
fog. In particular, the first word represented in blends to be higher in frequency,
contains fewer syllables, and denotes more prototypical category members than
the second word. Blends are also known as fusions or portmanteaux words [Ad-
ams, p.142].

The last term is due to Lewis Carroll, the author of Alice in Wonderland. He
made a special technique of using blends coined by himself, such as mymsy (i.e.
miserable+flimsy), galumph (gallop+triumph), chotly (chuckle+snort). Humpty
Dumpty (the hero from Alice through the Looking Glass) explains these words to
Alice:"You see it’s like a portmanteau - there are two meanings packed up into one
word” [Lewis Carroll, p. 86].

The process of formation is also called telescoping because the words seem
to slide into one another like sections of a telescope [Arnold, p. 141].

Valerie Adams lists three types of blends:

1. Type 1. The first type of blends consists of words that cannot be analysed
into constituents, but that contain elements which may remind us of other words
similar to them.

The word squirl, for instance, reminds us of the words squiggle and squirm,
or swirl, twirl, and whirl. In this case, it is very interesting to notice how these words
have a similar meaning and a similar form, as if the idea of “turning” were con-
densed in the splinters -irl or squi-. Of course, these splinters are not morphemes
because they have no meaning in the language when found in isolation. However,
it cannot be denied that these splinters appear in a group of words, all of which
carry a similar meaning.

Another example is found in the following joke taken from Reader’s Digest:

“Happy New Year!

We jingle the bells in December and juggle the bills in January.”

In this case, an idea of movement is expressed by -gle,, and the author makes
use of the similarity of form and meaning in jingle and juggle for a comic purpose.
Movement may also be expressed by j- (or phoneme [dz] as suggested in the words
jerk, jet, jiggle, jitney, jitterbug, jitters, jive, jog, joggle, jolt, jostlejourney, jump , and
others).

The same thing happens, for instance, in the words smoke, smog, smother,
smolder (or smoulder), and smudge . Isn't it rather evident that the form sm(o) carries
the same meaning in all these words?

In fact, with the use of a good dictionary, it is possible to trace a vast number
of groups of words which contain such discernible parts of morphemes, which are
called phonoasthemes by Valerie Adams. These elements most certainly deserve
additional research and study since very little is known about the origins and the
reasons for the use of the phonoasthemes. Some cases may involve a diachronic
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analysis of the language. Nevertheless, explanations for the use of phonoasthemes
must still be developed on the grounds of the present form of the language. As a
matter of fact, blends formed by phonoasthemes constitute a modern process of
word formation. New words are usually formed following the similarities of form
and meaning they have with other words already existent in the language.

2. Type 2. The second type of blends according to Valerie Adams'’ classifica-
tion consists of words seen as contracted forms of compounds; that is, “words in
which one element is fragmentary when compared with its corresponding uncom-
pound word form.”

This second type of blends is very common in the 20th century. (Very few
cases are found in earlier periods.) The words thus formed constitute neologisms
consciously formed, and the reader is often aware of the elements that are com-
bined in their formation. Besides, these blends are coined for different purposes to
suppress the necessities of the language to name new elements or products that
are created.

3.Type 3. The third case consists of the addition of specific suffixes to a word,
thus forming groups of word resemblance. In the word folknik, for example, the suf-
fix —nik is added to the word folk in a way that it reminds us of the word beatnik (it’s
an Americanism, formed from the verb ‘beat’and the Russian suffix‘-nik; coined by
the representative of ‘bitnik’s author’ Jack Cheruack).

So, once in a while we hear or read a word that just isn’t right. Often they are
concocted from normal words by means of prefixes and/or suffixes not normally
used with that particular root word. Or, they are parts of two or more words glued
together to represent the mixture of ideas from the original words. However, it is
important to mention that some of these words and structures have highly idiom-
atic meanings and they are not registered in dictionaries, some of them are less
idiomatic and we can easily figure out the meaning.

b) Occasionalisms

The notion of ‘occasionalisms’is connected with the frequency of its usage.
Such words are usually referred to as ‘occasional’ or‘nonce-words'. Most of them do
not live long.They are not meant to live long. They are coined for use at the moment
of speech, and therefore processes a peculiar property - that of temporarity. The
given word or meaning holds only in the given context and is meant only to ‘serve
the occasion’ The terms ‘occasional words’ and ‘nonce words’ are interchangeable,
however the full meaning of this notion can be understood while regarding upon
them simultaneously.’Occasionalism’ points out the short existence, and‘nonsense’
shows the property of absurdity.

Consequently, nonsense (or occasional) words are words that don't mean
anything, or have a meaning that is absurd. But it is the meaninglessness and ab-
surdity that actually do give these words a kind of meaning, as we'll see. Nonsense
words are often formed in the same way as real words in the language that is be-
ing used. So in an English folk song, you'll find nonsense words that sound like
English, but aren’t. A good example is the word (or words) “fee-fi-fo-fum” in “Jack
and the Beanstalk”; although these sounds are meaningless in English, they are
formed from combinations of sounds that do exist in English. Nonsense in English
has the same sentence structure and punctuation and sound combinations as real
English, even if every single word is meaningless. Maybe in this way we learn new
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vocabulary by identifying its function within the sentence and using its context to
determine what it means. All the sounds are English sounds.

c) Limericks or Nonsense Verse

Nonsense verse represent light verse on improbable or fantastic subjects.
The humour is usually emphasized by rare words, occasional/nonsense words, and
unexpected juxtapositions. Often intended for children, such verse also appeals to
an adult sense of the ridiculous or whimsical. In English, the XIX c. writers Edward
Lear and Lewis Carroll are its best known exponents.

However, nonsensical refrains are common in the traditional ballad and folk-
song. Folk songs and poetry often have entire nonsense lines, repeated in each
stanza. Frequently this is a kind of chorus, and provides a line that a listening audi-
ence can join in with. There’s no reason why such a line needs to be nonsense, of
course, and many folk songs do have actual words and sentences instead. Perhaps
lines like this were originally lines that made sense, but over the years they became
nonsense, in the same way that happens when you play “Telephone” with a large
number of people. Or maybe they are simple filler lines, chosen for their sound
where a meaningful line might distract from the plot (as folk songs are often narra-
tive poems). Let us take this stanza from “The Three Ravens,” for example:

There were three ra'ens sat on a tree,

Down a down, hey down, hey down,

They were as black as black might be,

With a down.

The one of them said to his mate,

Where shall we our breakfast take?

With a down, derry, derry, derry down, down

Although “down”is a real word, it is nonsense in this context.

Another example of this kind of space-filler nonsense can be found in nurs-
ery rhymes. Here’s “Hey Diddle Diddle” (even the title is nonsense):

Hey diddle diddle, the cat and the fiddle
The cow jumped over the moon.

The little dog laughed to see such sport,
And the dish ran away with the spoon.

This rhyme also fits in with other kinds of nonsense verse, where the mean-
ing of the sentences is absurd even though we can understand them.

Successful nonsense verse must respect the structure and syntax of a lan-
guage; comic occasionalisms need to be rooted in the familiar. And this way non-
sense verse has more apparent meaning than nonsense words. Thus, in the open-
ing lines of Carrolls's “Jabberwocky”:

Twas brilling, and the slithy toves
Did gyre and gimble in the wabe.

The reader can deduce that toves and wabe must be nouns, slithy an adjec-
tive and gyre and gimble verbs.

Nonsense verse uses plenty of real words, and may not have any made-up
words at all. The nonsense in nonsense verse comes from the absurdity of the char-
acters and situations it presents. Carroll's poem The Hunting of the Snark developed
from a single line (“For the Snark was a Boojum, you see”) that occurred to him
while out walking one day in 1874. Whenever asked if the poem had allegorical,
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satirical, or other significance, he would answer, “l don’t know”. In the poem, Carroll
is imprecise about the nature of Snark, and a dangerous kind at that:

It's a Snark!” was the sound that first came to their ears,

And seemed almost too good to be true.

Then followed a torrent of laughter and cheers:

Then the ominous words ‘It's a Boo--

Then silence. Some fancied they heard in the air

A weary and wandering sigh

That sounded like “-jum!’ but the others declare

It was only a breeze that went by.

They hunted till darkness came on, but they found

Not a button, or feather, or mark,

By which they could tell that they stood on the ground

Where the Baker had met with the Snark.

What does it really mean? Parts of it are quite intelligible -— we can under-
stand that people are out hunting for something called a“Snark,”and we can figure
out that one of them vanishes.

But what is a Snark? That is the real fun of this kind of verse -- it almost makes
sense, but in the end there are things we can’t know because they are nonsense.

d) Entirely Nonsense Prose

Sometimes nonsense can take on more meaning than just some nice sounds
to take up space between lines. Often, however, nonsense appears to be spontane-
ous and a matter of whimsy: for example, in 1862 the painter and poet Edward Lear
wrote the following to his friend Evelyn Baring:

Thrippsy pillivinx,

Inky tinky pobblebockle abblesquabs? — Flosky! Beebul trimble flosky! — Okul
scratchabibblebongibo, viddle squibble tog-a-tog, ferrymoyassity amsky flamsky
ramsky damsky crocklefether squiggs,

Flinkywisty pomm,

Slushypipp

Why would a sensible man in his 50s write such a ridiculous letter? (Assum-
ing a man best known for his nonsense verse can be called sensible). Jean-Jacques
Lecercle, a French linguist, spent considerable time pondering this question, draw-
ing attention to this letter in The Violence of Language (1990). First, he considered
the letter to be an incomprehensible hoax. He concluded that the letter — which is
carefully written in English nonsense (meaning it seems to have English sentence
structure and punctuation, though without meaning) —- is a satire, and it is not en-
tirely chaotic. The words are clear-cut, some look credible, and here and there a bit
of ‘sense’ creeps in (except that it may not be safe to assume that ink, scratch, and
tog, or —le and -y are doing their usual jobs). Questions, exclamations, and state-
ments also present themselves clearly, and so it is ‘only’ at the level of meaning that
the system breaks down [Tom McArthur, p. 706].

Lecercle speculates that Lear was commenting on the artificiality of polite
social letters, which are meaningful in the sense that one can understand them, but
really don't mean much to either the writer or the recipient; they are merely a social
formality. A nonsense letter, Lear seems to say, carries exactly the same meaning.
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There are cases when an abstract contains real words but there is no mean-
ing in it. For example, “Colorless green ideas sleep furiously” is a sentence composed
by Noam Chomsky in 1957 as an example of a sentence whose grammar is correct
but whose meaning is nonsensical. It was used to show inadequacy of then-popu-
lar probabilistic models of grammar, and the need for more structure models. The
full passage says:

1.Colorless green ideas sleep furiously.

2. Furiously sleep ideas green colorless.

It is fair to assume that neither sentence (1) nor (2) (nor indeed any part of
these sentences) had ever occurred in an English discourse. Hence, in any statistical
model for grammaticalness, these sentences will be ruled out on identical grounds
as equally ‘remote’ from English. Yet (1), though nonsensical, is grammatical, while
(2) is not [Chomsky, p.15].

Nonsense is difficult for understanding and twice difficult for translation.
Glynn Foster wrote about nonsense words: “Now that is where problems appear,
all those are weird names, and if you ask me, | do not know how to translate most
of them, which for me seems to be a clue: really bad names. For me applets are
“always running things that provide some info or make some tasks easier”. That
or applet (without translation when | am speaking non English) if | do not want to
waste time.

Okay...some of those names were a little silly...but | don't see much of a rea-
son if they don't translate...l mean, there are plenty of made up terms everywhere
and they aren’t translated”.

The terminology should be picked so that it translates well - because there
is already too much invented nonsense techno-babble.

There are plenty of other reasons why terminology should be picked so
that it translates easily. Invented nonsense words like “Gizmo”, “Yokeys", “Thingam-
eybobs’, “Whizlets” and “Evilets” are particulary bad examples. The reason is that
they simply are nonsense words that give no information about what they are in
themselves. They are thus hard to understand as terminology even by English us-
ers, and the situation just gets worse when exporting the terminology to another
language.

You simply can't translate nonsense to another language (what is the correct
translation?), and replacing it with a “native” nonsense word is out of the question
- people will have a really hard time trying to realize that native nonsense word A
and nonsense word Z in English are related at all, and that they are really the same
thing. Especially as documentation usually is non-existent.

Importing “as it is” is usually broken. The words use English spelling and
break other languages’ spelling and pronunciation rules. Also, some languages use
concatenation of the word and other endings in the definite form, in plural form,
and lots of other grammatical forms. It will often be ‘really’ weird trying to use the
word and apply the language’s grammar.

Trying to translate the spelling is often also hard. Most of the words above
would simply not be recognizable to transliterate them into Russian or any other
language. Then you're back to the previous problem - not recognizable.

“Miniapp”is a totally different thing - it's easily recognizable as composed of
“mini”and “application”, and both of those are common words that are a no-brainer
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to translate. Also, the reverse recognition is true, which is equally important - it al-
lows native language users that may have been exposed to the English word previ-
ously to easily understand what'’s talked about.

However, the examination of nonsense words is very interesting. It is impor-
tant to stress out that the effect of nonsense is often caused by an excess of mean-
ing, rather than a lack of it. Though nonsense words can cause problems even to
experienced translators or interpreters.
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INTRE EVADAREA DIN ARHETIP S| REDESCOPERIREA
CONSTIINTEI UMANE (FANUS NEAGU: STUDIU DE CAZ)

Aliona VICOL
Dragos VICOL
Universitatea Liberd Internationald din Moldova

O evadare din arhetip in ,infern” — iatd traseul care este decodificat critic, pe
verticald si orizontald, in creatia prozatorului Fanus Neagu. Acest veritabil ,salt de cali-
tate in expresie” (dupd Marin Preda, va marca indubitabil o netd evolutie a tehnicilor
narative de constructie, a ,maturizdrii” subiectelor si frazarii metaforice si, cel mai im-
portant, a sondarii, dincolo de abisul psihologic, a constiintei umane redescoperite.

Simptomatica si aderentd la ,fluxul” epic al primelor naratiuni fanusiene
este povestirea Olelie, care surprinde o civilizatie ,retardatd”, profund balcanica,
combatuta cu vehementa de ideologii literari ai timpului. In loc sa urbanizeze me-
diul rural al Brailei, sa-l industrializeze si sa-l aduca in ,stare de gratie’, dupa cum
solicitau cu insistenta noile canoane literare (practicate cu zel de proza timpului),
Fanus Neagu prezinta un ,spatiu incremenit’, ferit de transformarile care puteau
lesne corupe sufletul, fapt ce nu presupune aducerea in prim-plan a unor pei-
saje edenice, mioritice si trdirea molcoma a unei ,vieti la tara” in spiritul lui Duiliu
Zamfirescu. Autorul riposteaza impotriva vremelniciei altfel: confera scrierii sale
un ,ruralism” efervescent, clocotitor, marcat de ritualuri si ceremoniale aulice re-
actualizate, recladite astfel, incat sa se poata observa neta superioritate fata de
normele de conduita prescrise totalitarist. Eroii fanusieni nici macar nu lupta contra
interdictiilor, pentru ei nu exista ,tabu”-uri existentiale, stavilele artificiale cad de la
sine, fiind ridicate stramb si neavand ,vigoare induntru”,

In povestirea Olelie, tot satul prinde contur, se adund in jurul unei mari
sdrbatori ortodoxe, Lasata secului’, considerata, in acele timpuri de catre ideologia
vremii, 0 erezie. Autoritatile nu pot insa, nicidecum, contracara traditiile desfasurate
cu acest prilej, participand si ele, ce-i drept in ascuns, la intregul,,protocol” religios.
Hotararea consiliului comunal (de fapt, un comitet provizoriu satesc, caci instau-
rarea puterii noi de catre autoritatile judetene esuase lamentabil), de ,a condam-
na obiceiurile barbare de ,Lasata secului’, cand se dau ,cainii in jujau” si se strigad
,oleliile”, amendand pe cel ce tine asemenea traditii cu lei 25 (douazeci si cinci),
iar banii adunati sa fie varsati pentru construirea caminului cultural cel nou ’ nici
macar nu suscita indignare, caci, oricum, suma, si asa modica, va fi achitatd antici-
pat,ca sa nu le puna nimeni bete in roate mai tarziu”. Eroii discuta pe indelete ex-
clusiv,scenariul” sarbatorii, fiind preocupati doar de el si de la canonul caruia nu se
admite nici o abatere. De remarcat tipologia accentuata a personajelor fanusiene
care executa / respecta datina din veac cu convingerea unor slujitori din locasurile
de cult. Criticul literar Cornel Ungureanu reflecta aceasta ,stare de spirit”, care nu
prevestea nicidecum disparitia grabnica, fortatd, a unei lumi si a randuielilor vechi,
poate, barbare”si crude uneori, dar pitoresti si institutionalizate in codul existentei
rustice. Tot ceea ce face /intreprinde umanitatea fanusiana are la baza o solida inte-
meiere etnologica. Teritoriul desfasurarii epice e individualizat de lumea neaosa
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din Suligatu (comuna unde are loc actiunea din Olelie), care ilustreaza viata rustica
a Baraganului, iar prin extindere, satul romanesc (datorita puterii de convingere,
ca si Silistea-Gumesti a lui Marin Preda sau Horodiste a lui lon Druta). Fanus Neagu
nu transfigureaza o realitate dat3, ci creeaza una proprie. Lumea din Suligatu pare
a fi desprinsa de pe alte taramuri, dar nu aureolate, ci implantata adanc intr-un cli-
mat arid, aspru, ce se zbate zadarnic pentru readucerea,conditiei de alta data” Ex-
egetul Dumitru Micu remarca, in Scurtd istorie a literaturii romadne, ca eroii lui Fanus
Neagu au aceasta particularitate comuna ca ard permanent sau mocnit, nu sunt
niciodata sceptici, blazati. Orice gest al lor este o zvacnire de pasiune, tot ce intre-
prind exprima un neastampar, o foame de viata insatiabila” lar cercetatorul lon Tiba
gaseste, in studiul Univers rural in romanul romdnesc, ca “oamenii respecta datinele,
unele de provenienta cresting, altele mostenite din timpuri pagane. Ard crucea in
prag sa nu “intre bolesnita in casa”. Uda paparude (copile tinere) care joaca, pentru
a aduce ploaie. Mdnanca iarna carne de porc si, de Boboteaza, placinte cu varza,
cand intreg tinutul Dunarii dinspre varsare miroase a placinta cu varza”.

Cele doua ritualuri de Ldsata secului, darea cainilor in jujau si olelia se
intersecteaza, se suprapun la nivelul receptarii morale, in pofida faptului ca vizeaza
doud lumi distincte: cea animala si cea umana. Prioritate i se acorda deconspirarii
».metehnelor” regnului animal, caci darea cainilor in jujau presupune nu atat
pedepsirea, cat ,reeducarea” patrupedelor domestice, care au fost, pe parcursul
anului, lenese, neascultatoate sau, mai grav, si-au atacat stapanii. Pana de Lasata
secului nimeni nu avea dreptul sa-si ,judece” cainii, ceremonialul trebuind sa se
desfasoare public, intr-un loc anume (maidanul din dosul morii), si intrunite o se-
rie de conditii obligatorii: trecerea maniei, iertarea animalului, aplicarea masurilor
de corectie propriu-zise (darea in jujau) si ,reimpacarea” cu animalul considerat
absolvit de orice vina. Procedeul in sine nu este lipsit de un real pericol (nu atat
pentru cdine, cat pentru om, care putea fi muscat, ranit), de aceea erau antrenati
cei mai curajosi ,executanti” - Onica si Danila Bis, intruchipari desavarsite ale
taranului neinfricat, ager, abil si neinfrant. La ,spectacolul” de dare in jujau (adica
sla brazda”), consumat pe un ger si un viscol naprasnic, nu avea dreptul sa lipseasca
nimeni, inclusiv invatatorii, preotul si functionarii comunei (notarul, executorul fun-
ciar, receptionerul, preceptorul etc.), caci impacarea, reasezarea lucrurilor in albia
fireasca, originard, trebuia atinsa in prezenta tuturor, fraternizand toata lumea.

Obiceiul,Oleliei” presupunea o si mai meticuloasd desfasurare, cu consecinte
grave pentru ,inculpati’, mai bine zis ,inculpate”. Flacaii satului, in frunte cu un
camadras, urcau cel mai inalt deal din sat, de unde localitatea se vedea ca in palma.
La ora stabilita, cand se ingemana ziua cu noaptea, toata suflarea satului iesea pe la
porti,,lasand deoparte mancarea si bautura de pe mese’, pentru a asculta ,recitalul”
cetei flacailor. Acest recital, obligatoriu versificat, denotd, prin asprimea faptelor
enuntate, forta unor filipice, dar filipice ,autohtonizate’, presarate cu poante, hu-
mor bonom si satiricale ,imblanzite”. Obiectul oleliilor erau femeile satului, nu toate,
ci doar cele care, in opinia flacdilor, ,au calcat stramb”. Categoria respectivelor femei
era, la randu-i, impartita in doua: din prima tagma faceau parte fetele batrane, dar
ingamfate care, din cauza unor defecte fizice sau morale, nu se puteau nicidecum
marita; cealalta ,clasa” o constituiau femeile casatorite, suspectate de infidelitate.
Flacaii, intr-o maniera sarcastica, ironicd, indicau aluziv pacatele unei sau altei,parti
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femeiesti”, pigmentand ,discursul poetic” cu acide, sfichiuiri sau chiar mascari or-
dinare:

,Olelie lie,
Lumea vrea sd stie
Ce- are fata lui Ghisas?
Are muci, da n-are nas”

Deseori, grotescul forteaza limita bunului simt si a intimitatii (caci in satul lui
Fanus Neagu viata intima nu reprezinta o taina atunci cand depdseste perimetrul
casniciei), abjectul se strecoara grosier in ,recitativul” flacdilor incalziti de bautura
consumata, inainte de olelii, la carciuma satului. Dincolo insa de aceste mici si nein-
semnate frustrari (proprii orizontului rustic), ,misiunea” oleliilor se rezuma, si de
aceasta data, la recuperarea moralului pierdut si reintoarcerea lui in comunitate.
Fetele batrane sunt chemate ,la indreptare’, iar femeile infidele sunt sanctionate,
pentru a fi stiute de toata lumea si, in primul rand, de barbat, care era obligat sa
reactioneze cat mai dur:

,Olelie lie,
Cine pe Vica n-o stie?
Siiarba de pe campie
Sifloarea de papddie
Si cdrarea din ldstar,
C-asa muiere mai rar...
Cd se tine cu cumnatu
Stie subsemnatu
Da n-o stie si bdrbatu,
Olelie lie
Dumnezeu sd-l tie.”

Alegerea timpului pentru derularea ceremonialului oleliilor nu este ales
intamplator,,cand se ingemadna ziua cu noaptea’, tocmai pentru ca,emitentii”(flacaii
satului) sa nu fie deconspirati de ,receptori”(pdrtile vatamate amintite in recitativ),
dar si pentru a conferi traditiei un caracter anonim totalizator. Prin gura flacailor
vorbea satul intreg, de aceea judecata avea loc in prezenta tuturor. Asteptand in-
ceperea ,spectacolului’, barbatii cer ori dau tigari, prevestesc ,nascocirile flacailor’,
desi sunt si din cei care dau crezare celor auzite si aplica cu duritate corectivele care
se impun. Femeile, de toate varstele, se inghesuie si ele, sunt si mai nerdbdatoare,
dar, dupa cum precizeaza Fanus Neagu, ,doar cele cu sufletul curat’, caci celelalte,
simtind apropierea demascarii, ,naduseau si sub limba".

Criticul literar Cornel Ungureanu, incercand a sintetiza structura, compo-
nentele din care sunt constituite primele nuvele fanusiene, avea sa constate: ,Lu-
crate in detaliu, textele ar vrea sa arate cum invinge lumea noua. Dar cu subtilitate,
caci avem inainte opera unui artist”. Sesizabila este intentia scriitorului de a nu-si
propune sa naruie aceasta lume, ci sd intarzie, cat mai mult cu putintd, disparitia
ei iminentd. De aceea, Fanus Neagu varsa peste destinele eroilor sai un colorit pi-
toresc si 0 expresivitate intacta, proprie oamenilor care nu vor sa se desparta de
viatd. Caci umanitatea fanusiand, taramul pe care isi duce zilele, cunoaste ,stari
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furtunoase’, dezlantuite, spasmodice, disperate in fond, prevestitoare de un final
deloc fericit. Eroii din primele creatii nuvelistice fanusiene savureaza ,carpe diem’,
se mobilizeaza pana la paroxism, pentru a-si implini destinul tumultos. E si acesta
un ritual stenic, o resemnare fiintiald, o supunere conditionatd in fata vointei de
Sus, a constientizarii,,conditiei umane”si a trecerii ireversibile a timpului pe pamant
(,toate-s trecdtoare’, suspind, impacat cu sine si cu Dumnezeu, personajul Chivu
Capalau din Ningea in Bdrdgan).

Si tema ,iubirii interzise” este abordata neordinar in prozele de debut ale
autorului. Se incearca stabilirea unei delimitari clare intre pacatul carnal al dragos-
tei fizice si apropierea platonica, spirituala a doua suflete ingemanate de tainicul
fior. Adevdrat este si faptul ca, deseori, planurile (i)morale se intrepatrund, fiind
conditionate reciproc, moment in care Fanus Neagu intervine artistic si, prin in-
termediul unor (de)tensionari naturale, firesti parca ale subiectului, rezolva ,ex-
ploziv” conflictul naratiunii. Deznoddmantul nu este, intotdeauna, cel asteptat sau
anticipat de cititor, rasturnarile de decor, incordarea, in extremis, la maximum a
destinelor umane, determina o finalitate dramatica a firului epic. in planul secund
al Oleliilor troneaza o aprinsd poveste de dragoste, intretinuta de Onica si Vica, eroi
predestinati tragismului emotiv (sentiment puternic, fara de care plasticitatea
nuvelisticii fanusiene ar fi avut de pierdut mult) si vietuirii sub zodia incertitudinii
eterne, marcati / tulburati de ,viermele ascuns” al iubirii, nu atat interzise, cat neac-
ceptate unilateral de comunitate, in general, de normele de conduita morala. Uni-
versul rural, durat de secole in Suligatu, aplica aspre ,legi” matrimoniale, pastrate
intact din vechime, pe care le perpetueaza in virtutea unui automatism patriarhal,
si nu accepta (de fapt, nici nu se incearca o abolire sau amendare a,codului” etic
nescris) o alta subordonare decat cea existenta, venita pe ,filiera” anilor, traditiilor
stramosesti si cutumei.

Istoria e pe cat de simpld, pe atat de interesant tratatd. Vica, frumoasa foc,
»avand ochi albastri, invdpaiati de clocotul sangelui’, are un copil ,din flori’, dupa
ce a fost necinstitd, intr-o primavard, pe cand se afla la camp, de Ciungu lui Pave-
lete, barbat insurat, dar afemeiat peste masura. Violatorul este intemnitat, iar Vica
data, fara acceptul ei, in casatorie dupa Babalete (a se observa pitorescul numelor
personajelor lui Fanus Neagu), flacau tomnatic greoi la minte si slut, ,cu urechile
mari cat foaia de lipan”. Femeii, in scurt timp, ii moare copilul, iar aceasta trage-
die se transforma brusc intr-o eliberare pentru ,destinul pangarit” al protagonis-
tei. Urmeaza o nesupunere rebeld totald, deschisd, fata de sot (care, aflam, si pana
atunci era impus de Vica, sa doarma jos, langa soba, alaturi de patul ei”) si familia
lui, o impotrivire crancena de a mai suporta calvarul unei vieti nedrepte si, in acelasi
timp, o dorinta ,de a evada din infern”.

Unul din personajele de maitarziu ale prozatorului (fireste, femeie) considera
ca nu este pacat sa-ti inseli sotul, dacd ai fost impusa, fortata, din varii motive, sa
te casatoresti cu el. Fard a intui urma vreunei vendete premeditate, actiunile din
acest moment (,de descdtusare”) ale Vicai, pornita sa ,caute acum cararile ferici-
rii", pot fi suspectate, totusi, de dorinta acerba a razbunarii. Ea nu intentioneaza sa
abandoneze casa sotului (locuiau impreuna cu parintii acestuia), se inddratniceste
chiar sa ramana aici, avand, de aceasta datd, un motiv ,grav’, ce descumpaneste
intreaga comunitate din Suligatu. Femeia deconspirda deschis sentimentul marii
iubirii pe care il nutreste fata de fratele mai mic al lui Babalete, Onicd, mezinul
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familiei-gazda Capalau. O asemenea situatie-limita (efectele spontane pe care le
provoaca, reactiile contradictorii ale satenilor, atmosfera conjugala incinsd, aparitia
catorva tabere de sustindtori si acuzatori etc.) este intretinuta indelung, cu mijlo-
ace si procedee artistice specifice (precizarile se constituie in veritabile ,marturii”
asupra veridicitatii, lumea, asadar, se transfigureaza, se schimba rosturile existentei
ei,,din moment ce acum nici anotimpurile nu mai sunt ca atunci”), de catre Fanus
Neagu, care exploreaza in adancime, lasand ,finetea” psihologica la o parte, pro-
funzimile sufletului uman, surprins ,intre agonie si extaz". Planurile socrului Chivu
Capalau sunt, intr-o clipita, spulberate, cdci, in privinta mezinului Onica, mascu-
linitatea si virilitatea intruchipata, el aranjase deja ,partida de intorlocare” cu fiica
lui Lache Trufasu. Constientizand, din punctul sdu de vedere, ca aparitia Vicai in
gospodaria sa,,pe care o adunase de pe drumuri si acum ne face de ras”, insemnase
deteriorarea, chiar naruirea definitiva a aspiratiilor sale de parvenire, Capalau-tatal
intreprinde o serie de actiuni energice, categorice, menite, in opinia sa, de a le ,rein-
toarce pe toate in fagas™: isi bate nevasta (barbatii din Suligatu, prizonierii unui pa-
triarhat tribal crunt, isi bat sotiile cu regularitate fara nici un motiv, ele faicandu-se
vinovate de tot raul ce li se intampla), il ia cu duritate la rost pe feciorul inselat:

»~Mad, il intreba Cdpdldu, stii unde ti-e muierea? Stii sau nu stii?

Babalete nu-i rdspunse. Se asezd pe un scaun si apucd in palme talpa unei cizme
pe care o crestase cu toporul.

- S-a rupt, scanci el cu o voce groasd, smucindu-si intruna laba. Am scdpat
toporul in ea si s-a rupt.
,Of, cd prost te-a mai ficut md-ta! li zise Capdldu. Nu esti bun de nimic.
Carpd, asta esti! Du-te, md, la garld, acolo-i muierea ta, infige-i bine mdna in ceafd
sibag-o cu capul in copcd. Sa-i dai drumul cand se face tifloaie de apa” .

Vica reprezinta, tipologic, modelul feminitatii rendscute, prin actiunile ei
non-conformiste de opunere suscitand admiratia ascunsa a gospodinelor din sat.
Interesanta si uluitoare, totodata, apare atitudinea Nadolencei, mama soacra, fata
de ea. Sotia lui Capalau-batranuliitine apararea, o sprijind, dar fara stirea barbatului,
care si asa o batea, fara sa aiba vreo ving, din cauza cd ,Vica mergea sa cante la
caminul cultural, casca gura la conferintele pe care le tineau invatatorii sau vreun
inginer venit de la oras” Nadoleanca isi indragise mult nora, vazénd in ea destinul
propriu ruinat, lipsa oricaror bucurii si obedienta continua, care ii macinasera viata
alaturi de un barbat ursuz si badaran. lata de ce nesupunerea tinerei neveste, felul
ei demn de a se purta, o sensibilizau, ii incdlzeau inima pana la induiosare. Mai
exista un temei, nedeclarat, pentru care Nadoleanca se transformase intr-un veri-
tabil aliat: Vica nu se temea de socru, ,il impingea, la nevoie, cu cotul s-o stergea
afarad”. Atata indrazneala si sange rece, scrie Fanus Neagu, il uluiau de fiecare data
pe Cdpalau ,incat o vreme intepenea cu bratele pe jumatate ridicate in aer, cu
ochii holbati si gura cdscata. Asa ceva nu se mai pomenise in casa lui” Era un fel
de rdzbunare, perceputa ca atare doar de ea, in spiritul solidaritatii feminine, fapt
pentru care Nadoleanca era recunoscatoare si implinita/satisfacuta, caci degeaba
avea doar feciori, in sfarsit, abia acum se gasise cineva (o femeie) ,sa-i vina de hac”
lui Capalau.

Tumultoasa poveste de dragoste dintre Onica si Vica nu este rezolvata de
vrerea oamenilor, ci de ,vrerea datinii”. Curmarea incertitudinii, inclinarea balantei
in favoarea iubirii curate, revine ,oleliilor’, cand sunt facute publice, ,oficializate”,
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aduse la cunostinta ceea ce stia tot satul, relatiile celor doi si intentiile lor de a se
casatori. In fata puterii ,oleliilor” cedeaza pana si meschinul Chivu Capalau (,care
cununase si botezase in fiecare an, deoarece pentru un nas o cununie sau un botez
e 0 nimica toatd, ce cheltuieste in zilele nuntii scoate mai tarziu cu varf si indesat,
fiindca in Suligatu e obiceiul din batrani ca de sarbatorile mai insemnate de peste
an finii sa vina cu plocoane la nas — zece perechi de gaini si trei de curci in tot
anul, plus carpetele si tislaiferele ce se dau pe colac de Lasata-Secului, de Pasti si
de Craciun”), constrans sa accepte plecarea impreuna a Vicai si feciorului Onica la
oras.

Lumea satului trebuia abandonatd, caci se acumulasera prea multe tensi-
uni, pentru a le face fata. O evadare din arhetip in ,infern” - iata traseul pe care
il va decodifica, pe verticala si orizontala, prozatorul Fanus Neagu in urmatoarele
volume de povestiri (Somnul de la amiazd (1960); Dincolo de nisipuri (1962); Vara
buimacad (1962), ultimul titlu fiind considerat de Marin Preda ,un salt de calitate
in expresie”), ce vor marca, indubitabil, o neta evolutie a tehnicilor narative de
constructie, a,maturizarii” subiectelor si frazarii metaforice si, cel mai important, a
sondarii, dincolo de abisul psihologic, a constiintei umane redescoperite.
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SPEZIFIK DER DEUTSCHEN SPRACHE ALS FACHSPRACHE.
DEUTSCH IN DER WIRTSCHAFT

Natalia BEJENUTA
Universitatea Liberd Internationald din Moldova

Deutsch lernen
Deutschland erleben
Mit Deutschen erfolgreich zusammenarbeiten

In ultimii ani cererea studierii limbii germane a crescut considerabil. Care este
cantitatea lexicului intrebuintat pentru conversatie este greu de definit. Dar de limba
germand au nevoie nu doar studentii de specialitate. Limba germand - nu doar pentru
studentii de specialitate este un curs de studiere a limbii germane care contine lexic
cu profil economic. Limba de specialitate apartine varietdtilor de limbi standardizate.
Fiecare specialitate isi deriva lexicul sdu cu profilul respectiv, cum ar fi: limba germand
in medicind, in juridicd, in aviatie, in marind, s. a. m. d.

Deutsch, Schlisselsprache in der Europdischen Union und den auch
wirtschaftlich immer mehr an Bedeutung gewinnenden Landern Zentral- und Os-
teuropas, wird in vielen Branchen und Bereichen des Berufslebens immer wichtiger.
Falls Sie aufgrund der taglichen Anforderungen lhres Berufes oder fiir den nach-
sten Schritt auf der Karriereleiter Deutschkenntnisse erwerben oder verbessern
mochten, bietet lhnen Acti Lingua die fiir Ihre Bedirfnisse massgeschneiderte
Méoglichkeiten an.

Deutschland ist 6konomisch ein starkes Land und ein internationaler
Wirtschafts- und Handelspartner. Nicht nur mit Europa, sondern auch mit den
Markten Asiens und Amerikas hat Deutschland lange und gute Handelskontakte.
Deutschland ist global eine wichtige Exportnation. “Made in Germany”

Deutsche Produkte werden weltweit ihrer hohen Qualitdt wegen gekauft
und sind als “Marke” etabliert: nicht nur deutsche Automarken wie BMW, Mercedes-
Benz, Volkswagen sind Beispiele deutscher Wertarbeit. Die wirtschaftliche Starke
Deutschlands zeigt sich auch in international operierenden Firmen wie BASF, Bay-
er, Siemens, SAP, Deutsche Bank und vielen anderen. Deutschland ist weltweit in
neuen Umwelttechnologien und bei der Nutzung alternativer Energien fiihrend.

Drehscheibe Deutschland

In Deutschland finden international grof3e Messen wie die IFA, CeBIT oder
IAA statt. Mit der Erweiterung der Europaischen Union nimmt Deutschland eine
zentrale Position mitten im Herzen Europas ein. Deutschland ist Drehscheibe fiir
wirtschaftliche Beziehungen innerhalb Europas, mit Osteuropa und der ganzen
Welt.
Sprachliche Kompetenz - eine gute Investition
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Internationalitat und interkulturelle Kompetenz sind heute wichtige Schlis-
selqualifikationen fiir den wirtschaftlichen Erfolg. Sprachliche Kompetenz hilft, auf
dem Globus neue Mérkte zu 6ffnen, und ist ein Plus fir den Wettbewerb. Jedes
Unternehmen mit Zukunft wird in die Mehrsprachigkeit seiner Mitarbeiter invest-
ieren und sprachliche Kompetenzen trainieren. Die deutsche Sprache spielt fir die
internationalen Wirtschaftskontakte eine wichtige Rolle:

= Deutsch ist eine der grof3en Wirtschaftssprachen in der Europdischen

Union und eine Briicke zu den aufstrebenden Nationen Mittel- und Os-
teuropas.

= Inden letzten 10 Jahren ist Deutsch in den mittel- und osteuropaischen

Landern zu einer regionalen "lingua franca" geworden. Mit der Erweiter-
ung der EU werden besonders in Mittel- und Osteuropa Arbeitskrafte mit
Deutschkenntnissen gebraucht.

= Deutschist die Sprache des europadischen Absatzmarktes und Deutsch ist

die Sprache, die grof3e Absatzmarkte 6ffnet.
= Hohe Auslandsinvestitionen und eine grosse Zahl von Joint Ventures
zwischen deutschen und ausldandischen Unternehmen sprechen fiir
Deutsch als Wirtschaftssprache.

= Deutsch ist gefragt bei deutschsprachigen Firmen im Ausland, bei aus-
landischen Firmen in Deutschland und bei Firmen mit engen Wirtschafts-
beziehungen zu den deutschsprachigen Landern. Ein Beispiel: Daimler
Chrysler beschaftigt zurzeit 383.000 Mitarbeiter, davon die Halfte in
Deutschland, 110.000 in den USA und 78.000 weltweit.

= Bei liber 100 Millionen Deutschsprechern in der Europdischen Union fin-
den sich fiir Spezialisten mit Deutschkenntnissen interessante Chancen
fur die Ausbildung, fir das Studium und fir den Beruf. Deutschkennt-
nisse fordern die berufliche Karriere.

Es lohnt sich also, Deutsch zu lernen!

Eine Fachsprache (auch Fachjargon, distanziert - aber noch respektvoll:
Fachlatein, abwertend: Fachchinesisch) ist ein Jargon, den ein Fachgebiet oder
eine Branche benutzt. Zur Fachsprache gehoren vor allem Fachbegriffe und Frem-
dworter (Fachvokabular), die entweder aul3erhalb des Fachgebietes sehr unge-
brauchlich sind oder in ihm eine andere Bedeutung haben. Auch Grammatik und
Intonation kdnnen sich unterscheiden. In der Soziolinguistik wird die durch eine
bestimmte Gruppe (z.B. Altersgruppe) hervorgebrachte linguistische Varietat als
Gruppensprache bezeichnet.

Fachsprachen gehodren zu den standardisierten Sprachvarietdten. Sie ha-
ben auch die Funktion von Gruppensprachen und Umgangssprachen der jewei-
ligen Fachleute, unterscheiden sich jedoch durch die erwahnte Standardisierung
bzw. Normierung von den Ubrigen nicht standardisierten Gruppen- und Um-
gangssprachen.

Nirgends ist die Standardisierung so eindeutig festgelegt wie bei den Fach-
sprachen, insbesondere im technischen Bereich, so dass man sie bereits als Norm-
ierung bezeichnen kann. Die soll heute vor allem auch zu libersetzungsgerechtem
Schreiben fiihren. Solche Fachsprachen werden auch als kontrollierte Sprachen
bezeichnet.
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Experten eines bestimmten Fachgebietes werden manchmal von Laien nicht
richtig verstanden, weshalb ihre Fachsprache als Fachjargon oder auch als Fachchi-
nesisch bezeichnet wird. «Chinesisch» steht hier fiir «<unverstandlich». Eine abge-
schwachte Variante davon ist Fachlatein - in der Regel nicht abwertend gemeint,
sondern gemischt aus distanzierten und respektvollen Konnotationen. Ursprung
des Begriffs ist, dass im europaischen Mittelalter die Gelehrten aller europdischen
Universitaten grundsatzlich in Latein schrieben und diskutierten. Latein als eine
Sprache der Wissenschaft hat sich in der Terminologie bis heute in Botanik und
Medizin erhalten.

Ein Fachjargon hat aus soziolinguistischer Sicht zwei Funktionen. Zum einen
bezeichnet er innertheoretisch Sachverhalte prazise, um dariiber kommunizieren
zu kdnnen. Zum zweiten ist er aulertheoretisch ein Mittel im Konkurrenzkampf von
Personen und Gruppen. Dann soll er nicht Gegenstande klar bezeichnen, sondern
zum einen einer Gruppe das Gefiihl des Zusammengehorens vermitteln und nach
auBlen abgrenzen. Zum zweiten soll er unzugénglich und schwer verstandlich, in
manchen Fallen zusatzlich auch unklar und verschwommen sein. Damit soll er
eigene Kompetenzen signalisieren, eigene Schwachen verdecken, sowie die Ad-
ressaten beeindrucken und einschiichtern. Adressaten kénnen beispielsweise sein:
Mitglieder der eigenen Gruppe, Mitglieder eines Berufungsausschusses, der liber
die Besetzung einer Professur entscheidet; Mitglieder eines Genehmigungsauss-
chusses einer geldgebenden Einrichtung sowie Feuilleton-Journalistinnen.

Einzelne Fachbegriffe einer Fachsprache werden auch Terminus technicus
genannt. Die Gesamtheit aller Termini eines Gebietes bildet eine Terminologie.
Terminologien kdnnen beispielsweise in einem Worterbuch, einem Glossar oder
einem Thesaurus formuliert sein.

Viele Termini und Fachsprachen sind durch Fortschritte der Wissenschaft in
rascher Entwicklung begriffen. Der Sprachgebrauch in verschiedenen Disziplinen
andert sich auch dadurch, dass immer mehr Fachwérter - vor allem englische —in
Gebrauch kommen.

Ubersetzung von Fachbegriffen

So wiinschenswert die Ubersetzung von Fachbegriffen in eine verstiandliche
Sprache ist, birgt sie doch auch Gefahren. Sehr anschaulich hat das Werner Schafke
in seinem Buch (iber die englischen Kathedralen geschrieben:

»Glossar: Der lustige Versuch, das dem Autor zu geldufige Fachchinesisch
umstandlich in (un)-verstandliches Hochdeutsch zu Gbersetzen, wobei das tber-
setzen, wie bei der Fahre liber den Kanal, die Gefahr von Seekrankheit und Gepack-
verlusten mit sich bringt.”

Einige Fachsprachen heben sich besonders deutlich von der Um-
gangssprache ab. Beispiele hierfir sind:

= medizinische Fachsprache

= Juristische Fachsprache

= Beamtendeutsch

= Computer-"Slang" und EDV-Beriffe (Netzjargon, Hackerjargon, Leet-

speak)

= Jagersprache
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= Seemannssprache

= Bergmannssprache

= Fliegersprache

= Verwandte Begriffe

Eine Nomenklatur ist ein Spezialfall einer Terminologie, in der die Benen-
nung von Objekten in einem bestimmten Themengebiet durch Richtlinien fes-
tgelegt ist (beispielsweise die Nomenklatur der Lebewesen in der Biologie oder die
Nomenklatur chemischer Verbindungen).

Als Wortschatz, Vokabular oder Lexikon bezeichnet man die Gesamtheit
aller Worter, deren eine Person machtig ist oder die zu einer bestimmten Sprache
gehoren.

Als Terminologie bezeichnet man die Gesamtheit aller Begriffe und Benen-
nungen (Termini) einer Fachsprache, beziehungsweise die Fachsprache selbst.
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STAGES IN TRANSLATING ENGLISH PHRASEOLOGY

Zinaida CAMENEVA,
Free International University of Moldova

Articolul present este dedicat traducerii unitatilor frazeologice din limba engle-
za, greutatilor care sunt intilnite de traducator la transferul lor din limba engleza in
limbile romina si rusa.Unele din cele mai mari greutati sunt recunoasterea unitatilor
frazeologice, decodarea lor si traducerea propriu zisd,cdutarea echivalentelor, dacd ele
suntsau interpretarea lor. Procedeele de lucru la traducerea frazeologismelor sunt dem-
onstrate in baza exemplelor din povestirea lui O'Henry “Two Presents” si dictionarele
bilingve: englez-romin de frazeologisme; englez-rus de frazeologisme si invers: romin-
englez frazeologic si rus-englez frazeologic.

The last few years have seen an explosion of interest in Phraseology, which
has gone from being a relative fringe discipline to playing a central role in a wide
range of linguistic disciplines such as Lexicography ,Contrastive Linguistics, Psy-
cholingvistics, Foreign Language Learning and Teaching, Translation and Natural
Language Processing. Being an expanding field of research it has attracted the
interest of many scholars from many countries.

Scholarly attention has been focused on the semantic, grammatical, struc-
tural and syntactic properties of the phraseological units, on various approaches
to their synchronic and diachronic description, on their pragmatic function in dis-
course. But the central difficulty that Phraseology represents is translation.

The best approach to an opaquely literary text is to understand the original
key phraseological units when you first read the text and then look them up (even
if you think you know them), it is necessary to check your memory because of the
fact that some words are pretty known but you may not know their bound mean-
ing and may be influenced by “false friends of the translator”.

Both text and translation are “thing-bound”According to Barbara Folkart
(1984) the latitude which the translator enjoys is subject only to the constraints of
register and, possibly, textual cohesion. This statement is questionable since the SL
text is the basis of the translation, however much the translation departs from it: a)
owing to its different natural usage ; b) if it has to be referentially more explicit than
the original —in particular in case of phraseological units, where case-partners may
have to be supplied in the TL text.

Being aware that there are different methods of translating different situa-
tions, the idea that there should be a special method of translating phraseological
units came into our mind. So, the initial hypothesis was that the process of translat-
ing of the phraseological units requires a certain approach and demands a special
method in order to find the way of rendering them into the target language. So to
say, we are interested in the analysis of the process of translating the phraseologi-
cal units.We focused upon the stages of translation .

The last few years translating different situations, the idea that there should
be a special method of translating phraseological units came into our mind. So, the
initial hypothesis was that the process of translating of the phraseological units
requires a certain approach and demands a special method in order to find the
way of rendering them into the target language. So to say, we are interested in the
analysis of the process of translating the phraseological units. We focused upon the
stages of translation.
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There are some stages in the translation of the phraseological units. They
are:

= How can one recognize the phraseological unit?

= How can a translator decode the phraseological unit?

=  What equivalent will be adequate in the given context?

» In which specific meaning is the phraseological unit used?

= Should a translator preserve the source language structure when trans-

lating a phraseological unit?

= Should the translator render the cultural elements of the source lan-

guage?

In each cultural context there are typical modes of expression that assemble
words in order to signify something that is not limited to the sum of the meanings
of the single words that compose them; an extra meaning, usually metaphorical,
becomes part and parcel of this particular assembly.“To find oneself between ham-
mer and anvil” does not literally mean to be in that physical condition; it means
rather to be in a stressing or very difficult situation. In our everyday life we seldom
find the hammer or anvil in our immediate vicinity.

As we have already mentioned the first obstacle for the translator consists in
recognizing the phraseological units. If unrecognized, they are translated interpret-
ing the meaning of the single words to the latter, with doubtful outcome, to say the
least. The translator is always alert in order to catch a passage that is marked, s/he
forms a particular sensitivity allowing him/her to stop and think about an unusual
formulation even when in his/her experience s/he never ran across that particular
phraseological unit.

Let us take an example from O. Henry’s short story “Two Presents” and wit-
ness how a phraseological unit is recognized in a coherent text:

“Don’t make any mistake, Dell’; he said, “about me!

“Nu maintelege gresit, Dell” a spus el...

“He noému meHs noXxHo, [lenn’,- ckazan oH...

In order to avoid mistakes in translation the translator should be aware of
the phenomenon called “phraseological unit”and know the methods of its transla-
tion. Once the expression is identified the next problem consists in decoding it. All
authors agree that dictionaries are not always reliable tools in this sense. First they
do not contain all phraseological units, then because everyday new other phraseo-
logical units are formed, and, lastly, because dictionaries have a limited length and
cannot contain everything. The second problem consists in the identification of the
phraseological units under a given entry:"find oneself between hammer and anvil”
can be found under the words“hammer” or “anvil” but certainly if it is present under
one entry it is absent in all the other entries, otherwise the dictionary would be too
redundant (some redundancy is physiological and functional to effective commu-
nication, in order to cover the “voids” produced by physical and/or semiotic noise).

The third problem is the use of bilingual dictionaries. In this case the pro-
vided solutions are not the explanation of the sense of phraseological units ex-
pression that in the compilers’ intentions should serve to translate them into the
other language. Since there has never been a good coincidence of the meanings
between phraseological units of different languages, there is a very high risk of
finding others that have different metaphors, a different meaning, and are not at
all fit for specific cases.

Once the phraseological unit has been recognized and understood, the task
is not yet finished: on the contrary, one could say that the next problem is to find a
translating expression.

In the most fortunate cases, in two cultures the same phraseological unit has
been formed being based on the same metaphor. It is the case of the mentioned
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example, being between hammer and anvil, existing also in Romanian: intre ciocan si
nicovald and as in Russian: Mexdy Mo/10mom u HakosasibHeg.

This kind of translation can be seldom done, when the opportunity occurs
and when the phraseological unit does not have a culture-specific connotation
(otherwise it would be lost, forming a translation loss).

In other cases, the translator opts for a different phraseological unit, based
on a different metaphor,that is, in the translator’s opinion, it conveys the same kind
of contextual meaning in different languages. Thus, for example, the phraseological
unit meaning ,to be fortunate” may be as follows:

e.g. to be born with a silver spoon in one’s mouth (English) = a se naste in cdmasa
(Romanian), podumecs 8 pybawke (Russian).

In a connotative text the choice of a translating phraseological unit can be a
big problem, because the author’s intention can be to use a given metaphor (for ex-
ample “the shirts” mentioned above, as we saw the translation from Romanian and
Russian are similar), that is functional to the network of intertextual referencies, and
the replacing phraseological unit can radically shift the metaphor’s content mislead-
ing the user of the target text.

If on the other hand, what counts most is only transferring the denotative
meaning, for example, when the notion of “never” is expressed through a phraseo-
logical unit, we can use different metaphors without great difficulties:

English: when the moon turns to green cheese;

Romanian: a crede in orice absurditate; nu tot ce zboard se manincd;

Russian: Koeoa pak Ha 2ope caucmHem u pbiba 3anoém.

There is, moreover, the possibility of a non-phraseological translation of a
phraseological unit. This choice is preferred when the denotative meaning of the
translation act is chosen as a dominant, and we are ready to compromise as to the
presentation of the expressive colour, of the meaning nuances, of connotation and
aphoristic form.

In the case of non-phraseological rendering, there are two possibilities: one
can opt for a lexical translation or for a calque. The lexical translation consists in
explaining through other words the denotative meaning of the phraseological unit,
giving up all the other style and connotative aspects. In the case of the “hammer
and anvil” phraseological unit, the lexical rendering could be “to be in an uneasy,
stressing situation.”

The calque would consist in translating the phraseological unit into a culture
where such a form is not recognized as a phraseological unit: in this case the reader
of the receiving culture perceives the phraseological unit as unusual and feels the
problem to interpret it in a non-literal, metaphorical way.

The calque has the advantage of perceiving intact all second-degree, non de-
notative references that in some authors strategy can have an essential importance.
It is true that the reconstruction of the denotative meaning is left to the receiving
culture’s ability, but it is true as well as the metaphor is an essential, primal semiotic
mechanism that therefore belongs to all cultures.
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THE METHODS OF INTERLANGUAGE
TRANSLATION (POETRY)

Ana GOREA
Universitatea Liberd Internationald din Moldova

Problemele ce tin de traducerea poeziilor intotdeauna au cauzat discutii aprinse
printre traducdtori, dat fiind faptul, cd traducerea unei poezii presupune imbinarea mai
multor metode de traducere. Conform teoriei criticilor dintre toate aceste modalitati de
traducere au fost evidentiate sapte metode. Insa aceste metode chiar dacd diferd intre
ele, au totusi o legdturd strinsd si anume acea a scopului produsului final: o trducere
care sd releveze idea, stilul, semantica versului initial.

S-a ajuns la concluzia ca fiecare dintre aceste metode isi pot pierde valoarea
daca este folositd de una singurd, deci gruparea lor a cite doud sau trei in timpul tra-
ducerii cu sigurantd vor duce la reusita traducdtorului si atingerea scopului acestuia.

The traditional discussion of the problems and methods of interlanguage
translation considers finding equivalents not just for lexis, syntax or concepts, but
also for features like style, genre, figurative language, historical stylistic dimen-
sions, polyvalence, connotations as well as denotations, cultural items and culture-
specific concepts and values. The choices made by the translators like the decision
whether to retain stylistic features of the source language text or whether to retain
the historical stylistic dimension of the original become all the more important in
the case of literary translation. In the case of translating poetry, it is vital for a trans-
lator to decide whether the verse should be translated into verse, or into free verse
or into prose. Most of the scholars and translators like believe that in the case of
poetry though it is “by definition impossible ...only creative transposition is pos-
sible..” It is the creative dimension of translation that comes to fore in the transla-
tion of poetry though nobody seems to be sure of what is meant by creativity in
the first place.

Translating literary works is, perhaps, always more difficult than translating
other types of text because literary works have specific values called the aesthet-
ic and expressive values. The aesthetic function of the work shall emphasize the
beauty of the words (diction), figurative language, metaphors, etc. While the ex-
pressive functions shall put forwards the writer’s thought (or process of thought),
emotion, etc. the translator should try, at his best, to transfer these specific values
into the target language (TL). As one genre of literature, poetry has something spe-
cial compared to the others. In a poem, the beauty is not only achieved with the
choice of words and figurative language like in novels and short stories, but also
with the creation of rhythm, rhyme, meter, and specific expressions and structures
that may not conform to the ones of the daily language. In short, the translation
of poetry needs something more than translating other genres of literature. This
simple writing will present in brief some considerations in translating poetry and
the eight-stage procedure to translate a poem.
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In general, there are a lot of methods in translating a text from one language
into another, but not all of them are appropriate to use in translating a poem. Here
are seven methods adopted by English translators in translating English poems:
phonemic translation, literal translation, metrical translation, verse-to-prose
translation, rhymed translation, free verse translation, and interpretation.

Phonemic interlanguage translation attempts to recreate the sounds of
the source language (SL) in the target language (TL). And at the same time the
translator tries to transfer the meaning. In general the result sounds awkward and
sometimes leaves some parts of the original meaning behind.

Literal interlanguage translation means word-for-word translation. This
method will not be able to transfer the original meaning; while the phrase and
sentence structures tend to fall by the wayside in the TL.

The metrical interlanguage translation emphasizes the reproduction of
the original meter into the TL. And because each language has its own specific
stressing and pronunciation system, this method will result in the inappropriate
translation in terms of meaning and structure.

Verse-to-prose interlanguage translation has also some weaknesses. The
outstanding weakness is the loss of the beauty of the original poem.

The next method is rhymed interlanguage translation which emphasizes
the transferring of the rhyme of the original poem into the translation in TL. The
result will be appropriate physically but tend to be semantically inappropriate.

The sixth method is free verse interlanguage translation. With this method
the translator may be able to get the accurate equivalents in the TL with a sound
literary value of the result. On the other hand, the rhyme and meter tend to be
ignored. So, physically the result is different from the original, but semantically it
seems the same.

The last method noted is interpretation. There are two types: version and
imitation. A version of a poem in the TL will semantically be exactly the same with
the original, but physically totally different. Further, an imitation is exactly a dif-
ferent poem, but the title, topic, and starting point are the same with the original
poem.

The weaknesses of the poetry translation methods are due to the emphasis
given to one or some of the poetic components in the process of translating. The
literal, metrical, and rhymed translation seem to emphasize the “form” or “poetic
structure” of the poem; while the rest emphasize on the transferring of the precise
meaning into the TL. It seems no methods described above will cater the poetry
translators’' needs appropriately.

Among several translation methods proposed by experts the communica-
tive and semantic translation are worth noting. The two are even said to be the
only methods that fulfill the two main aims of translation: accuracy and economy

Communicative translation attempts to render the exact meaning of the
original in such a way that the readers may not find difficulties in understanding
the message of the translated text. In communicative translation, therefore, the
translator can generously transfer the foreign element in the SL into the culture of
the TL where necessary. This type of translation is best used for general argumenta-
tive and scientific texts, which are also called informative and vocative texts.
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The semantic translation, on the other hand, attempts to reproduce the
precise contextual meaning of the original by taking more account of the aesthetic
values and expressive component of the original poem, such as peculiar choice of
words, figurative language, metaphors, sounds, etc. This type of translation is best
used for imaginative literatures, which are also called expressive texts. The writ-
er, however, is stating that a poetry translator, in fact, frequently functions as the
mediator of the communication between the poet and the reader. Therefore, the
translator should take the readership into account. In short, he should try to make
the content and the beauty of the original poem ready for readership.

The questions around which the deliberations about interlanguage transla-
tion within such a conceptual framework are made rather stereotyped and limited:
as the literary text, especially a poem is unique, organic whole and original is the
translation possible at all? Should translation be literal or free? Should it emphasize
the content or the form? Can a faithful translation be beautiful? The answers to
the question range from one extreme to the other and usually end in some sort
of a compromise. The great writers and translators gave their well-known dictums
about translations, which reflected these traditional beliefs about it. For Dante all
poetry is untranslatable and for Frost poetry is that which is lost out of both prose
and verse in translation, while Yves Bonnefoy says “You can translate by simply
declaring one poem the translation of another”[Y.Bonnefoy, 2001,p.43] .

However we cannot neglect the fact that our times know a lot of famous
translators who do their best to find the unique path between the original and
their own translated variant, and as long as they continue to do their work we will
be able to dive into the literal fortunes of all the poets and peoples.
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DIFFICULTIES IN TRANSLATION OF PENAL LAW TERMS

Olga NICHITA
Free International University of Moldova

Articolul present este dedicat traducerii comparate a textelor juridice. Necesi-
tatea de a cunoaste terminologia juridica englezad si de a gdsi realiliile potrivite din
limba romand pentru traducerea textelor in cauzd a conditionat selectarea temei de
investigatie. Autoarea diferentiazd termenii tehnici, puri juridici, formulele de politetd
engleze si corespondetele lor din limba romand, care-l introduce pe cititor si utilizator
in problema data.

The very close relationship between language and law has consequences
for the discipline of comparative law. In the first place, we must be aware that com-
parative lawyers need to translate all the time. They must report in their own lan-
guage on the contents of a foreign legal system; they inform others about their
own system in legal languages other than their own and in many cases must speak
and write about the contents of foreign legal systems in legal terms, which are not
the language that the system uses as its own legal language. For this reason, it is
not surprising that various introductions to comparative law deal with the prob-
lems of legal translation (M. Ancel, 1971, p. 91, 92). The translation of legal informa-
tion is one of the core issues of comparative law.

In the second place, we can observe that translating legal information
causes more difficulties than translating other technical matter. These difficulties
are caused by the system-bound nature of legal terminology, or - to put it differ-
ently — are the result of precisely this very close relationship between language
and law.

Every state has its own, in principle fully autonomous, legal terminology,
even if this state uses as its legal language a language also employed as a legal
language in another state. There are even states where several legal systems are
operative which, in principle, all have autonomous terminologies.

The system-specific nature of legal language is responsible for the fact that
frequently within a single language there is not just one single legal language, as
there is a single medical, chemical and economic language. A language has great
legal languages as there are systems using that language as a legal language (P.
Sandrini, 1994, p.12), for the Dutch language, this means five legal languages, per-
haps six, if we count the official Dutch legal language of the European Union as a
separate legal language.

The differences between the legal languages within one natural language
may entail that the meaning of terms from the one system need to be explained
to lawyers trained in the other. In other words, there is a need for intralinguistic
translation in some cases (G. E. Buzelli, 1970, p. 14).

We need to realize, however, that there are no impenetrable partitions be-
tween the legal terminologies of legal systems which share the same language as
their legal language. It is conceivable, of course, that legislators unconsciously refer
to the meaning of a word in ordinary usage when using the same term. Since the
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ordinary language in the countries involved is in principle the same, consequently,
the same content is referred to, leaving aside the fact that, in exceptional cases,
the content of a specific term may be different at the colloquial level. Furthermore,
because the same language is used, the lawyers of the legal systems involved gain
easy access to the literature on the other legal systems. This brings about a certain
osmosis of legal terminology. In some cases, legal draftsmen and draftswomen will
therefore opt for the term in order to express rather parallel notions.

Nevertheless, the content of such terms may still differ in detail, because the
two legal systems are disparate after all. This implies a different legal embedding of
the term in the respective systems.

The system-bound character of legal terminology has direct consequences
for the translation of legal information. It is of primary importance to establish that
one legal language must be translated into another legal language. This proposi-
tion may sound self-evident. It must therefore be stressed that, in practice, often
even legal documents are simply translated from language into language, rather
than from one legal language into another. In P. Sandrini’s view, this is not correct.
One should not translate from a legal language into the ordinary words of the tar-
get language, but into the legal terminology of the target language. If the target
language is used in several legal systems as the language of the law, a conscious
choice must be made of the terminology of one of the possible target legal lan-
guages (S. Sandrini, 1994, p. 12). One target-language legal system must be cho-
sen, that is to say, a single legal system which uses the target language as its legal
language. The choice for a particular target language legal system is contingent on
the potential users of the translation.

Subsequently, the information contained in the terminology of the source-
language legal system must be represented by the terminology of the target-
language legal system. Jean Kerby is therefore right in claiming: “La traduction
(juridique) comporte non seulement le passage d’'une langue a une autre, mais
encore la transposition d'un systéeme de droit a un autre” (J. Kerby, 1982, p. 12).
As regards “world languages’, such as English, French or Spanish, the choice for a
particular target-language legal system is often a difficult one. In many cases, the
translator does not know who the receiver of the translation is, or even worse, he
or she knows that the receiver could be any lawyer capable of reading the target
language. However, even in the latter case, one cannot avoid having to choose a
particular target-language legal system. If the English language is the target lan-
guage, this will often mean the legal language of England and Wales or that of one
of the federal states of the US.

Once the translator has opted, where necessary, for a particular target-lan-
guage legal system, he or she can get to work. The meaning of source language
legal terms to be translated must be studied, after which a term with the same
content must be sought in the target-language legal system equivalents must be
found in the target-language legal system.

If no acceptable equivalents can be uncovered in the target-language legal
system, subsidiary solutions must be sought. Basically, three subsidiary solutions
may be distinguished:

a) no translation takes place and the source term or its transcribed version is
used (S. Sarcevic, 1988, p. 970);
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b) a paraphrase is used to describe the source-language term;

) aneologism is created, i.e. a term is used in the target language that does
not form part of the terminology of the target -language legal system, if necessary,
in combination with an explanatory footnote.

In the context of these reflections on the relationship between language
and law, some short remark should be made on the last-mentioned subsidiary so-
lution: the creation of a neologism, i.e. a term is used in the target language which
does not form or no longer forms part of the legal system related to the target
language chosen by the translator. It must be emphasized, however, that we use
the term“neologism”in a very broad sense. We consider a neologism each term not
belonging to the target-language legal system.

Often, the expression “neologism” is used in a more narrow sense, meaning
any term that does not exist in the target language. The broader definition of “ne-
ologism’, however, is a logical result of the premise discussed earlier that legal in-
formation must not be translated from source language into target language, but
from the terminology of the source-language legal system into the terminology of
the target-language legal system selected by the translator.

From this it follows that terms which do not belong to the selected target
language legal system must be qualified as neologisms.

A difficult, but essential question is that of the norms according to which a
neologism is chosen. Selection must not be at random. No one will find it accept-
able, if we, after having failed to find a French equivalent as translation for a term in
a Dutch statute, subsequently render this term in French by the neologism “blubs”.
Such a decision would be absurd. The neologism must be chosen in such a way
that the content of the source term‘comes through’to some extent, without using
a term which is already used in the target language legal system. Thus, a lawyer
from the target-language legal system can get an idea of its meaning (S.Sarcevic,
p.974-975). Very useful for this purpose are terms which are used to have an equiv-
alent meaning in the past. Another possibility is the use of terms which, although
they do not function in the target-language legal system as legal terms, do func-
tion in another legal system which uses the same language as its legal language.
This proposition deserves further explanation.

It has been argued earlier that legal translation proceeds from the legal lan-
guage of a specific legal system to the legal language of a particular other legal
system. If the target language serves as a legal language in several legal systems, a
choice must be made for one particular national legal terminology.

Translators should not use the terminology of system A at one point and the
terminology of system B at another. When a fundamental choice has been made
for the terminology of system A, but some acceptable equivalents are lacking, ne-
ologisms, as acceptable equivalents from another legal system, may be employed.
In that case, it is necessary to mark such terms as neologisms, for instance, by ex-
pressly referring to the legal system from which the neologisms in question were
borrowed.

The translation of legal information is a difficult issue. The methodology of
and approach to legal translation should be the subject of further research by both
comparative lawyers and linguists. Special attention should be paid to the effect of
the system-specific nature of legal terminology on legal translation technique.

173




INTERTEXT

Related to the problems of legal translation is the need to develop a real
comparative legal research.

When having to describe the solutions to a certain legal problem in a num-
ber of legal systems, one must avoid the typical technical vocabulary of the legal
systems involved in order to enhance the compartability of the information.

In this respect, some authors on comparative law call for the development
of a particular vocabulary for comparative law, more precisely the development of
comparative concepts. Recently, Coen van Laer paid attention to the problems re-
lated to the development of such comparative concepts in a dissertation defended
at Maastricht University (C. J. P.van Laer, 1997).  The author discusses the relation
between the problems of compatibility, the tertium comparationis and the presen-
tation of the research results and comparative concepts.

Active interaction between countries of the world community raised a wide
range of issues concerning international business activities. Foreign and multina-
tional corporations as well as domestic companies are involved in international
deals all over the world. With rapid growth of international business transactions
and, consequently, international commercial disputes, the problems of legal trans-
lating acquired vital importance.

Nowadays the English language has become the language of choice for
conducting international business. In addition, the English language has become
prominent as the operational language of many law firms and multinational cor-
porations. Thus, interest in studying English legal terminology and legal translating
has recently grown up. In this context, the article reviews general peculiarities of
legal terms and focuses on linguistic and legal aspects of translating English legal
terminology.

While exploring legal terminology we have to determine the unit of this ter-
minological system. In this article we define a term as a word or a word combina-
tion belonging to the specific field of usage, either specially created or borrowed
for determining a specific concept and based on a definition. In this way, “a legal
term is a word or a word combination which stands for a general name of a legal
concept, has a specific and definite meaning, and is often used in legislation and
legal documents” [LLle6epcToBa T. b., 1986, p. 641.

Contemporary language of law makes several requirements relating to legal
terms that should be taken into consideration in the process of translating. The
legal term should meet the following important requirements:

a) satisfy the rules and norms of a corresponding language,

) be systematic,

) correspond to a certain definition oriented to a certain concept,

) be relatively independent of the context,

) be precise,

) be as concise as possible,

) aim at one-to-one correspondence (within the certain terminological
system),

h) be expressively neutral.

The language of law as a special sublanguage has its own content and a set
of specific characteristics which vary depending on a language system. However,
irrespective of a language, the major part of its distinctive features and peculiarities
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are explained by the influence of historical, cultural, social and political factors on
the language community.

The English legal language is characterized by a specific set of terms. First
of all, it comprises numerous Latin words and phrases (ex. lex loci actus, res ges-
tae, corpus delicti, lex domicilii, etc.). It also has words of the Old and Midlle English
origin, including compounds which are no longer in common usage (aforesaid,
hereinabove, hereafter, whereby, etc.). Besides, the English legal language includes
a large amount of words derived from French (appeal, plaintiff, tort, lien, estoppel,
verdict etc.). The language of law also uses formal and ceremonial words (/ do sol-
emnly swear, Your Honour, May it please the court...) and technical terms with pre-
cise meanings (defendant, negligence, bail etc.). Thus, the present content of the
English language of law is due to the influence of different languages and that has
a historical explanation.

Considering Russian legal terminology, we should keep in mind that it com-
prises fewer borrowings and compounds than the English one. A considerable part
of legal terms is of a national origin including Old Russian (for example, ucmeu,
omaeemuuk, npaso). This may be explained by the history of Russia and its legal sys-
tem development as well. Thus, English, Romanian and Russian legal languages are
characterized by their own specific features which are explained by the historical,
political, social and cultural influences.

Dealing with the language of law implies two forms of transferring from one
language to another — legal interpreting and legal translating.

Legal interpreting is meant for people who come before the courts (liti-
gants, defendants, witnesses etc.) and who cannot communicate effectively in the
language of legal procedures. According to the law, individuals who do not com-
municate in the language of legal proceedings have a right to speak their native
language in court and use the interpreting services. Similar regulations are pro-
vided by the new Russian legislation — Arbitration Procedure Code (2002), the Civil
Procedure Code (2002) and the Criminal Procedure Code (2001). The interpreter’s
goal is to interpret from one language to another everything what is said in court,
preserving the tone and level of the original language, adding and deleting noth-
ing. The legal interpretation should be adequate, complete and correct. Legal
translating first of all implies translating legal documentation (laws, acts, juridical
decisions, legal rules, contracts, agreements, administrative papers and other law
- related documentation). This kind of translating has been recently prevailing in
the process of international relations development.

Faced with a legal text to translate, a legal translator must deal with the dual
challenge of language and law, which he or she must reproduce as correctly as pos-
sible in the target language. This complex procedure of transferring from one lan-
guage to another involves a number of risks inherent in language. That is why it is
rather difficult to transfer the entire message of the source text from one language
into another. Legal translation requires reproducing both form and content of the
legal text. The latter also implies transferring text from one legal system to another.
Therefore, legal translating is subject to various difficulties of transferring a mean-
ing of a legal term and a translator must strive for a functional equivalence.

As it was mentioned above, any kind of translation has to meet the prin-
cipal requirements of adequacy, accuracy and completeness. While accuracy and
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completeness are mainly aimed at the form of the legal text, adequacy is referred
to its content. Adequacy of the legal translation is mostly achieved by following
the principal rules of legal terminology in the target language. Translating implies
transferring the meaning of the original, but not only the words. While translating
it is important to know the legal terminology in both languages. The substitution
of a legal term of the source text by its synonym (a word of common usage) in the
target language may result in misinterpretation in terms of law. The distortion of a
meaning of a law term may influence upon legal consequences.
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THE ELECTRONIC AGE OF THE OXFORD
ENGLISH DICTIONARY

Olga PASCARI
Universitatea Liberd Internationald din Moldova

Majoritatea oamenilor din intreaga lume folosesc dictionarele electronice in
Zilele noastre, deoarece sunt foarte practice atit pentru oameni de afacere, turisti,
interpreti si studenti cit si pentru migranti. Ele permit sé verificati scrierea corectd, sd
gdsesti sensul si sinonimele unui cuvint si ilustreazd sensul unui cuvint in propozitii.
Dictionarele electronice sunt capabile sd efectueze chiar si operatii inverse: se formeazd
sensul unui cuvint si dictionarul electronic selecteaza cuvintul potrivit. Ele asigurd acces
imediat la mai mult de 1,000,000 de cuvinte in peste 25 de limbi. Unul din cele mai bune
modele de dictionare electronice este desigur Oxford English Dictionary publicat de
Oxford University Press. Este actualmente considerat dictionarul limbei engleze mod-
erne ce defineste mai mult de 500,000 cuvinte si include 2.5 milioane de citate ilustra-
tive. In concluzie as dori sd remarc cd Oxford English Dictionary este fdrd indoialc
dictionarul viitorului

Millions of people all over the world use electronic dictionaries. The elec-
tronic dictionaries are easy to use for business people and tourists, professional in-
terpreters and students, and are essential for migrants. Electronic dictionaries allow
you to check spellings, find meanings and synonyms of words, and give examples
of word use in sentences. They can even work in reverse: you input a meaning or
phrase and the dictionary finds the word you need. They provide you with instant
access to more than 1,000,000 words and synonyms, including common expres-
sions, idioms, medical, technical, legal, business terms and slang for more than 25
languages! Some of them are voice-enabled translation devices and even can talk.
Engineers, programmers and linguists joined their efforts in order to develop the
various wonderful models. One of the best electronic prototypes is undoubtedly
the Oxford English Dictionary (OED) which is a comprehensive multi-volume dic-
tionary published by the Oxford University Press (OUP). Generally regarded as the
definitive dictionary of Modern English, it defines around 500,000 headwords and
includes some 2.5 million illustrative quotations.

Although the OED is a British institution, and perhaps most comprehensive
with regard to British English, its policy is to attempt to record all known uses and
variants of a word in all varieties of English, worldwide, past and present. We can
quote the 1933 preface: “The aim of this dictionary is to present in alphabetical
series the words that have formed the English vocabulary from the time of the ear-
liest records down to the present day, with all the relevant facts concerning their
form, sense-history, pronunciation, and etymology. It embraces not only the stan-
dard language of literature and conversation, whether current at the moment, or
obsolete, or archaic, but also the main technical vocabulary, and a large measure of
dialectal usage and slang".

But how can this, the most traditional of traditional works of literature,
benefit from modern technology? An initial answer, in a word, is “revision”.
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The Oxford English Dictionary, the record of the English language, took over
forty years to complete the first time around; the first fascicle was published in
1884 and the last in 1928. Since then several supplements have expanded its cov-
erage. In 1989, a second edition was published, consolidating all that had gone
before but doing nothing so brave as to revise the text.

However, the English language, like the people who use it, is diverse and
alive. It changes, evolves, borrows from other languages (perhaps even more so
now in this global culture). Definitions change, and as historians reveal more about
our past and scholarly thought matures, etymologies need to be revised. In the last
one hundred years much of the content of the OED has become ready for revision
or updating. In a time when national newspapers can cite new words and encour-
age their use each week, the Oxford University Press undertook to ensure the OED’s
authoritative status and set about the much needed revision.

In the past an update of the text would have been a lengthy, if not impos-
sible, the task , and the result would be out of date by the time it was completed.
However, as more and more of the text was moved into an electronic format (as
part of the 1989 edition), and computer technology developed, it became clear
that modern technology could facilitate the revision process in a much shorter time
scale. Now, as the OED is launched into cyberspace, this revision is fully underway.

The revision process promises great things: new etymologies, taking into ac-
count modern thought and wider knowledge of diverse texts; revised or even new
pronunciations; more and different examples of word usage, drawn from various
sources, many of which were unavailable to the original editors. Revisions include
the modernisation of definitions, taking into account usage from around the Eng-
lish speaking world, and will be at the rate of 1000 per quarter. As sections of the
text are completed, they will be incorporated into the online text and be accessible
immediately, ensuring the most up-to-date dictionary of the English language
available at all times. This is a fundamental benefit, utilizing modern technology to
provide functionality, rather than gimmicks.

Further however, modern technology adds greater value to the traditional
text, in a number of other ways. The display of the text has been updated and for
the first time hyperlinks between related words are made available. This signifi-
cantly reduces page flicking, but perhaps inhibits browsing and the discovery of
words by accident. This is no minor complaint, because one of the joys of a diction-
ary is to browse through it and encounter some curiosity of the language. With
an online edition that only displays a single word with its definition, or a list of
undefined words, this enjoyment is limited. However, with a few very simple search
methods (part of the electronic OED’s remit was to ensure a simple interface), in-
cluding a full-text search, definitions, usage and all, the electronic OED can be put
to good use.

There is the ability to display words in the chronological order of their in-
troduction to the language. A word can be shown alongside its contemporaries,
perhaps allowing the identification of periods of influence in the language. Words
can be explored conceptually, making links across definitions (often revealing a
few surprises that do allow for accidental discovery) with a simple search. Interest-
ing searches arise when famous names are entered in the search box, revealing all
the words that a particular person may have contributed to the language, or are
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associated with. Dates again make for interesting searches, allowing associations
between words and events to be made.

A search on a similar word, or synonym, will often reveal the word you are
looking for, and perhaps some alternatives that are better. This is an invaluable aid
for writers everywhere, be it for a novel or a formal report.

The electronic OED offers a search engine that can deal with wild cards, al-
lowing searches such as “geo*” that would return a number of results that pertain
to the earth and earth sciences. In the documentation that accompanied my test
access to the OED online there was list of other ways in which the dictionary can
be used. | hope this list is included somewhere in the final version of the dictionary
and one suggestion was in solving crosswords. A search like a? c? r? may seem odd,
but could provide that vital clue to the one word between you and the peace of
mind a completed crossword can bring to. This is perhaps even more useful if you
create crosswords.

Further, for real word buffs, the OED’s wildcard searches can provide endless
ways of spicing up scrabble games - try searching for x? or z? for some interesting
ways to dispose of awkward letters.

This electronic edition of the OED offers a number of advantages over the
traditional text, but it is not without its faults. | have already mentioned the less-
ening of interesting discoveries by accident. Also, interestingly, the search engine
is unable to deal with phonetically or incorrectly spelt words. Whereas my word
processor’s spell checker can suggest “physics” from “fisics’, the electronic OED can-
not. This is perhaps an unfair comparison, but it seems to me that an excellent en-
hancement of this dictionary would be some form of word suggestion.

The electronic OED could perhaps also benefit from the introduction of
sound. While | am in no way suggesting the OED be developed into a multimedia
dictionary, which might perhaps undermine its authority, one of the most awk-
ward things about the new words (especially for learners of a language) is their
pronunciation. In the past paper based dictionaries we learners have had to be
content with a “Key to Pronunciation” populated with a number of confusing sym-
bols. Here it is a real opportunity to provide spoken guides to pronunciation. This
seems a missed opportunity for an online dictionary that fully utilises technology
to provide for its functional needs.

Finally there is the problem of access. The OED is not a commercial venture,
it has never made a profit for the OUP, yet it is being released as a subscription only
service. This is clearly to offset the costs of the monumental task of maintaining
the dictionary, but it is a shame. Here is an opportunity to bring the OED into the
offices and homes of many people, making it the everyday tool that in its present
paper form it cannot be. Indeed many of the proposed uses of the OED online are
suited more to these environments, than the academic uses of the past. (I would
gladly bookmark it and keep it on hand as another online reference guide). Yet it is
unlikely that the average home user will subscribe. This is not a fault in the diction-
ary, nor with the OUP, but simply a lamentable fact.

To conclude then, the OED online is considered one of the greatest works of
the English language, a collected record of our past, into the modern world. It offers
anumber of tools that make it easy to use, yet it is exceptionally powerful at finding
that elusive word, its history and some of those who used it. Its only real fault is that
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some of the charm of several large volumes is lost. However it is a dictionary for the
future that will remain a consistent record of the language for years to come.
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METAFORA iN TERMINOLOGIE

Inga STOIANOVA
Universitatea Liberd Internationald din Moldova

The present article discusses main peculiarities of metaphor usage as a means
of medical terms’ formation. It also includes the determination of the most distinctive
features of scientific and poetic metaphorization. The process of common words meta-
phorization and terminologization is described on the basis of metaphor modeling,
which takes into consideration source-field and recipient-field of the words, as well
as description of the frames and slots formed by the metaphorized terms. The author
establishes that the animal and vegetable worlds as well as the human organism’s
concepts, forming a set of organistic metaphor models, represent the most produc-
tive field-sources for English medical terms (subfield of traumatology). Non-organistic
field-sources as war, house and movement/action are found to be less productive in the
described process. Form affinity is considered to be the basic principle for the greatest
number of the medical metaphorized terms.

Am abordat problema metaforizarii semnificatiilor drept mijloc de dez-
voltare a structurii semantice a cuvantului, gratie faptului cd ea prezinta un interes
deosebit si este de o importanta majora in limba. Limba nu poate sa se lipseasca
de metafora, deoarece ea, metafora, stimuleaza dezvoltarea sistemului lexical al
limbii si a mijloacelor sale nominative. Dupa L.Sdineanu, metafora constituie in-
strumentul puternic care a fecundat domeniul limbii si a creat lumea abstractiilor
[1, 73].“Metafora vine sa dea corp unei impresii greu de exprimat’, afirma Gastion
Bachelard, iar Warren K.Wake mentioneazd, cd metafora este puntea dintre ceea ce
stim si ceea ce vrem sa stim [16].

Problema metaforei este in atentia savantilor inca din timpurile antice.
Dupa pdrerea marelui filosof antic Aristotel, metafora este asemenea unei enigme,
existenta cdreia consta in faptul ca “vorbind despre ceva real, il unificdm cu ceva
imposibil”. Originalitatea si irepetabilitatea metaforei i-au permis lui Aristotel sa
conchida ca a crea o metafora buna inseamna sa observi identitatea.

Actualmente, lista de referinta a surselor lingvistice, literare, filosofice silogice
privind teoria metaforei este extrem de bogata [M.Johnson, D.Lacoff, D.Davidson,
JSerle, A.Langhe, O.Glazunov, A.Ciudinov, etcl. in lucrarile de specialitate a fost
cercetata problema determinarii existentei metaforei ca fenomen lingvistic, a fost
studiata metafora in sistemul tropilor, evidentiind trasaturile lexicale, semantice si
functionale proprii acestui fenomen. Pe noi ne intereseaza, insa, rolul metaforei in
terminologie si anume in formarea termenilor medicali, subdomeniul traumatolo-
gie.

Se stie ca metafora este definita drept figura de stil rezultata dintr-o
comparatie subinteleasa prin substituirea cuvantului-obiect de comparatie cu lex-
emul-imagine. Cat priveste clasificarea acestui fenomen lingvistic, vom mentiona,
pe scurt, existenta a trei tipuri de diviziuni (ce tin mai mult de literatura artistica):
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- Clasificarea dupd Ortega y Gasset — in metafora constiintei-tabla (metafora
simpla cu o singura semnificatie; sens denotativ — propriu) si metafora constiintei-
vas (metafora complexa cu mai multe semnificatii; sens conotativ);

- Clasificarea dupa Tudor Vianu - in metafora explicita si metafora implicita
(alcatuita dintr-un singur cuvant cu valoare de sugestie, de regula, pe langa o
constructie verbald; se aseamana cu simbolul);

- Clasificarea dupa Lucian Blaga - in metafora plasticizanta si metafora reve-
latorie.

Studierea fenomenului lingvistic in discutie a devenit una dintre tendintele
cognitivisticii moderne in cadrul careia metafora este privita drept operatie mintalg,
drept mijloc de cunoastere, structurare, evaluare si explicare a lumii inconjuratoare.
Metafora, precum afirma N.Ciudakov, nu este un fenomen lingvistic simplu, ci
este si 0 exprimare conceptuala a realitatii cotidiene, cand noi reflectam asupra
unor termeni prin intermediul altora [10, 168]. Aceasta teorie este sustinuta si de
A.Ciudinov, care subliniaza cd “omul nu-si reflectd atat gandurile prin intermediul
metaforei, cat gandeste metaforic si creeaza prin intermediul metaforei lumea in
care traieste”[11, 26]. lar Kyong Liong Kim, tot in aceasta ordine de idei, specifica ca
o metafora este un sistem simbolic care ne permite sa intelegem partial o existenta
neobisnuitd in termenii altor experiente obisnuite [16].

Metaforizarea in limbajul stiintific este un proces semantic de alegere a unei
denumiri conform asemanadrii de obiect, de trasatura sau de functie intre doua obi-
ecte eterogene. De mentionat ca notiunile de metaforizare stiintifica si caracterul
metaforic al termenului stiintific nu sunt totalmente identice. Notiunea de metafor-
izare stiintifica este mai ampld, mai generalizata decat cea terminologicd, deoarece
ea cuprinde in sine atat metaforizarea terminologica, cat si alt tip de metaforizare,
legat de metaforizarea conceptuala si cea teoreticd, dar care, la randul sdu, nu in-
totdeauna se limiteazd la metaforizarea terminologicd (schema 1). Metaforizarea
conceptuala si cea teoreticd reprezinta niste notiuni mai complexe, deoarece se
afla in corelatie cu substraturile creative, psihologice si teoretice ale procesului in
cauza[11,117-118].

Metaforizarea
stiintifica
Metaforizarea Metaforizarea
conceptuala teoretica
4 v ¥
Metaforizarea
terminologica

Schema 1
Schema relatiilor dintre tipurile de metaforizare
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In limbajul stiintific metafora are functie nominativa, deoarece pentru denu-
mirea obiectelor stiintifice sunt necesare mijloace lingvistice, iar pentru exprimarea
acestor notiuni se pot utiliza si cuvinte uzuale. In limbajul stiintific aceste cuvinte
uzuale devin alt tip de unitati, sunt elemente ale unui alt gen de vocabular. Relatia
semantica cu lexemul-sursa se mentine insa, desi ea poate nici sa nu fie prezentd in
definitia termenului.

Termenii formati prin transfer metaforic se caracterizeaza prin structura
semanticd complexa, deoarece trasatura ce a determinat alegerea nominarii este
inclusa in semantica unitatii terminologice. Dupa parerea lui J.Serle, semnificatia
metaforica reflectd, realmente, ceva diferit de semnificatia directd a cuvantului,
aceasta fiind nu din cauza modificarii semanticii elementelor sale constitutive, ci
din cauza ca vorbitorul (in cazul nostru, specialistul in medicina) prin utilizarea lor,
a subinteles ceva deosebit [15, 524].

Procesul de metaforizare a unei unitati terminologice parcurge trei etape.
Prima etapa presupune determinarea trasdturilor distinctive ale obiectului/
fenomenului/actiunii stiintifice. Aceste trasaturi determina alegerea fie a cuvan-
tului uzual adecvat din lexicul general, fie a unui termen din alt domeniu de
aplicatie. A doua este etapa conceptualizarii. Aceasta presupune formarea
ulterioara a notiunii obiectului/fenomenului/actiunii stiintifice studiate ce se afla
sub influenta semnificatiei cuvintului uzual, care, la rindul sdu, reprezinta un fel de
“model” de cunoastere a notiunii. A treia etapa este cea a fixarii unitatii nomina-
tive alese la o notiune noua si separarea a doud planuri semantice (distantierea
noii semnificatii de semnificatia cuvantului uzual). Tn acest moment, noua unitate
nominativa obtine o ,valoare” nominativa independentd, devine termen si se su-
pune tuturor regulilor de functionare a termenilor [8, 135].

In cadrul cdmpului terminologic, cuvantul metaforizat isi pierde semnificatia
primara si, astfel, denumind o anumitd notiune stiintifica, necesita nu o explicatie,
ci o definitie exacta. De exemplu, cuvantul advancement, semnificind in limbajul
uzual succes, progress, ca rezultat al transferului metaforic dupa asemanare de
directie a actiunii in cadrul terminologiei traumatologice engleze semnifica depla-
sare si se defineste ” a surgical detachment, as of a muscle or tendon, followed by a
reattachment at an advanced level” [14,19]. Astfel, termenul reinterpretat metaforic
permite specialistului sa-si concentreze atentia asupra unui detaliu, a unei trasaturi
a notiunii exprimate prin termen, care (detaliu/trasatura) are o importanta vitala.

in limbajul stiintific exista anumite legitati ale procesului de metaforizare.
Dupa parerea lui V.Todorov, in cazul selectarii particularitatii denumirii metaforice
(adica a selectdrii bazei pentru transfer) pe primul plan se evidentiaza factorii
obiectivi: analogiile, stabilitatea relatiilor dintre realitatile stiintifice, dependenta
subiectului de stereotipurile gandirii, tendinta vorbitorului de a reflecta adecvat
trasaturile fenomenului dat [9,10]. Din atare cauza, in terminologie, drept particu-
laritate de atribuirea unei noi notiuni unui nume, predomind acele operatii, care se
bazeazad pe modelele deja existente, pe asemandrile deja fixate in limba, pe stereo-
tipurile cizelate.

Unul dintre cele mai importante mijloace ale acestei reconceptualizari este
modelul metaforic care permite sd prezentam o problema lingvistica complexa drept
una simpla si cunoscuta [11, 26]. Teoria modelarii metaforice ca directie a lingvisti-
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cii cognitive se discutad in lucrdrile lui N.Arutiunov, S.Kuzleakin, G.Sklearevski. Astfel,
A.Ciudinov considera ca pentru descrierea modelului metaforic este necesar:

1. Sa caracterizam urmatoarele trasaturi ale modelului:

- domeniul notional initial (domeniul-sursd), caruia se atribuie cuvintele
cuprinse de model in semnificatia lor primara;

- noul domeniu conceptual (domeniu-recipient), caruia se se atribuie
cuvintele cuprinse de model in semnificatia lor secundarg;

2. Sa evidentiem frame-urile ce se refera la acest model. Prin frame se
intelege un fragment al lumii lingvistice care structureazd domeniul
notional dat (sfera semantica);

3. Sa caracterizam slot-urile tipice ce fac parte din fiecare frama, adica acele
elemente situative ce includ o anumita parte a frame-ului, un anumit as-
pect al concretizarii sale;

4, Sa denumim conceptele tipice ce stau la baza formarii slot-ului
[12,44-46].

Sistematizarea modelelor metaforice ale terminologiei medicale engleze se
intemeiaza pe domeniul-sursa al expansiunii metaforice, iar domeniul-recipient
este reprezentat de domeniul de aplicatie- medicina (mai exact, traumatologie).

Astfel, in cadrul analizei terminologei traumatologice engleze au fost de-
pistate doud grupuri de modele metaforice: organistice si non-organistice. Primul
grup este reprezentat prin metafore la baza carora stau domeniile notionale “Ani-
mal world (regnul animal)’, “Vegetable world (regnul vegetal)’, si “Human organ-
ism (organismul uman)’, iar al doilea grup cuprinde metafore din domeniile-sursa
“House (casa)’, “War (razboi)’, “Movement/action (miscare/actiune)” Sa analizam
detaliat continutul fiecarui model.

Modelul metaforic “Traumatological realities are (like) human creative
activity” (realitatile traumatologice sunt asemenea activitatii creatoare a
omului) este cel mai voluminos dupa numarul metaforelor incluse. Prin realitate
traumatologicd se intelege orice obiect/fenomen/actiune stiintifica, avand o
anumita valoare notionala si conceptuald. Modelul dat imbratiseaza cateva frame-
uri:

1. Frame-ul “House" (casd). De mentionat ca acest domeniu poseda toate
conditiile necesare unei expansiuni metaforice, deoarece:

- este foarte bine cunoscut fiecdrei persoane;

- poseda un potential emotional inalt;

- conceptul "casad” are o retea desfasurata de elemente ale structurii interne;
- casa este domeniul de baza al existentei omului si al familiei sale.

Slot-ul 1.1. “Objects and utensils used in household” (obiectele si uneltele
utilizate in gospodarie) (22 de termeni): barrel (butoias) si barrel chest (torace “in
butoi”); fork (furculita) si silver-fork deformity (deformatia furculitei de argint);

Slot-ul 1.2. “Accessories” (accesorii) (7 termeni): cravat (cravata) si cravat
bandage (bandaj triunghiular); ring (inel) si ring knife (bisturiu inelar);

Slot-ul 1.3. “House building” (constructia casei) (5 termeni): bow (arc) si
bow leg (deformatia picioarelor in forma literei O); scale (treaptad) si scalene muscle
(muschiul scalen);
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Slot-ul 1.4. “Nourishment” (nutritia) (2 termeni): milk (lapte) si milk leg
(flebita alba dureroasa); sandwich (tartind) si sandwich osteotomy ( osteotomie
orizontala).

2. Frame-ul “Science” (stiinta). in calitate de domeniul-sursa al acestei
frame au servit conceptele din matematica (geometrie si trigonometrie - total
15 unitati) si stiinte juridice (2 termeni): cub (cub) si cuboid bone (osul cuboid);
trapezium (trapez) si trapezoid bone (osul trapezoid), guillotine (ghilotind) si
guillotine amputation (amputatie in ghilotina).

3. Frame-ul “Sport and game” (sportul si jocul) include 14 termeni-
metafore ce sunt bazate pe conceptele sportive: racket (racheta de tenis) si racket
amputation (amputare ovald); ping-pong (tenis de masa) si ping-pong fracture
(fractura ping-pong).

4. Frame-ul “Professional activity of a man” (activitatea profesionala a
omului) cuprinde numai 5 metafore: glover (manusar) si glover's suture (sutura
manusarului); housemaid (menajera) si housemaid knee (genunchiul menajerei).

Acest model metaforic cuprinde 42% de termeni-metafore in terminologia
medicala engleza.

Viata organica si anorganica au servit mereu drept model conform céruia
omul interpreteaza realitatea sociala si profesionald, creind, astfel, lumea lingvistica
profesionald. Studierea metaforei zoomorfe a devenit deja o traditie in lingvistica
contemporana (T.Versinin [3], lu.Fedenev [13]). Drept sursa a expansiunii meta-
forice in cadrul modelului metaforic “Traumatological realities are (like) nature”
(realitatile traumatologice sunt asemenea naturii) servesc regnul animal, vegetal
si aviar, precum astrele si lumea anorganica, adica realitatile traumatologice sunt
percepute in termenii conceptelor mediului inconjurator.

1.Frame-ul “Animal and vegetable world” (regnul animal si vegetal). Este
stiut ca metafora zoomorfa se bazeaza pe transferul chipurilor lumii animale asupra
caracterizarii omului, in cazul nostru este vorba de realitatile medicale:

Slot-ul 2.1. “Animal world” (regnul animal): sole (calcan) si soleus muscle
(muschiul solear); bull (taur) si bull neck (gat de taur);

Slot-ul 2.2. “Aviar world” (regnul aviar): pigeon (porumbel) si pigeon chest (
torace in carend); alar ( de la lat.alares - aripad) si alar spine (apofiza pterigoida);

Slot-ul 2.3. “Vegetable world” (regnul vegetal): spike (de la lat.spica - spic)
si spica bandage (bandaj spica); green-stick (ramura verde) si green-stick fracture
(fracturd “in lemn verde”/ fractura subperiostala).

2.Frame-ul “Stars” (astre) include numai 3 termeni-metafore: lunate bone
(osul lunar) de la lat. luna (luna); stellate fracture (fractura stelara) de la lat. stella
(stea).

3.Frame-ul “Inorganic world” (lumea inorganica): marble (marmura) si mar-
ble bone (os de marmura); pearl (perld) si pearly tubercle ( tubercul ,de perla”).

4.Frame-ul “Climate” (clima): frozen pelvis (bazinul inghetat) si algid stage
(stadiu rece).

In terminologia traumatologica engleza acest model cuprinde 29% de ter-
meni-metafore si se caracterizeaza prin productivitate medie.

Modelul metaforic “Traumatological realities are (like) war” (realitatile
traumatologice sunt asemenea razboiului) este al treilea, dupa frecventd, in ter-
minologia studiata. Istoria civilizatiei, din pacate, cunoaste un numar mare de
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actiuni militare cu caracter local sau mondial. Probabil, nu exista nici o cultura
care ar duce lipsa de concepte militare. Asupra acestui fapt si-au canalizat atentia
G.Lacoff si M.Johnson in studiul lor clasic “Metaphor we live” (Metafora prin care
noi traim), mentionind ca “multe obiecte la care noi apelam ... sunt partial deter-
minate de imaginea actiunilor militare” [5, 4]. lar demararea unei activitadti militare
necesita utilizarea armelor. Acest model metaforic in domeniul terminologiei studi-
ate cuprinde 18 termeni-metafore. De mentionat ca in cadrul lor se evidentiaza un
grup de termeni a caror expresivitate este «ascunsa» in originea lor (eleng, latina,
franceza): thyroid cartilage (cartilajul tiroidal) de la gr. thyrsus (scut), sagittal pelvis
(bazin sagital) de la lat. sagitta (sageatad).

Comparativ cu alte domenii sociale (politica, economie) unde metaforele
militare devin un mijloc universal de interpretare a anumitor realitati, acest model
metaforic nu se atesta ca fiind productiv in procesul de metaforizare a termenilor
traumatologici (11%).

Modelul metaforic “Traumatological realities are (like) human organism”
(realitatile traumatologice sunt asemenea organismului uman) existd demult in
limba engleza. Conform modelului dat specialistul atribuie realitatilor domeniului
medical studiat trasaturile si caracteristicile cele mai bine percepute de el. Drept re-
zultat, realitatile medicale se prezinta ca un corp uman cu aspectele sale fiziologice
si anatomice. Acest model include 2 frame-uri:

1.Frame-ul “Certain human organism’s feature, action” (o anumita par-
ticularitate, actiune a organismului uman) cuprinde 12 termeni: to weep (a plange)
si ,weeping” sign (simptom ,umed”), phantom (iluzie) si phantom limb (limbul
fantoma).

2.Frame-ul “Organism’s parts” (partile organismului) (6 termeni): odontoid
bone (osul odontiod) de la lat. dens, dentis (dinte), digit (deget) si digital epiphysis
(epifiza digitiforma).

Spre deosebire de alte domenii sociale (economie, sociologie) unde, con-
form datelor lui A.Ciudinov [11], se evidentiaza o activitate intensa a acestui model,
n terminologia medicalad engleza el este neproductiv (11%).

Ultimul model metaforic evidentiat “Traumatological realities are (like)
movement” (realitdtile traumatologice sunt asemenea miscdrii) deasemenea
contine 2 frame-uri:

1.Frame-ul “Types of movement” (tipurile miscarii) cuprinde 10 termeni,
procesul de metaforizare fiind bazat pe asemanarea actiunii intreprinse: to creep
(a setari) si creeping bandage (pansament,sarpe”), to slip (a aluneca) si slipping rib
(subluxatia coastei/ “inel alunecos”).

2.Frame-ul “Means of movement” (mijloace de deplasare) contine 4 terme-
ni: airplane (avion) si airplane splint (ateld de abductie), scaphoid bone (osul scafoid)
de la lat.scapha (barca).

Din cele expuse este evident ca nici acest model metaforic nu este productiv
in terminologia studiata (8%).

Astfel, analizind mecanismul metaforizarii termenilor traumatologici en-
glezi conform modelelor conceptuale sus-mentionate, conchidem ca majoritatea
termenilor-metafore (85%) se bazeaza pe asemanare de forma. Celelalte 15% de
termeni vizeaza asemadnarea functionald. Procedeul modelarii metaforice permite
a evidentia trasaturile ce stau la baza transferului semnificatiei de la cuvant uzual
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la termen. Formarea semnificatiei terminologice metaforizate reprezinta un proces
complex ce include nu numai semantica unui cuvant uzual, ci si relatiile sistemice
ale unitatii lexicale date, trasaturile sale paradigmatice si sintagmatice.
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TRANSLATING POETRY

Valentina STOG
Free Inetnational University of Moldova

Tout en tenant compte que tout est traduction, cest-a-dire la traduction d’'un
code vers un autre, d'un domaine vers un autre, de la pensée vers les sentiments et les
mots, Leon Levitchi dit que « I'auteur se traduit lui-méme, en transformant son imagi-
nation en mots, restant toutefois fidéle a lui-méme, tandis que le traducteur doit I'étre
a l'auteur, aux traditions qu'il traduit, au langage vers lequel il traduit et a beaucoup
d‘autres canons ».

Dans ce sens la traduction de la littérature et spécialement de celle de la poésie
devient un processus particulierement délicat qui demande un niveau élevé de préci-
sion lorsque le traducteur poétique est contraint de rendre le mieux possible les princi-
pales dimensions de l'original : la magie du vers, sa musicalité et son pouvoir de sug-
gestion. Le traducteur poétique est doté d’une passion spéciale pour les mots, d’'un flair
spécial en les utilisant, pour faire I'unique expérience du poéte connue dans une autre
langue et un autre contexte culturel. En traduisant, il peut se confronter aux problemes
dordre linguistique, littéraire, esthétique et socio-culturel. Le présent article a pour but
de décrire quelques fondements de base concernant la traduction poétique. Lauteur
y analyse les problémes et les possibilités de la traduction littéraire et surtout de celle
poétique.

Translating literary works is, perhaps, always more difficult than translating
other types of texts because literary works have specific values known as the aes-
thetic and expressive ones. The aesthetic function of the work has to emphasize
the beauty of the words (diction), figurative language, metaphors, etc. While the
expressive functions should put forward the writer’s thought [or process of think-
ing], emotion, etc. And the translator should try, at his best, to render these specific
values into the target language (TL). As a genre of literature, poetry has something
special compared to its other genres. In a poem, the beauty is not only achieved
with the choice of words and figurative language like as in novels and short sto-
ries, but also with the creation of rhythm, rhyme, meter, and specific expressions
and structures that may not conform to those met in everyday language. In short,
the translation of poetry needs something more than translating literary works be-
longing to other genres. This article will present in brief some considerations in
translating poetry.

The Methods

In general, there are a lot of methods in translating a text, but not all of them
are appropriate to be used in translating a poem. According to Andre Lafevere,
there are seven methods adopted by English translators in translating Catullus’s
poems: phonemic translation, literal translation, metrical translation, verse-to-
prose translation, rhymed translation, free verse translation, and interpretation
[Bassnett-McGuire, 1980: 81-82].

Phonemic translation attempts to recreate the sounds of the source lan-
guage (SL) in the target language. And at the same time the translator tries to
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transfer the meaning. To Lafevere’s opinion, in general the result sounds awkward
and sometimes leaves some parts of the original meaning behind. Literal transla-
tion means word-for-word translation. This method does not allow the translator
to render the original meaning; while the phrase and sentence structures tend to
fall by the wayside in the TL. The metrical translation emphasizes the reproduction
of the original meter into the TL. And because each language has its own specific
stressing and pronunciation system, this method will result in an inappropriate
translation in terms of meaning and structure. Verse-to-prose translation also has
some weaknesses. The outstanding weakness is the loss of the beauty of the origi-
nal poem.

The next method is rhymed translation which emphasizes the transferring
of the rhyme of the original poem into the TL translation. The result will be appro-
priate physically but tend to be semantically inappropriate.

The sixth method is free verse translation. With this method the translator
may be able to get the accurate equivalents in the TL with a sound literary value of
the result. On the other hand, the rhyme and meter tend to be ignored. So, physi-
cally the result is different from the original, but semantically it seems the same.

The last method noted by Lafevere is interpretation. According to him there
are two types of interpretation: version and imitation. A version of a poem in the
TL will semantically be exactly the same with the original, but physically totally dif-
ferent, while an imitation is quite a different poem, but the title, topic, and starting
point are the same as in the original poem.

Lafevere’s explanation of the above methods seems to reemphasize Cluy-
senar’s opinion that the weaknesses of the poetry translation methods are due to
the emphasis given to one or more poetic components in the process of translat-
ing. The literal, metrical, and rhymed translation methods seem to emphasize the
“form” or “poetic structure” of the poem, while the rest emphasize the rendering of
the precise meaning into the TL. It seems no methods described above will cater
the poetry translators’' needs appropriately.

According to Suryawinata, among the several translation methods pro-
posed by experts communicative and semantic translation methods are worth
noting. The two are even said to be the only methods that fulfill the two main aims
of translation: accuracy and economy [Newmark, 1981: 22, 1988: 471.

The terms communicative and semantic translation themselves are pro-
posed by Newmark [1981: 38-56, 62-69]. Communicative translation attempts to
render the exact meaning of the original in such a way that the readers may not
find difficulties in understanding the message of the translated text. In communi-
cative translation, therefore, the translator can generously transfer the foreign ele-
ment in the SL into the culture of the TL where necessary. This type of translation
is best used for general argumentative and scientific texts, which are also called
informative and vocative texts by Newmark.

Semantic translation, on the other hand, attempts to reproduce the precise
contextual meaning of the original by taking more account of the aesthetic val-
ues and expressive component of the original poem, such as peculiar choice of
words, figurative language, metaphors, sounds, etc. This type of translation is best
used for imaginative literatures, which are also called expressive texts by Newmark.
The writer, however, agrees with Suryawinata stating that a poetry translator, in
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fact, frequently functions as the mediator of the communication between the poet
and the reader. Therefore, the translator should take the readership into account.
In short, he should try to make the content and the beauty of the original poem
ready for readership.

Some possible problems in translating poetry

Analyzing the problems arising in the course of translation, Suryawinata
finds that a literary translator tends to face linguistic, literary and aesthetic, and
socio-cultural problems. Thus, translating a poem, one of the literary genres, the
translator is also likely to face the above problems.

Linguistic Problems

In terms of linguistic factors, there are at least two points to consider: col-
location and obscured (non-standard) syntactical structures. The word “collocation’
used here refers to words or word groups with which a word or words may typically
combine. The combination may by syntagmatic or horizontal, as ‘make a speech’
(not’say a speech’), run a meeting’ (not‘do a meeting’), etc.

The other class of collocation is pragmatic or vertical. This consists of words
belonging to the same semantic field or being semantically opposite. Different from
the first class, the collocates in this class may be the same for several languages.

Whatever the reason is, where there is an accepted collocation in the SL, the
translator must find and use its equivalent in the TL if it exists. But a closer attention
should also be paid to the collocation with a similar form in the SL and TL, but hav-
ing a different meaning.

Another point to consider in terms of linguistic matters is obscured (non-
standard) syntactic structures. Such kinds of structures may be intentionally used
in a poem as a part of the expressive function of the text. Hence, such structures
should be rendered as closely as possible.

The first step to deal with this problem is to find the deep (underlying)
structure. According to Newmark [1981: 116], the useful procedure is to find the
logical subject first, and then the specific verb. If the two important elements are
discovered, the rest will fall into place. After that the translator can reconstruct the
structure in the TL as closely as possible to the original one. Besides, the structure
of each phrase or clause should also be closely examined.

Literary or Aesthetic Problems

Aesthetic values or poetic truth in a poem are conveyed in word order and
sounds, as well as in cognitive sense (logic). And these aesthetic values have no
independent meaning, but they are correlative with the various types of mean-
ing in the text. Hence, if the translator destroys the word choice, word order, and
the sounds, he impairs and distorts the beauty of the original poem. Delicacy and
gentleness, for instance, will be ruined if the translator provides crude alliterations
for the original carefully composed alliterations. So, the problem in translating a
poem is how to retain the aesthetic values in the TL text.

Aesthetic values, according to Newmark [1981: 65], are dependent on the
structure [or poetic structure], metaphor, and sound. Poetic structure includes the
plan of the original poem as a whole, the shape and the balance of individual sen-
tences in each line. Metaphor is related to visual images created with the combi-
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nations of words, which may also evoke sound, touch, smell, and taste. Sound is
anything connected with sound cultivation including rhyme, rhythm, assonance,
onomatopoeia, etc. A translator cannot ignore any of them although he may order
them depending on the nature of the poem translated.

Poetic Structure

Poetic structure is the first of the three basic factors. It should be noted that
structure meant here is the plan of the poem as a whole, the shape and the bal-
ance of individual sentence or of each line. So, it does not have to relate directly to
the sentential structures or grammar of a language, though in fact it is very much
affected by the sentential structure. Thus, maintaining the original structure of the
poem would mean maintaining the original structure of each sentence.

Metaphorical Expressions

Metaphorical expressions, as the second factor influencing aesthetic values,
mean any constructions evoking visual, sound, touch, and taste images, the tra-
ditional metaphors, direct comparisons without the words ‘like’ and ‘as if’, and all
figurative languages. Intentionally, the writer does not use the term metaphor in
the sub-heading since it has a different meaning for various people. What is gener-
ally known as (traditional) metaphor, for example, is not the same as the metaphor
meant by Newmark.

To understand the meaning of metaphor as proposed by Newmark, it is ad-
visable to understand the following terms: object, image, sense, metaphor, and me-
tonymy. Object, called also topic, is the item which is described by the metaphor.
Image refers to the item in terms of which the object is described. It is also called
vehicle. The next term, sense, refers to the point of similarity between aspects of
the objects and the image. Metaphor here means the word([s] taken from the im-
age. And, finally, metonymy refers to one-word image that replaces the object,
which is in many cases figurative but not metaphorical. Metaphor example: The
ship plowed through the sea. (plowed instead of navigated). Metonymy example:
The sails crossed the ocean. (sails instead of ship with sails).

In the expression ‘rooting out the faults, for example, the object is faults’,
the image is rooting out weeds’, the sense is (a) eliminate, (b) with tremendous ef-
fort, and the metaphor is ‘rooting out’. The expression ‘the seven seas’ referring ‘the
whole world’ is not metaphorical. It is figurative and metonymic.

Newmark (1981: 88-91) proposes seven procedures to translate metaphors
in general. The first procedure is reproducing the same image in the TL if the image
has comparable frequency and currency in the appropriate register. This procedure
is usually used for one-word metaphor, e.g. ray of hope.

The second procedure is replacing images in the SL with standard TL images
within the constraints of TL cultures.

The next method is translating a metaphor by a simile, retaining the image
in the SL. This procedure can be used to modify any type of metaphor.

And the rest of the procedures such as, translating metaphor (or simile) into
simile plus sense, conversing metaphor into sense, deleting unimportant meta-
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phor, and translating metaphor with some metaphors combined with sense, are
not considered appropriate for poetry translation.

The possible question arising now is “how far can a translator modify the
author’s metaphorical expressions?” It depends on the importance and expressive-
ness. If they are very expressive in term of originality, they should be kept as close
as possible to the original, in terms of object, image, sense, and the metaphor.

And then what about the culturally-bound metaphors or expressions?

As is known, there are two kinds of expressions: universal and culturally-
bound ones. Universal expressions are the ones which consist of words having the
same semantic field with that of most cultures in the world. Culturally-bound ex-
pressions are culture specific due to the fact that different cultures conceptualize
experience in varying ways. According to Dagut “there no simplistic general rule for
translation of metaphor, but the translatability of any given SL metaphor depends
on [1] the particular cultural experiences and semantic associations exploited by it,
and [2] the extend to which these can, or not, be reproduced non-anomalously in
TL, depending on the degree of overlap in each particular case.” [1976:32]

Moreover, he says that “what determines the translatability of a SL metaphor
is not its ‘boldness’ or ‘originality; but rather the extend to which the cultural expe-
rience and semantic associations on which it draws are shared by speakers of the
particular TL.

Sound

The last of literary or aesthetic factors is sound. As stated before, sound is
anything connected with sound cultivation including rhyme, rhythm, assonance,
onomatopoeia, etc. A translator must try to maintain them in the translation. As
Newmark further states, “In a significant text, semantic truth is cardinal [meaning
is not more or less important, it is important!], whilst of the three aesthetic fac-
tors, sound [e.g. alliteration or rhyme] is likely to recede in importance - rhyme is
perhaps the most likely factor to ‘give’ - rhyming is difficult and artificial enough in
one language, reproducing line is sometimes doubly 50" [1981: 67] In short, if the
translation is faced with the condition where he should sacrifice one of the three
factors, structure, metaphor, and sound, he should sacrifice the sound.

On the other hand, the translator should balance where the beauty of a
poem really lies. If the beauty lies more on the sounds rather than on the meaning
(semantic), the translator cannot ignore the sound factor. See the following part
of a poem written by Effendi Kadarisman. Can a translator ignore rhyme and as-
sonance? In this case, he has to maintain both.

e.g. Areyou the bubble-bubble gum?
Are you the jumble-jumble hum?

Are you the rumble-rumble drum?
Well, folks

Poems are serious jokes

Just say those nonsense words

And sing with the mocking birds
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In other cases where sound is not such important, the translator should try
to maintain them first in the TL before he decides not to transfer the sound into the
TL. This means he should try to keep the beauty of the sound where possible.

The Importance of Culture in Translation

The definition of “culture” as given in the Concise Oxford Dictionary var-
ies from descriptions of the “Arts” to plant and bacteria cultivation and includes
a wide range of intermediary aspects. More specifically concerned with language
and translation, Newmark defines culture as “the way of life and its manifestations
that are peculiar to a community that uses a particular language as its means of
expression” [1988:94], thus acknowledging that each language group has its own
culturally specific features. He further clearly states that operationally he does “not
regard language as a component or feature of culture” [Newmark 1988:95] in direct
opposition to the view taken by Vermeer who states that “language is part of a cul-
ture”[1989:222]. According to Newmark, Vermeer's stance would imply the impos-
sibility to translate whereas for the latter, translating the SL into a suitable form of
TL is part of the translator’s role in transcultural communication.

The notion of culture is essential to considering the implications for trans-
lation and, despite the differences in opinion as to whether language is part of
culture or not, the two notions appear to be inseparable. Discussing the problems
of correspondence in translation, Nida confers equal importance to both linguistic
and cultural differences between the SL and the TL and concludes that “differences
between cultures may cause more severe complications for the translator than do
differences in language structure” [Nida, 1964:130]. It is further explained that par-
allels in culture often provide a common understanding despite significant formal
shifts in the translation. The cultural implications for translation are thus of signifi-
cant importance as well as lexical concerns.

Lotman’s theory states that “no language can exist unless it is steeped in
the context of culture; and no culture can exist which does not have at its centre,
the structure of natural language” [Lotman, 1978:211-32]. Bassnett [1980: 13-14]
underlines the importance of this double consideration when translating by stat-
ing that language is “the heart within the body of culture,” the survival of both as-
pects being interdependent. Linguistic notions of transferring meaning are seen as
being only part of the translation process; “a whole set of extra-linguistic criteria”
must also be considered. As Bassnett further points out, “the translator must tackle
the SL text in such a way that the TL version will correspond to the SL version... To
attempt to impose the value system of the SL culture onto the TL culture is danger-
ous ground”[Bassnett, 1980:23]. Thus, when translating, it is important to consider
not only the lexical impact on the TL reader, but also the manner in which cultural
aspects may be perceived and make translating decisions accordingly.

Socio-cultural Problems

Words or expressions that contain culturally-bound word[s] create certain
problems. The socio-cultural problems exist in the phrases, clauses, or sentences
containing word[s] related to the four major cultural categories, namely: ideas, be-
havior, product, and ecology [Said, 1994: 39]. The notion of “ideas” includes belief,
values, and institution that of; “behavior” includes customs or habits, “products”in-
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cludes art, music, and artifacts, and “ecology” includes flora, fauna, plains, winds,
and weather.

In translating culturally-bound expressions, as with any other ones, the
translator may apply one or more of the procedures: Literal translation, transfer-
ence, naturalization, cultural equivalent, functional equivalent, description equiva-
lent, classifier, componential analysis, deletion, couplets, note, addition, glosses,
reduction, and synonymy. In literal translation, the translator performs unit-to-unit
translation. The translation unit may range from word to larger units such as phrase
or clause.

He applies transference procedure if he converts the SL word directly into
TL word by adjusting the alphabets [writing system] only. The result is loan word.
When he does not only adjust the alphabets, but also adjust it into the normal pro-
nunciation of TL word, he applies naturalization.

In addition, the translator may find the cultural equivalent word of the SL
or, if he cannot find one, neutralize or generalize the SL word to result ‘functional
equivalents’ When he modifies the SL word with description of form in the TL, the
result is description equivalent. Sometimes a translator provides a generic or gen-
eral or super ordinate term for a TL word and the result in the TL is called classifier.
And when he just supplies the near TL equivalent for the SL word, he uses syn-
onymy.

In componential analysis procedure, the translator splits up a lexical unit
into its sense components, often one-to-two, one-to-three, or -more translation.
Moreover, a translator sometimes adds some information, whether he puts it in a
bracket or in other clause or even footnote, or even deletes unimportant SL words
in the translation to smooth the result for the reader.

These different procedures may be used at the same time. Such a procedure
is called couplets [Said,1994: 25 - 28].

The author does not assert that one procedure is superior to the others. It
depends on the situation. Considering the aesthetic and expressive functions a
poem is carrying, the translator should try to find the cultural equivalent or the
nearest equivalent [synonym] first before trying the other procedures. An example
is:

The first stanza of Shakespeare’s Sonnet XVIII below.

Shall | compare thee with a summer’s day?

Thou are more lovely and more temperate

Rough winds do shake the darling buds of May,

And summer’s lease hath all too short a date. ..

Itis understood that“summer”is very beautiful for temperate countries, and
it implies distinguished beauty. But the cultural equivalents or near equivalent of
“summer” does not mean exactly, possible, the same in TL, for example. And to
translate any expression containing such words, the translator should, once again,
consider each expression carefully in terms of the importance and expressiveness.
If the expression is very important seen from the whole meaning of the poem and
very expressive seen from the originality of the expression, there is no reason not
to supply the cultural or near equivalent in the TL [Newmark, 1981: 501.
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Challenges of verse translation

Literary translation is the translation of varying literary genres. Serious
imaginative literature has four principal types, namely, poetry, drama, short story,
and novel [Newmark, 1981:39]. Translating literary works is not a simple task. Every
literary genre has its specific translation problems. Central to translating drama is
the issue of performability since the play is meant to be performed and not merely
read. Moreover, translator rendering the dialogue of a play has to be able to choose
the language suitable to the occasion and the relationships between characters
[Massoud, 1988: 49-50]. Short stories are the second most difficult literary form
after verse. The difficulty arises from the fact that formal and thematic concentra-
tion and unity should be carefully preserved through certain cohesive effects. The
most important of the problems faced while translating novels is the relative sig-
nificance of both the SL culture and the writer’s moral purpose to the reader [New-
mark, 1981: 170-171]. Of the four literary genres of literature, poetry is the most dif-
ficultin translation. The challenges a literary translator faces when trying to imitate
the form, rhythm, meaning, and imagery of a poem in another language, and the
procedures suggested for dealing with such challenges, are worth exploring.

Dissimilarities between the SL and TL's poetical forms present a challenge to
verse translators. Naturally, every language has its distinguishing poetic forms.

On the other hand, English poetry is divided into varying genres in terms of
form. The familiar formal types of verse are lyrical, narrative, epic, and dramatic. By
turn, lyrical poetry is divided into numerous types, namely, sonnet, ballad, elegy,
and ode. Each has its fixed form. For instance, Shakespearian sonnet consists of 14
lines divided into three quatrains and a couplet, and the rhyme scheme is always
abab-cdcd-efef-gg. As for the structure of stanza, there are many forms of it. A qua-
train is a four-line stanza; a terza rima consists of three lines, and ottava rima, of
eight. In narrative and lyrical poems, the stanza may have up to six or seven lines.
Spenserian stanza consists of 9:11 lines. The ballad stanza consists of a number of
lines having four feet and three feet respectively, and such lines could be followed
by a refrain . In English two words rhyme when the last stressed vowel, and all the
sounds that follow it, are identical and occur in the same order, as in ‘bream/seam’
[Dickens, Hervey, and Higgins: 81].

Issues of appropriateness and practicability are of great importance when
choosing the form of the TL poem [Dickens, Hervey, and Higgins: 92]. To translate
poetry effectively, translators have to be poets acquainted with the poetic forms
of the SL and the TL. Equally important, translator-poets must have sensitivity to
know when to translate a poem into verse, and when to translate it into prose [Mas-
soud, 50]. After that, the translator has to decide when to translate into free verse,
and when to translate into measured and rhymed columned poetry. The decision
is important due to the fact that cultures differ in the way they use or relate to dif-
ferent types of languages [Massoud: 50].

In some cases, the translator may choose to translate poetry into prose or
free verse. Historical poetical plays, some scholars suggest, are better translated
into prose, rather than verse. The reason is that prose can convey the literal and ac-
curate meaning of the SL and preserve the spirit of the facts and historical incidents
narrated. Sometimes it may be preferable to translate a poem into free verse. When
trying to imitate an Arabic poem, for example, it may be impossible to transfer into
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English the Arabic features on the phonic level [e.g. alliteration and assonance]
which may be no less significant than features of metre and rhythm. Moreover,
imitation may require that the translator dramatically changes denotative meaning
in order to make the TT suit the desired verse form. The careful use of vocabulary
that obviously belongs to poetic register, or that which has particularly appropri-
ate connotations in the context in which it is used, may compensate for the loss of
metrical and rhyming features [Dickens, Hervey, and Higgins: 92].

Clearly, there is a link between intentionality and the form of the poem.
When translating English lyrical verse into TL, undoubtedly, music of lyrical poetry
is crucial for conveying meaning i.e. it has a meaning that is by no means less im-
portant than the meaning of words. Sometimes, music becomes more important
than the meaning of lexical units. Another example is the translation of chants. A
chant has no fixed form, thus its lines vary in length. The translator should, as far
as possible, find creatively its adequate equivalent. Thus, translating the meaning
of songs and chants, whatever accurate the translation is, to a form rather than
rhymed and measured verse is likely to waste the intentionality of the poems. On
the other hand, when translating lyrical poetry that has no fixed form, the transla-
tor is free to choose the poetic form most suitable to the TL readership. Thus, s/he
produces a poem that has the characteristics of TL rhyme and rhythm.

Rhyme presents a challenge due to the fact that every language has its
unique rhyming patterns. For instance, the traditional monorhyme of some lan-
guages is extremely different from the traditional rhyme patterns of English. Thus,
the translator who decides to use a monorhyme style, which is exotic-sounding to
the English readership, or uses a rhyming pattern more natural-sounding in Eng-
lish, regardless of the significant loss on phonic level [Dickens, Hervey, and Higgins:
92].

In verse translation, a challenge arises from the fact that all poems have plu-
rality of meaning. As Baker suggests, it is not easy to define ‘even the basic prepo-
sitional meaning of a word or utterance with absolute certainty" Naturally, in most
cases, words have ‘blurred edges’ and their meanings are negotiable to a great ex-
tent [Baker: 17]. In other words, every act of reading a poem, as suggested by G.
Steiner, is in itself an act of translation i.e. interpretation. The notion of comprehen-
sion of the ST is misleading; the translator’s reading of the SL poem is only one of
the whole range of possible meanings. Bassnet agrees that there is no distinction
between translation and interpretation: the translator first reads/translates in the
SL, and then translates into the TL [Bassnet: 82]. Therefore, the translator is forced
to exert much more effort than the average reader has to do in order to adequately
understand the poem.

The interlingual translation is likely to reflect the creative interpretation of
the SL made by the translator [Bassnet: 82].The translator should try to perceive
very precisely as s/he can the meanings of the ST words in order to convey them in
the TL. Beaugrande warns that imposing the translator’s reading of the ST on the
readership is a common mistake in translating poetry since polyvalence is a crucial
feature of poetic discourse. Since the ST allows multiplicity of responses among the
ST readership, it is the duty of the verse translator to‘preserve as far as possible, the
range of possible responses’ among the TT readership by preserving all the pos-
sible meanings inherent in the ST [Hatim and Mason: 11]. Newmark suggests that
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the translator may translate the most probable sense, and put the less probable
sense in a footnote if s/he judges this sense to be important. [Newmark: 220].

Verse translators have to be aware of the difference between referential
meaning and poetic meaning. The task of a translator of poetry is not restricted
to conveying the meanings of words i.e. refering the reader to the same thing the
SL poet refers to, it also includes conveying the significance and producing the
same effect as the SL. Unlike in scientific translation, success in translating poetry
does not depend on the extent to which the translation is referentially close to
the original poem, rather it depends on other criteria based on literary criticism
and its applications on language and writing. This is important because the text
is likely to produce meanings not physicaly present in it [Hatim: 76]. Again, the
difficulty in translating poems arises not only from the varying levels of meanings,
but also from the need that the translator should be aware of the cultural context
of both languages concerned, to choose the closest word to the author’s meaning.
Translating the tone of the SL poet is a most challenging task. Tone is defined as
the poet’s position towards his/her poem; whether s/he is serious or humorous,
whether s/he intends overstatement, or understatement. Translating the tone into
another language different in its literary conventions is certainly difficult. Since the
notion of understanding the original poem is misleading, and it is more accurate
to describe the translator’s meaning as an interpretation of the poet’s meaning, no
one can argue that a poem has only one tone or that there is a real or ‘intended’
tone. Thus, when translating a poem having both clear and underlying tones, the
translator should preserve these tones as far as possible. This means that the trans-
lator should be faithful as much as s/he can by not refraining from using a collo-
quial word or expression, for example, if it can help in conveying the tone, and by
being aware that language has various levels that can help him/her ‘ascending’ or
‘descending’ in tones. In fact, familiarity with the ideas and underlying meaning
of the SL poet, is crucial to translating the intention of the the original author of
the poem. Therefore, it is said that the best translators of literature, and poetry, are
those who are most ‘in tune’ with the original writer. That enables the translator
from possessing the spirit of the original and making the intent of the poet his/her
own.

Metaphor is one of the figures of speech depending on meaning rather than
sound. Itis defined as “a figure of speech based on comparison that is implied rath-
er than directly expressed. To say: he was a lion in the fight” [Glossary of Literary
Terms]. According to Newmark, metaphor has two purposes. The first is cognitive
i.e. referential purpose: to describe a mental process or state, a concept, a person,
an object, a quality or an action more comprehensively and concisely than is pos-
sible in literal or physical language. The second is aesthetic i.e. pragmatic purpose:
to appeal to the senses, to interest, to clarify, to please, to delight, to surprise. Gen-
erally, when translating imagery, the most important principle is that “the transla-
tion should give the same meaning as the original and should produce the same
emotional effect”. A metaphor can be universal [a ‘glassy’ stare], cultural [a ‘beery’
face], or individual [a ‘papery’ check]. Newmark argues that there are six types of
metaphor: dead, cliché, stock, adapted, recent, and original. [Newmark: 104 -106].

A verse translator may have to choose a convenient metaphor translation
procedure. Translators should have an aesthetic sensitivity to imagery and symbols
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and possess the agility and insight to choose the effective way of conveying mean-
ing of the metaphor from among many possibilities. “Usually, cultural metaphors
are harder to translate than universal or personal metaphors” [Newmark, 106]. The
difficulty arises when local flowers and grasses are used as metaphors. To produce
the same effect, the translator may have to create a culturally equivalent TL meta-
phor or converting SL metaphor to sense, or if possible, adding sense to the meta-
phor. The translator of poetry, has to reproduce original metaphors scrupulously,
even though it may cause cultural shock to the TL readership that are unfamiliar
with the SL culture. When the metaphor is known in the TL culture, the translator
can transfer the image of the metaphor. However, if the translator regards meta-
phors as important, it is his duty to carry it across, to launch it on the target lan-
guage and its culture.

When translating poetry, puns [or paronomasias] are most difficult to trans-
late, since they are limited by meter. Pun is a phrase that deliberately exploits con-
fusion between similar-sounding words for humorous or rhetorical effect.

A pun may also exploit confusion between two senses of the same writ-
ten or spoken word, due to homophony, homography, homonymy, polysemy,
or metaphorical usage. Walter Redfern has said: “To pun is to treat homonyms as
synonyms” [Walter Redfern, 1984: 12]. For example, in the phrase, “There is noth-
ing punny about bad puns’, the pun takes place in the deliberate confusion of the
implied word “funny” by the substitution of the word “punny’, a heterophone of
“funny”. By definition, puns must be deliberate; an involuntary substitution of simi-
lar words is called a malapropism.

Puns are a form of word play, and seem to occur in all languages [although
some people claim that they are easier to construct in some languages than oth-
ers].

Examples of puns are found in the Bible [in both the Old and the New Testa-
ments]. Puns on the names of pharaohs of Egypt such as during the reign of Solo-
mon, have been shown to provide dates of pharaoh reign or a time line to the
stories.

Many famous writers, such as Alexander Pope, James Joyce, Vladimir Nabo-
kov, Robert Bloch, and others, have used puns, along with other forms of word play.
In the past, the serious pun was an important and standard rhetorical or poetic
device, as in Shakespeare’s Richard Il

“Now is the winter of our discontent made glorious summer by this son of York"
[pun on homophony of son and sun]

The translator of poetry has to sacrifice puns simply because they are re-
stricted by meter. For example, when the purpose of the pun is only to raise laugh-
ter, the poet can compensate for it by another pun on a word with a different but
associated meaning. If the two senses of the pun are more important than the me-
dium, the poet can translate them by reproducing the two senses in an incongru-
ous way. When a pun is used in the SL poem to illustrate a language, or a slip of
the tongue, or the sense is more important than witticism, the poet has to transfer,
translate, in both senses, and usually explain it.

Alliteration and assonance are among the phonic patterns recurrent in po-
ems and having thematic and expressive purposes.
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Alliteration is the repetition of a leading vowel or consonant sound in a
phrase. A common example in English is “Peter Piper Picked a Peck of Pickled Pep-
pers". Alliteration can take the form of assonance, the repetition of a vowel, or
consonance, the repetition of a consonant; however, unlike a strict definition of
alliteration, both assonance and consonance can regularly occur within words as
opposed to being limited to the word’s initial sound. Some critics hold the opinion
that the term “alliteration” applies just as accurately to phonetic repetitions that
occur elsewhere than the initial position [first letter], sometimes falling on later syl-
lables, yet retaining alliterative properties due to the form of the example's meter,
which, through affecting the syllables stress may mimic the intensity of the initial.
Further, the use of differing consonants of similar properties [labials, dentals, etc.]
is sometimes considered to be alliteration.

The relative formal accessibility of alliteration makes it one of the most
commonly used literary tools in English, tracing its origins back to Old English and
other Germanic languages such as Old High German, Old Norse, and Old Saxon.
Particularly notable examples of early literary alliteration can be found in these
languages’ poetry, namely Alliterative verse. Alliterative verse is a form of poetry
that relies heavily on consonance and assonance rather than rhyme. Perhaps the
most famous example of alliterative poetry is the Old English epic, Beowulf. A line
extracted from Beowulf which bears an example of the most common “hypermet-
ric"form contained in the poem follows. Note the alliterative “g” initials: “gan under
gyldnum beage, paer pa godan twegen’.

Translating alliteration and assonance is a specific translation challenge
since they depend on the repetition of sounds and are restricted by the use of me-
tre. Clearly, no TT can reproduce the same sequence of sounds as the ST [Dickens,
Hervey, and Higgins: 80], simply because no two languages are exactly the same
in terms of phonic features [Massoud: 21]. Translators faced with sound-symbolism
have to decide what its function is before starting translating a poem. When it is
deemed essential, since the aim of translation is to convey as much as possible of
the ST message, the translator will have to convey the message into TT through TT
sound-symbolism. Of course, the TL sound-symbolism will be different from that of
the SL. The translator-poet can possibly compensate for the loss of the SL phonic
features by replacing them with the TL ones that have a comparable effect. Usually,
this costs significant loss in respect of denotative and connotative meaning [Dick-
ens, Hervey, and Higgins: 83].

Conclusion

In its complexity, the theory and practice of translation deals with elements
related to the whole cultural context, with the language in relationship with extra-
linguistic factors.

According to Ortega Y Gasset, languages separate us and hinder communi-
cation not only because they are different, but also because they come from differ-
ent minds, form different intellectual systems, finally from different philosophies
[Ortega Y Gasset: 1942]. Thus he considers translation a utopia. Nevertheless, this
utopia does not mean to abandon translating, on the contrary it involves search-
ing for possibilities of communication. The “splendor” of translation rises from its
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“misery’, that is from the difficulties it must face which many times seem unlikely
to overcome.

In translating poetry, the ideal is always the same and is still not to touch:
translating a poem into another language feeling that this is the way the poet
himself would have written it. The poetry translator is bound to render a funda-
mental dimension of the original: the magic of the verse, its musicality and power
of suggestion. He is endowed with a special passion for word, with a special feeling
of using in order to make the poet’s unique experience known in another language
and cultural context.

Some translation theorists consider it impossible to render the harmony of
Eminescu’s verse, for example, in another language and cultural space. They think
it is impossible to preserve the “unboundariness” of the language, to express in
another language the soul movement which is felt in Eminescu’s words and verse,
to equal that special tonality, flexibility, nuance, rhythm, accent, rhyme, and meta-
phor. However, this is far from meaning that Eminescu cannot be translated. There
is always some accepted loss in translating poetry, on condition that the translator
makes up for it by using something adequate offered by the rhetoric of the poetic
space into which he enters when translating.

In conveying a message through language, a writer tries to make the com-
munication as effective as possible. In this process there are many choices to make
both syntactically and semantically. The choice will depend on the writer’s purpose.
Itis possible to identify a conventional way of putting text together as a means of
passing on factual information. From such transactional language, meaning can be
extracted and passed on without any damage to content and coherence.

For a translator transferring a literary text, it is not enough to grasp the in-
ternal structure of the text. Bassnet [1980:37] believes that a translator needs to
understand the internal and external structures operating within and around a work of
art. In identifying the difficulty of passing on meaning of the unique ensemble of the
original phonetic-syntactic context [Stiener, 1975:352] believes we need a transla-
tion which gives language life beyond the moment and place of immediate utterance
or transcription.

In the early stages of learning a language and in the early stages of learning
to translate it, the aim is to minimize the amount of negotiation involved in order
to ensure maximum accuracy.

Learners need to go on to develop skill with more and more complex trans-
actional language and, at an appropriate time, begin to develop their interactive
skills beyond those involved in the basic information cycle. Further, each individual
has a set of complex intentions with regard to communication and needs to be
able to express these in a manner acceptable to whatever situation is involved. This
quite involves a more beyond the “norm” represented by transactional language.
Individuals need to become dexterous recipients and producers of language be-
yond the norm if they are to survive in the “real” world and communicate in an
acceptable way in whatever situation they find themselves. The final achievement
is an interpreter who can work effectively in very controversial situations or a trans-
lator who can produce a poem that is as great a piece of art in a target language as
itis in the source language.
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MODIFICARI LA NIVEL DE VOCABULAR
iN CONTEXTUL INTEGRARII EUROPENE

AnaVulpe
Universitatea Liberd Internationala din Moldova

On sait que la langue est inimaginable hors de la société, par conséquent ses
changements sont explicables seulement par rapport a la société. Les homues qui par-
lent une certaine langue ont besoin des mots pour exprimer les relatios spécifiques a
la période historique dans laquelle ils vivent. Dans ce but ils inventent de nouveaux
mots ou ils les prennent des autres langues. Les derniéres années grate aux processus
deuropénisation et méme de globalisation on préfére la variante la plus commode
d'importation des mots de la langue, la plus proche du statut de langue universelle, de
la langue de circulation internationale qui est, premiérement, I'anglais. Avant tout on
a en vue le nouveau flot de langages terminologiques apportés par la modernisation
continue de la civilisations qui conquiert la langue dans l'ensemble comme facteur de
communication. En méme temps, la modification du lexique les derniéres années a lieu
pas seulement par la voie des emprunts, mais aussi par l'attribution de nouveaux sens
aux éléments lexicaux existant dans la langue.

Limba este, dupa cum se stie, un fenomen prin excelenta social. A aparut
in societate, pentru a satisface nevoia de comunicare a oamenilor, si se schimba,
evolueaza odata cu societatea, adicd in raport cu subiectele de comunicare, bazate
pe situatii reale si cu nivelul vorbitorilor. Prin urmare, daca aparitia limbii este de
neinchipuit in afara societatii, schimbadrile ei nu sunt explicabile altfel decat in ra-
port cu societatea [1].

Limba unui popor trebuie sa se adapteze permanent la conditiile medi-
ului sociopolitic, economic si cultural in care acesta traieste. O limba vie nu se afla
niciodata intr-o stare de ,repaus’”. Influentele asupra ei vin incontinuu atat din inte-
rior, cat si din exterior. Oamenii, care vorbesc o anumita limba, au nevoie de cuvinte
care sa exprime realitatile specifice perioadei istorice in care triiesc. intru acest scop
ei fie ca inventeaza cuvinte noij, fie cd le preiau din alte limbi. Situatia optima din
punctul de vedere al dezvoltarii limbii ar fi acea care se caracterizeaza printr-o stare
de echilibru intre influentele interne si cele externe, adica intre crearea de cuvinte
noi si adoptarea de neologisme. Acest moment este important pentru pastrarea
nealterata a structurii interne a limbii, fapt ce prezinta cheia care ii va permite sa
supravietuiasca si s prospere, chiar si in situatia in care ea este supusa la influente
externe considerabile.

Daca multa vreme modificarile in cadrul vocabularului s-au facut, in fond,
prin crearea de cuvinte noi si ceva mai putin prin importul de cuvinte din limbile
vorbite de populatiile vecine, astazi, datorita unor procese de europenizare, de glo-
balizare chiar, aproape ca se prefera varianta (probabil mai comoda) de importare
a cuvintelor din limba care este cea mai aproape de statutul de limba universala,
din limba de circulatie internationala care este, in primul rand, engleza.

Adoptarea de neologisme trebuie sa se facd dupa modele bine puse la
punct, in asa fel incat acestea sa fie asimilate perfect, nu sa fie introduse fortat si sa
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apara ca niste corpi straini. Oricat de frumos ar suna un anumit neologism, inclu-
derea lui in vocabularul roman trebuie sa depinda, in principal, de modul in care
el se integreaza in limba. Or, modificarile in limbd se impun numai dupa ce au fost
vreme indelungatd puse la incercare in practica de zi cu zi a comunicarii. Indiferent
de faptul cine a lansat o inovatie sau alta, ceea ce conteaza este daca ea a deve-
nit un bun al maselor, daca masa vorbitorilor o accepta sau nu. Acceptarea unui
potential neologism trebuie decisd, tinandu-se cont, in primul rand, de criteriile
functionale. Dupa cum se stie, una dintre trasaturile de baza ale limbii romane este
sustinuta de caracterul ei fonetic, care se defineste printr-o corespondenta exactd
intre pronuntarea cuvintelor si scrierea lor. Or, specialistii in materie sustin ca atata
timp cat caracterul fonetic al limbii este pastrat intact, romana va supravietui si va
prospera.

Preocupdrile din ultimii ani, privitoare la completarea, sistematizarea si de-
scrierea vocabularului limbii romane, ne-au impus o examinare atenta a faptelor de
limbd din paginile unor publicatii periodice, dintr-o serie de emisiuni radiofonice
si televizate, dat fiind faptul cd anume acestea receptioneaza cu promptitudine
schimbarile in limba. Munca noastra s-a soldat mai fnainte (prin 1992-1993, cand
abia incepea procesul de extindere a relatiilor culturale, sociale, economice cu alte
tari) cu alcdtuirea unui microfisier ce cuprindea elementele lexicale noi sau sen-
suri noi ale unor elemente lexicale existente in limba (aveam in vedere elementele
lexicale sau sensurile neinregistrate nici de cele mai recente dictionare de neolo-
gisme). Printre acestea erau si cuvintele noi: briefing, marketing, reiting, respondent,
sponsor, precum si sensurile noi ale unor cuvinte existente: catalizator, epicentru,
maraton, moratoriu, a picheta s.a. Ne-am incumetat si le-am prezentat, in premiera,
cu definitii, mai intai intr-un articol de revista, asa cum le-am inteles din utilizarile
lor in presa periodica, in diferite emisiuni, intrucat, dupa cum am mentionat mai
sus, aceste formatiuni noi nu erau inserate inca in coloanele nici chiar ale celor
mai recente lucrari lexicografice romanesti [2]. Peste cativa ani, lucrand la elabo-
rarea unui dictionar explicativ, le-am introdus si in dictionar, intrucat aceste
elemente lexicale au avut rezistentd in timp, s-au incetatenit. Ele nu au fost doar
niste cuvinte ,la moda”. Aceste innoiri din limba au fost determinate, intai si intai,
de necesitatile obiective de fixare prin limba a noilor valori materiale si spirituale.
sdeile noua au trebuinta de cuvinte noua’, mentiona Alecu Russo in ,Cugetdri”. Si
aceste ,cuvinte noud” limba sau le imprumuta dintr-o alta limba, sau le creeaza pe
baza mijloacelor proprii, avand menirea sa faca fata anumitelor necesitati comuni-
cative. Se are in vedere, in primul rand, noul val de limbaje terminologice adus de
modernizarea continua a civilizatiei, care cucereste limba in ansamblul ei ca factor
de comunicare.

Or, aceste necesitati au devenit deosebit de pronuntate incepand cu anii 90
ai secolului trecut, la hotarul dintre etapele istorice caracterizate prin procese poli-
tice si economice transante, cand in limba odata cu progresul general al societatii,
cu largirea schimburilor economice si culturale s-a produs o adevarata ,explozie”
informationala. A apdrut in societate necesitatea unei ,scurte intruniri in care se
dau anumite informatii si instructiuni in vederea unor actiuni’, a fost imprumu-
tat si cuvantul din engleza briefing, care sa denumeasca acest fenomen; a apdrut
»sistemul de activitati comerciale prin care se realizeaza cunoasterea curenta si in
perspectiva a pietei consumatorului’, s-a imprumutat cuvantul din engleza mar-
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keting, care sa denumeasca acest fenomen; a aparut fenomenul de ,finantare a
unei intreprinderi, a unei manifestari sportive, culturale, etc. de catre o persoana, o
organizatie, o asociatie’, a aparut si verbul a sponsoriza, creat pe baza substantivu-
lui sponsor, imprumutat iarasi din engleza.

Seria aceasta de cuvinte noi o putem continua cu unele dintre cele mai re-
cente imprumuturi ca: site (plural site-uri) cu sensul,, spatiu de memorie a unui doc-
ument, avand o adresa prin care poate fi gasit in Internet”, din limba engleza; scheci
(plural scheciuri) din englezescul sketch cu sensul “sceneta scurta cu caracter umor-
istic, satiric”; scanner (pronuntat ca in engleza schendr) cu sensul ,aparat cu ajutorul
caruia se preiau unele imagini in calculator; laptor (pronuntat leptor), cuvant en-
glezesc, avand sensul ,computer portabil”; body-guard (pronuntat bédigard, scris
si bodygard, plural body-guarzi) cu sensul ,garda de corp”; tsunami (din japonezul
tsunami),pronuntat tunami cu sensul ,val gigantic care apare pe suprafata ocean-
elor in urma cutremurelor de pamant” (mentionam ca desi fenomenul nu exista in
realitatea noastra, e cunoscut de vorbitori datoritd informatiilor difuzate in presa, la
radio sau la televizor, cand acest fenomen se produce in anumite regiuni ale glob-
ului pdmantesc); curriculum, cuvant latinesc, avand sensurile , 1) sistem de docu-
mente cuprinzand datele esentiale privind procesul de predare, invdtare si eval-
uare; 2) programa ce fixeaza continutul, metodele si organizarea invatamantului
la un anumit obiect de studii”; item, cuvant englezsc, avand sensul ,, componenta
de baza a unui test, incluzand o formulare de intrebare, o insdrcinare”. Remarcam
ca elementele lexicale curriculum si item sunt inregistrate cu definitii doar intr-un
dictionar explicativ al nostru aparut recent la editura,,Biblion". Ele sunt suficient de
frecvent utilizate in ultimii ani in domeniul invatdamantului. Sensurile acestora le-
am dedus anume din contextele ce tin de aceasta sfera de activitate.

Constatand faptul ca in ultimii zece ani modernizarea lexicului s-a produs
prin neologisme atat de sursa romanica, cat si, mai ales, anglo-americana, dupa
cum ne aratad si exemplele de mai sus, tinem sa mentionam ca unele dintre acestea
au invadat cu adevarat lexicul, au pétruns abuziv in limba. Ne referim la circulatia
unor asa elemente lexicale ca: market, live, on-line, hot-line, exchange, parking etc.
In limba romana, de fapt, existd denumiri pentru obiectele, fenomenele indicate de
aceste imprumuturi si nu s-ar cuveni sa facem exces de acestea din urma. Or, multi
dintre vorbitorii de limba romana, venind in contact cu avalansa mesajelor vorbite
si scrise, difuzate prin mass-media si nu numai, in care acestea se folosesc, ne-
cunoscandu-le, discern cu greu semnificatiile unor astfel de cuvinte imprumutate,
fapt care poate avea drept consecintd receptarea inexacta a mesajelor -- situatie cu
totul indezirabila in cadrul comunicarii [3, 4].

Modificarea lexicului in ultimii ani are loc nu numai pe calea imprumuturilor,
ci si prin atribuirea de sensuri noi elementelor lexicale existente in limba. Despre
acest fenomen am vorbit, am scris si cu alta ocazie. In materialul de fatd amintim
doar despre o parte dintre acestea, si anume: maraton cunoscut ca un termen
din domeniul sportului cu sensul de ,proba atletica de alergari pe o distanta de
42,195 km" este utilizat tot mai insistent in ultimii ani cu sensul de ,manifestare de
binefacere, de obicei televizata, radiofonica, care se desfasoara in mai multe ore,
chiar zile"; epicentru cu sensul de ,punct pe suprafata pdmantului situat deasu-
pra focarului unui cutremur de pamant, unde intensitatea zguduirii este maxima”“,
tine de domeniul seismologiei. insd acesta apare frecvent si in imbinari de tipul:
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epicentrul manifestdrilor, epicentrul luptei etc., din care se cristalizeaza sensul de
Jparte esentiald in procesul desfasurdrii unor actiuni, a unui eveniment etc.’; ver-
bul a demara, imprumutat din limba franceza ca termen sportiv, este inregistrat in
dictionarele explicative ale limbii romane cu urmatoarele sensuri:,|. intranz. 1) (de-
spre autovehicule, motoare etc.) A se pune in miscare; a porni. 2) fig. sport. A-si lua
avant, a porniinviteza. Il. tranz. A elibera (o corabie) de parame (in vederea plecarii).”
In ultimul timp insa atestam o largire de sens a verbului in cauza: demareaz
festivitdtile, competitiile, tratativele, anul de studii etc., etc. Verbul a obstructiona in-
registrat in dictionarele explicative cu sensurile: ,1) med. (despre canale tubulare)
A se astupa partial sau total; 2) sport. A impiedica (atacantul advers) sa ajunga la
minge” apare si in imbinari neasteptate de tipul: a obstructiona discutiile, dezider-
atele etc. La fel prin ,deplasare semantica” o serie de alti termeni depasesc cadrul
domeniului respectiv, fiind utilizati in cele mai imprevizibile imbinari lexicale. E ca-
zul imbinarilor de tipul: metastazele coruptiei, colaps economic, cursd prezidentiald,
stoparea procesului de invdtdmant, topul clinicelor stomatologice etc. Mentionam ca
aceste sensuri, deocamdata, nu sunt incluse nici intr-un dictionar explicativ. Daca
in publicatiile anterioare astfel de utilizari le etichetam drept anumite excese ale
ziaristilor, acum constatam ca ele se impun tot mai mult in limba, sunt utilizate tot
mai frecvent, tinzand sa capete statut de unitati ale limbii, contribuind, prin aceas-
ta, la imbogatirea vocabularului. Uzul determina norma. Faptele sunt sustinute si
de limba franceza, din care au provenit cuvintele cu sensurile lor de baza si in care
aceste sensuri conotative, intr-o forma mai extinsa sau mai restransa, exista. Prin
urmare, e posibil ca acestea, daca vor avea rezistenta in timp, sa nimereasca si ele
in dictionarul explicativ al limbii. Am spus ,posibil’, pentru cad un dictionar, pe de o
parte, are sarcina de a reflecta aspectul deja normat al vocabularului, in baza unei
analize meticuloase a situatiei actuale in limba, pe de alta parte, dictionarul este
0 carte care nu numai ca niciodata nu a fost, ci nici nu poate fi terminata, intrucat
este imposibil sa se inregistreze toatd bogdtia de cuvinte si sensuri noi, generate de
continua miscare, transformare, evolutie a vietii si implicit a mintii omenesti, mai
ales, in timpurile in care traim.
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SPECIFICUL TRADUCERII TEXTELOR
JURIDICE COMUNITARE

Ludmila Hometkovski
Universitatea Liberd Internationald din Moldova

In the present article the author highlights the conditions which are considered
necessary to perform a good translation of legal texts, especially of those applied in the
field of community law. The starting point of the research is the analysis of the nature
of law that considerably influences the process of editing and translating legal texts.
Legal translation encounters two major obstacles: the first one refers to the differences
in the legal system, and the second one - to the differences in the linguistic system.
The article points out possible ways of solving problems the specialists meet in their
translation activity.

Gratie colaborarilor internationale, schimbului de experienta si pur si simplu
dorintei de a cunoaste altceva strdin, activitatea traductionala dintr-o limba spre
alta, sau dint-un limbaj specializat spre altul, a devenit o practica raspindita pe glob
si este in crestere continua.

Atit cercetdrile efectuatein lumelaacest capitol, cit siexperienta profesionalg,
ne permite sa spunem ca o traducere de calitate trebuie sa exprime continutul tex-
tului-sursa, sa pastreze stilul sdu si sa contina formele pe care le utilizeaza un vorbi-
tor nativ al limbii spre care realizam traducerea. Grosso modo, daca traducatorul a
reusit sa transmita aceste nuante in textul-tintd intr-o limba corecta din punct de
vedere gramatical si sintactic, atunci putem spune cd a fost realizata o traducere
calitativa.

Cit priveste traducerea textului specializat, aici se contureaza citeva cerinte
suplimentare. Standardizarea limbajelor specializate (LSP) pe plan international im-
pune folosirea unor reguli atit in limba-sursa, cit si in limba receptoare. Fenomenul
standardizarii faciliteaza lucrul traducatorului, insa standardizarea insasi are nea-
junsurile ei. Textul specializat este pe jumatate sau uneori si mai mult constituit
din vocabular specific, cealaltd parte revenindu-i elementelor din lexicul comun.
Traducatorul trebuie sa tind seama de regulile morfologice, sintactice etc. din lim-
bajul general, dar sa acorde importanta si regulilor specifice LSP concret. Este vorba
de coduri, semne, moduri de aranjare a termenilor etc. specifice unor limbaje spe-
cializate, mai bine zis specifice tuturor LSP, dar in masura diferita. De exemplu, lim-
bajele tehnice sint imbibate de astfel de particularitati. De obicei, aceste elemente
nu reprezinta dificultate pentru traducator. Un alt moment important al limbajului
specializat consta in faptul ca el foloseste multe unitati sintagmatice, unitati termi-
nologice complexe, care provoaca greutdti suplimentare de traducere in functie de
caracterul specific al fiecdrei limbi. Diferite cercetari au demonstrat ca majoritatea
termenilor sint formati din mai multe entitati lexicale. Dificultatea consta nu doar
in declinarea substantivelor, formarea pluralului, conjugarea verbului (operatii
obisnuite pentru traducator), dar si in ordinea corecta a tuturor elementelor unitatii
compuse.
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Din cele mentionate mai sus, precum si din alte aspecte pe care le vom evoca
ulterior reiese ca sarcina traducatorului nu este usoara, in deosebi a traducatorului
detexte specializate. Traducatoruluiiirevine rolul de arezolva probleme de continut,
stil, forma. El trebuie sa cunoasca bine limbile implicate in procesul traductional, sa
poata stabili legdtura intre ele, sa cunoasca domeniul in care traduce, metodele
de traducere, metodele de lucru in terminologie si, nu in ultimul rind, metodele
informatice. Cunoasterea doar a terminologiei nu este suficienta pentru a traduce,
dar este un ajutor important pentru obtinerea unei traduceri specializate, deoarece
terminologia defineste si sitematizeaza conceptele. Traducdtorul nu este autorul
acestor concepte specializate, chiar daca de multe ori ii revine rolul terminologului,
dar utilizeaza munca sistematica efectuata de terminolog sau terminograf. De aici,
legatura strinsa intre ambele activitati - cea de traducator si cea de terminolog.

In opinia noastra, abordarea problemelor legate de traducerea textelor
juridice presupune, in primul rind, o analiza asupra dreptului ca atare, natura sa,
continutul, formele, etc., deoarece traducerea juridica este o cofrontare a diferitor
drepturi, chiar daca ele fac parte din acelasi sistem juridic.

Juristii si traductologii remarca ca intre diferite drepturi exista mari diferente
structurale, o decupare diferita a realitatii juridice, notiuni si concepte fara
echivalente (de ex. Common law). De aici exista tendinta proprie juristilor, in primul
rind, de a considera ca unii termeni sint intraductibili justificind astfel agsa fenomene
ca imprumutul si calchierea. Adica cimpurile notionale ale diferitor drepturi nu se
suprapun complet.

Aceste greutati intimpinate de juristi sint, din pacate, in plina masura vala-
bile pentru traducator. Diferenta intre sistemele juridice proprii diferitor tari consti-
tuie problema majora din punct de vedere a traducerii, care presupune transferul
realitatii juridice-sursd in realitatea juridica-tinta.

Cercetatorii insista ca ,les principaux problémes en traduction juridique dé-
coulent du fait qu'il faut transposer un message d’un ordre juridique a un autre.
Les définitions du droit y sont différentes, les origines historiques, les coutumes, les
institutions, les procédures aussi” (Vassilios G. Koutsivitis, 1988: 44).

In acest sens, la nivelul traducerii, constatdm ca traducatorul trebuie sa
transmitd in limba-tinta concepte si notiuni care deseori exista doar in limba-sursa
(common law, equity, consideration). Astfel de notiuni sint absolut necunoscute
pentru sistemul romano-germanic. Din aceasta perspectiva, in traducerea juridica
conteaza mai mult cunoasterea sistemului, decit cunoasterea normelor din care el
se compune.

Dreptul se constituie grosso modo din trei surse: legea, practica judiciara
(jurisprudenta) si obiceiul (cutuma). Importanta lor variaza in functie de culturg, ele
sint exprimate prin diferite discursuri in cadrul unei si aceleiasi culturi sau de la o
cultura la alta. Toate aceste aspecte trebuie sa fie luate in considerare de traducator
pe parcursul efectuarii traducerii.

Diversitatea sistemelor de drept in lume este considerata de unii cercetatori
ca unica dificultate serioasa care se impune cu adevarat (Jean-Claude Gémar, 1979:
44).

Dreptul international public - ramura a sistemului romano-german,
reglementeaza relatiile intre state, organizatiile internationale fondate de ele si alte
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subiecte ale dreptului international. ONU este cea mai importantd organizatie in
domeniul codificarii si dezvoltdrii dreptului international.

Dreptul Uniunii Europene este o forma a dreptului international, care se
caracterizeaza prin faptul ca tarile membre ale UE isi limiteaza in mod constient un-
ele drepturi delegind unele plenipotente organelor supranationale. Dreptul comu-
nitar este un drept supranational in care actele normative edictate de UE deseori
au o forta juridica mai mare decit actele legislative nationale.

Fiecare societate isi organizeaza sistemul juridic in functie de conceptia pe
care o are asupra dreptatii si de structura socio-politica pe care o adopta. Pe de alta
parte, evolutia considerabilad a colabordrii internationale face posibila si necesara
apropierea si influenta reciproca a sistemelor de drept. Pe linga aceasta, are loc o
apropiere ce merge pina la unificare intre sistemele de drept ale tarilor din cadrul
diferitor organizatii internationale cum ar fi: Comunitatea europeana, care a dus
prin consecintd la aparitia unui sistem propriu de drept, numit Drept comunitar sau
Dreptul Uniunii Europene.

JuristulfrancezRené David (1999: online) sublinia ca unificareainternationala
a dreptului nu constad in inlocuirea diverselor sisteme juridice nationale printr-un
un sistem supranational unic, ci in armonizarea dreptului international.

n opinia noastrd, armonizarea diferitor sisteme juridice (romano-german-
ic, anglo-saxon, religios, mixt) contribuie la unificarea vocabularului juridic. Tnsa
aceasta unificare ramine in proces, armonizarea drepturilor nationale nefiind incd
terminatd si va continua atita timp cit tarile vor candida la aderare. Reiesind din
lista de pe portalul oficial al UE a ,altor state europene” (douazeci la numar), pro-
cesul de aderare inceput in 1951 (dupa propunerea din 9 mai 1950 privind crearea
unei Europe organizate, indispensabild pentru mentinerea relatiilor de pace a lui
Robert Schuman, ministrul francez al afacerilor externe, cunoscuta sub numele
de ,Declaratia Schuman”) va fi unul de lunga durata, care va necesita armoniza-
rea neintrerupta a vocabularului juridic comunitar si va provoca ,dureri de cap”
traducdtorului pentru cel putin urmatorii cincizeci de ani. Oricit de mare ar fitendinta
spre unificare, in fiecare pereche de limbi implicate in traducere vor ramine pro-
priile ,intelesuri” ale unuia si aceluiasi concept de tipul lui jurisprudentd — unul din
termenii de baza ai vocabularului juridic: in franceza jurisprudence si jurisprudentd
in romana inseamna practica judiciard (=totalitatea deciziilor judecdtoresti), iar
in engleza sub jurisprudence si in rusa sub topucnpyoeHyusa se subintelege teoria
generala a statului si a dreptului, filosofia dreptului. Prin urmare, termenul francez
jurisprudence se va traduce in romana prin jurisprudentd, iar in engleza prin the deci-
sions of the Courts si in rusa prin cyoe6Hsle peweHus.

In baza celor evocate mai sus concluziondm ca in traducerea juridica
exista doud obstacole majore. Primul tine de diferenta de sistem juridic, al doilea
- de diferenta de sistem lingvistic. Urmeaza sa analizam care ar fi posibilitdtile de
solutionare a acestor probleme intilnite in activitatea traducatorului.

Chiar daca admitem ca reiesind din faptul ca dreptul comunitar este un drept
unificat si armonizat si in procesul traducerii a astfel de texte nu se pune problema
diferentei de sisteme juridice, oricum in sarcina traducatorului rdmin alte probleme
de rezolvat cum ar fi: transferul corect si complet al continutului, pastrarea formei
si stilului propriu pentru textul-sursa si, nu in ultimul rind, calitatea traducerii in
textul-tinta.
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Din acest punct de vedere, consideram triada continut-forma-calitate fiind o
conditie obligatorie si nedevizata in realizarea traducerilor juridice.

Pentru transferul corect al sensului juridic, traducatorul de texte juridice tre-
buie, in primul rind, sa posede anumite cunostinte din continutul disciplinei ju-
ridice. Ignoranta traducétorului in domeniul in care traduce poate duce la efecte
nefaste.

De obicei, la traducerea termenilor juridici, traducatorul foloseste sursele
terminografice specializate bilingve si plurilingve pentru alegerea echivalentului
adecvat, precum si contextele de utilizare in vederea confirmarii corectitudinii ter-
menului ales. Daca echivalentul respectiv lipseste in dictionare, se recurge la tra-
ducerea descriptiva (explicativa) sau se pastreaza termenul original (Frédéric Hou-
bert, 1999 : online) Insa traducerea descriptiva ar fi o solutie pentru textele juridice
apartinind doar unui stat, or dreptul transnational necesita un transfer al continutui
prin aceleasi concepte, notiuni si categorii echivalente in tot spatiul unional, deoa-
rece dreptul comunitar se fondeaza pe valori si principii comune pentru intreaga
arie geopolitica.

Reiesind din natura dreptului si specificul traducerii juridice acceptam dupa
Bell (2000: 59-60) urmatoarele competente de care trebuie sa dea dovada un
traducator profesionist: competentele gramaticald, sociolingvistica, de discurs si
strategica.

1. Competenta gramaticala presupune cunoasterea regulilor de cod, de vo-
cabular, de formare a cuvintelor, de pronuntie/scriere pe litere si de structurare a
propozitiilor;

2. Competenta sociolingvistica presupune cunostinte necesare si capacita-
tea de a produce si de a intelege enunturile in context, de a percepe sensul real
conferit de subiect, de statutul participantilor, de scopul interactiunii, etc,;

3. Competenta de discurs presupune capacitatea de a combina forma si sen-
sul pentru a obtine texte scrise sau orale de diferite genuri, cu un caracter unitar.

Traducatorii (inclusiv juridici) trebuie sa evite comiterea greselilor de sens,
de contrasens, de nonsens.

4. Competenta strategica presupune stapinirea strategiilor de comunicare,
cu scopul eficientizarii comunicarii.

Traducatorului acquis-ului comunitar ii revine sarcina de a traduce texte
legislative publice (tratate, conventii, directive, protocoale etc) si nu texte
juridice private (acte notariale, contracte matrimoniale, de vinzare-cumparare
a proprietatilor etc.) in institutiile europene se traduc documente de natura
legislativa, politica si administrativa, care sunt complexe si extrem de riguroase
in ceea ce priveste forma si continutul. In acest tip de traduceri, repetitia si respec-
tarea stricta a structurii si a regulilor stilistice sunt semne de buna practica in toate
cele 23 limbi oficiale ale UE. Instrumentele electronice de traducere asistatd sunt
foarte utile in acest scop. Traducatorul trebuie sa ramina fidel textului-sursa, rolul
lui nu este de a interpreta.

Documentul tradus trebuie sa corespunda formal (avem in vedere structura,
sablonul) cu textul-sursa. Aceasta permite identificarea exacta a oricarei pozitii
din original. Actele dreptului comunitar urmeaza cu strictete aceasta regula. De
exemplu, in culegerea de acte normative comunitare in limbile romana, engleza
si franceza (Directiva Parlamentului European si a Consiliului 2001/84/CE din 27
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septembrie 2001 privind dreptul de suita in beneficiul autorului unei opere de arta
originale: 176) observam paralelismul strict al alineatelor in toate trei limbi:

Directiva Parlamentului
Europeansia
Consiliului 2001/84/CE
din 27 septembrie 2001
privind dreptul de suita
in beneficiul autorului
unei opere de arta
originale

PARLAMENTUL
EUROPEAN SI CONSILIUL
UNIUNII EUROPENE,

avind in vedere

Tratatul de instituire a
Comunitatii Europene, in
special art. 95,

(...
i

ntrucit:

(1) Tn domeniul dreptului
de autor, dreptul de suita

(..

Directive 2001/84/
EC of the European
Parliament and of
the Council of 27
September 2001 on
the resale right for the
benefit of the author
of an original work of
art

THE EUROPEAN
PARLIAMENT AND

THE COUNCIL OF THE
EUROPEAN UNION,
Having regard to the
Treaty establishing the
European Community,
and in particular Article
95 thereof,

()

Whereas:

(1) In the field of
copyright, the resale
right (...)

Directive 2001/84/
CE du Parlement
européen et du
Conseil du 27
septembre 2001
relative au droit de
suite au profit de
I'auteur d’'une oeuvre
d’art originale

LE PARLEMENT
EUROPEEN ET LE
CONSEIL DE LUNION
EUROPEENNE,

vu le traité instituant
la Communauté
européenne, et
notamment son article
95,

()

considérant ce qui suit:

(1) Dans le domaine de
droit d’auteur, le droit
de suite (...)

Totodata, vom preciza ca versiunea engleza si cea franceza a actului dat
(directivele facind parte din legislatia europeana care se aplica direct tuturor
cetatenilor UE) nu sint traduceri in sensul direct al cuvintului dintr-o limba in alta,
dar sint rezultatul unei co-redactari paralele a actelor comunitare in toate limbile
oficiale UE la momentul edictarii actului. Tn 2001 limba roméana, spre deosebire de
engleza si franceza nu era una din limbile oficiale ale UE si, prin urmare, doar ver-
siunea romana a directivei susmentionate este o traducere.

Alte documente comunitare (de exemplu, comunicdrile cu autoritdtile
nationale, deciziile adresate persoanelor fizice sau juridice si corespondenta) nu
sint traduse decit in limbile necesare.

Folosirea tuturor limbilor oficiale imbundtateste transparenta, legitimitatea
si eficacitatea Uniunii si a institutiilor sale. Textul juridic care defineste politica
lingvistica a UE este Regulamentul nr. 1/1958 al Consiliului care, modificat, fixeaza
regimul lingvistic al Comunitatii Economice Europene, enumerind limbile oficiale
si stabilind cind si in ce conditii trebuie folosite. In plus, Tratatul de instituire a
Comunitdtii Europene consacra in legislatia primara principiul, potrivit caruia
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institutiile UE trebuie sa comunice cu interlocutorii lor din statele membre in limba
oficiald aleasa de acestia.

Comisia Europeana lucreaza zilnic in trei limbi — engleza, franceza si germana
- si nu foloseste toate limbile oficiale decit in scopul informarii si al comunicarii cu
publicul, prin urmare actele comisiei se traduc. Parlamentul European, in schimb,
are membri care au nevoie de documente de lucru in propria lor limba: in acest
context, multilingvismul total se impune deci inca de la inceput. Dezbaterile in
parlament au loc simultan in toate limbile oficiale ale UE, parlamentarii, fiecare in
limba lui, articulind notiuni, principii si reguli, redactate mai apoi in fiecare limba.

Reiesind din dificultatile si riscurile traducerii, au fost elaborate modalitati de
redactare legislativa: redactarea bilingvd, redactarea paraleld, coredactarea (Robert
Bergeron, 1995: 48-49).

Faptul co-redactarii paralele decurge chiar din textele tratatelor: Prezentul
tratat, denumit Tratatul de la Lisabona, redactat intr-un singur exemplar (sublinierea
noastra, drawn up in a single original/redigé en un exemplaire unique), in limbile
bulgard (... se enumera in ordine alfabetica toate limbile oficiale ale UE la momentul
edictarii actului), textele redactate in aceste limbi (sublinierea noastra, the texts in
each of these languages/les textes établis) fiind egal autentice, va fi depus in arhivele
(...) (Tratatul de la Lisabona de modificare a Tratatului privind Uniunea Europeana si
Tratatul de Instituire a Comunitatii Europene (2007/C 306/01): 176).

De la 1 ianuarie 2007 - Ziua aderarii Romaniei la UE, toate actele comunitare
se redacteaza paralel si in limba romana, cit despre actele editate pina la 1 ianuarie
2007, acestea reprezinta o traducere ulterioara emiterii actului.

In baza aceleiasi directive europeane vom semnala inca citeva caracteristici
proprii textelor comunitare:

a) Denumirile organelor emitente se traduc in limba romana in forma lor
originald, trunchierea si folosirea abrevierilor (sau invers desfasurarea) fiind posibile
doar in textul original al legiuitorului. Ex: LE PARLEMENT EUROPEEN ET LE CONSEIL
DE L'UNION EUROPEENNE - PARLAMENTUL EUROPEAN SI CONSILIUL UNIUNII
EUROPENE (si nicidecum PARLAMENTUL EUROPEAN SI CONSILIUL UE); Directive
2001/84/CE du Parlement européen et du Conseil - Directiva Parlamentului
European si a Consiliului 2001/84/CE (si nicidecum Directiva Parlamentului
European si a Consiliului Uniunii Europene (sau UE) 2001/84/CE). Traducatorul
nu are aceastd libertate, rolul lui fiind sa transmita vointa legiuitorului prin
intermeniul triadei continut-forma-stil;

b) Totodata observam paralelismul grafic ce tine nu doar de alinierea
textului, dar si modelele de formatare a acestuia: evidentierea cu bold a titlurilor
actelor, scrierea completd a cuvintelor prin majuscule. Traducatorul trebuie sa tina
cont si de aceste aspecte in formatarea traducerii sale.

c¢)  Semnalam totodatd necoincidenta scrierii denumirelor organelor
internationale din punct de vedre al literilor initiale din cuvint: the Treaty estab-
lishing the European Community (Treaty, European si Community cu majuscula)
- le traité instituant la Communauté européenne (Communauté cu majuscula, dar
traité si européenne cu minusculd) — Tratatul de instituire a Comunitatii Europene
(Tratatul, Comunitatii si Europene cu majusculd). Acest fenomen nu violeaza para-
lelismul pus in discutie si reiese din specificul limbii concrete, sau mai bine zis din
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standardul aplicat pentru fiecare limba pentru scrierea denumirelor a organismelor
internationale. Traducatorul nu trebuie sa evite normele respective.

d) Denumirile geografice ale regiunilor, localitatilor etc., precum datele
calendaristice, care figureaza in actele europene se traduc in conformitate cu
normele in vigoare: Fait a Bruxelles, le 27 septembre 2001 - Adoptata la Bruxelles,
27 septembrie 2001 - Done at Brussels, 27 September 2001; La convention de Berne
— Conventia de la Berna - The Berne Convention, etc. Traducdtorul poate consulta
Denumirile de orase si tdri pe pagina web a Centrului National de Terminologie din
RM (htpp://cnt.dnt.md/).

e) Numele proprii ale persoanelor isi pastreaza forma originald, iar functiile
lor se traduc: La présidente N. Fontaine - The President N. Fontaine — Presedintele N.
Fontaine. Semnalam ca forma femenina La présidente se traduce in romana prin
masculinul Presedintele, desi DEX-ul atesta forma Presedintd. Traducatorul care
traduce spre romana trebuie sa tina cont de acest specific al textelor europene.

Punctele mentionate mai sus au o importanta majora in traducerea textelor
comunitdtii europene, deoarece in unele surse gasim ca,denumirile autoritatilor din
actul original trebuie sa fie pastrate si in actul tradus, iar intre paranteze explicative
sa fie indicata traducerea”. Ministerul Federal al Justitiei din Germania (stat-fodator
al UE) a publicat, in 1974, o lista cu propuneri de traduceri in limba franceza,
engleza si spaniol3, care a fost prelucratd de Ministerul de Externe din Bonn. in
nota introductivd a acestor indicatii se mentioneaza: ,In privinta intrebuintdrii
denumirilor strdine se cere, de facto, in mod obligatoriu, anexarea, intre paranteze, a
denumirii judecatoresti germane, conform traducerii in limba strdind” (Auswartiges
Amt, 1974: 8). Adresele, in special toponimele (denumirile geografice), precum si
numele de persoane cu titlurile de onoare si academice, nu se vor traduce. Acolo
unde este necesara transliterarea, se vor lua in calcul, in mod strict, normele 1SO
de transliteratie si transcriptie, valabile la nivel international (Aliona Dosca, 2007:
127).

Traducatorultrebuiesatina contcadreptul comunitaresteunulsupranational
si forta juridica a actelor emise de UE este superioara celei a fortei juridice a actelor
nationale. Prin urmare, aceste cerinte nu sint valabile pentru traducerile, iar in cazul
limbii germane, pentru co-redactdrile europene. Pentru a se convinge de acest fapt,
este suficient de a compara un act juridic european (de ex: Decizia reprezentantilor
Guvernelor statelor membre ale Uniunii Europene din 1 ianuarie 2007 de numire a
unor judecatori la Curtea de Justitie a Comunitdtilor Europene (2007/7/CE, Euratom) in
versiunea romana, engleza si germana).

f) Actele europene, avind drept autor mai multe organe, se semneaza de
reprezentantii tuturor acestor organisme, de obicei de seful superior. Traducatorul
nu poate omite numele sau functiile din act, ele facind parte din document:
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Pentru Parlamentul For the European Par le Parlement
European Parliament européen
Presedintele The President La présidente

N. Fontaine N. Fontaine N. Fontaine
Pentru Consiliu For the Council Par le Conseil
Presedintele The President Le président

C. Picqué C.Picqué C. Picqué

Pentru realizarea corecta a tuturor momentelor tehnice in traducere, in aju-
torul traducatorului vin diferite liste, ghiduri etc., care contin toate particularitatile
de scriere pe care le-am mentionat mai sus. Pentru textele in limba romanad, Insti-
tutul European din Romania (IER) a publicat in 2008 un Ghid stilistic de traducere in
limba romdnd pentru uzul traducdtorilor acquis-ului comunitar, disponibil si in for-
mat electronic pe pagina web a IER (www.ier.ro).

Atunci cind se traduce un act juridic comunitar apartinind tuturor 27 state
membre ale UE intr-o limba neoficiala pentru comunitate, se impune principiul
suprapunerii absolute a aceluiasi continut, dar exprimat in o alta limba decit cele
23, textele redactate in aceste limbi fiind egal autentice”. Prin urmare, textele UE
reprezinta un intreg, ele toate reprezinta textul original (,a single original”/,un ex-
emplaire unique”) si nu pot contine interpretari echivoce si, prin consecinta, efecte
diferite in state diferite. Pentru aceasta si este nevoie de armonizarea legislatiei
nationale cu cea europeana inainte de aderare la UE.

Evident, redarea completa a continutului este o regula generala pentru
toate tipurile de traduceri, insa daca in unele beneficiem de o libertate oarecare (de
ex. in lipsa unei echivalente, explicatii date sub forma de note in josul paginei sau
descrieri si perifraze chiar in text), textul comunitar este drastic in aceasta privinta.
Grosso modo, in el nu pot aparea probleme de redare a sensului daca traducatorul
cunoaste sistemul juridic. Adica una din dificultdtile traducdtorului care lucreaza
cu textele comunitare rezidd nu in probleme de ordin lingvistic, dar de ordin extra-
lingvistic: insuficienta de cunostinte necesare pentru a intelege (!) textul.

Mai sus am semnalat deja despre faptul ca traducatorul nu are dreptul sa-si
permita omiteri din text. Omiterile pe care le vom numi materiale (de ex. omiterea
unui fragment de text din diferite cauze cum ar fi neputinta de a traduce ca rezultat
al nestiintei, omiterea unor date speciale cum sint referirile la alte acte etc.) cauzeaza
omiteri conceptuale (de sens) care provoaca conflicte juridice consecintele caruia
pot avea repercusiuni grave pentru toata zona de aplicare a acestui act oficial. De
aici responsabilitatea traducatorului si statutul lui de co-redactor (nu vom confun-
da notiunea cu cea de co-autor, caci traducatorul nu creaza norma, el doar co-par-
ticipind in calitate de mesager al realitatii juridice in procesul de internationalizare).
Munca traducatorilor este cea care permite in mod special Uniunii Europene sa-si
respecte obligatiile juridice in ceea ce priveste comunicarea cu publicul.

Prin urmare legea de aur”- dacd nu stiu, nu traduc nu este absolut aplicabila
traducerii europene, raminind valabila doar pentru textele bulevardiere. Fara
acoperirea intelectuala a domeniului este imposibil de a deveni traducdtor, mai

cu seamd in domenii unde fiecare jumatate de cuvint inseamnd ceva de mare
213




INTERTEXT

importanta si valoare pentru o lume intreaga (un astfel de domeniu in opinia
noastra este si medicina).

Din cele mentionate mai sus, in mare parte fiind observatii personale ale
realitatii juridice si celei lingvistice, ajungem la urmatoarea concluzie: exprimarea
intr-o alta limba nu va fi posibila atita timp cit omul (traducatorul) nu va sti ce tre-
buie sa spuna, chiar daca stie bine cum trebuie sa o faca. Impotenta traductionala
provine din intuneric, din nestiinta. In cercurile traducatorilor se obisnueste de
a crede ca practica cotidiana le pune la punct pe toate. Aceasta opinie nu este
valabila pentru tarducerea textelor UE. Trebuie de inceput de la cunoasterea do-
meniului si nu traducerea acestuia prin echivalente aproximative, promovind astfel
pseudo-traducerea, care ne va intoarce inevitabil la primul sens al maximei Tradut-
tore, traditore. De aceea, traducatorii din cadrul structurilor lingvistice ale UE sint
licentiati in drept.

Din punct de vedere a calitatii, traducerea finala a textului comunitar trebuie
sa faca parte din traducerile absolute care presupune reexprimarea in limba-tintd
a continutului din textul original cu respectul obligatoriu al tuturor parametrelor
traductionali - semantic, gramatical, stilistic, ortografic etc.

Traducerea juridica se va considera calitativa daca traducatorul:

a) va izbuti ca: continutul textului-sursa si al textului-tinta sa fie acelasi;
structura textului sa contina elementele inevitabile pentru tipul dat de text juridic;
traducerea efectuata sa posede acelasi rezultat juridic si acelasi efect ca si textul-
sursa;

b) va cunoaste: notiuni juridice fundamentale si comunitare pentru
orientare in textul juridic; terminologia juridica in limbile implicate in traducere
(consideram terminologia comunitara ca absolut traductibila prin stabilirea
echivalentelor terminologice); reguli privind aspectul functional-stilistic si lexical-
semantic al limbajului-tinta; posibilitatile de transformari gramaticale si sintactice
in traducere.

Internationalizarea relatiilor politice, economice, sociale si, prin urmare, ju-
ridice influenteaza inevitabil vocabularul juridic, care nici pina in prezent nu a fost
stabil si a cunoscut o evolutie constanta. Traducatorul are sarcina de a transmite
aceste evolutii, iar unificarea dreptului si armonizarea sistemelor juridice il vor ajuta
esential in misiunea sa.
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INFLUENTA MASS - MEDIA ASUPRA VALORILOR POLITICE
DEMOCRATICE DIN SOCIETATEA MOLDOVENEASCA i
TARILE OCCIDENTALE: ANALIZA COMPARATIVA

Victoria BULICANU
Universitatea Liberd Internationald din Moldova

Renumitul politician englez, Winston Churchill, spunea la mijlocul secolului
XX:,A fi politician inseamna a fi capabil sa spui dinainte ce se va intampla maine,
saptamana viitoare, luna viitoare, anul viitor, iar apoi sa poti explica de ce nimic din
toate astea nu s-a intamplat”. Intr-adevar, politica si politicienii ar fi de neconceput
in statele moderne de astazi fara mass — media. Acesteia fi revin functii obisnuite,
precum cea de selectare, redactare si transmitere a informatiei publicului larg, dar
si functii care i-au revenit mai tarziu, precum cea de interpretare, educare si chiar
instructiv - culturalizatoare a consumatorilor de informatie.

Daci e sd reprezentam grafic relatia stat — popor si toate acele liante inter-
mediare, menite sa faciliteze accesul celui de-al doilea element la activitatea primu-
lui, atunci relatia ar arata in felul urmator:

Se poate lesne observa ca eficienta acestei relatii se poate dobandi numai
prin reciprocitate, care, deseori, poate constitui,marul discordiei” intre sistemul in-
termediar si unul dintre cele doud elemente participante la relatie. Rolul mass — me-
dia in aceastd relatie este mai mult decat semnificativ, in conditiile in care aceasta
a fost dintotdeauna importantd pentru opinia publicd. Sa nu uitam ca publicul
este cel care determina agenda politica, iar mass — media este instrumentul care
amplifica vocea publicului, pentru ca aceasta sa ajunga la urechile politicienilor din
cadrul partidelor si al guvernului. Asociatiile politice si partidele politice, in dorinta
lor de a se vedea mai aproape de realii si potentialii electori, deseori incearca sa
evite canalele mass — media pentru facilitarea dialogului intre cele doua elemente
si perceperea relatiei ca fiind una reala si poate mai de durata.

Deseori jurnalistii apeleaza, in textele lor, la expresii precum, ,cultura politica
a cetatenilor nostri ramane a fi sub nivelul dorit”, expresii utilizate mai ales in urma
analizei rezultatelor alegerilor locale sau parlamentare, facandu-se referinta, in
spetd, la rezultatele alegerilor parlamentare din 2001, 2005, dar si la nivelul redus de
participare a cetatenilor la alegerile locale recente. ,...Intr-o tara lipsitd de traditia
statalitatii, de experienta guvernarii, dar si de traditii democratice elementare si
cultura politica, intr-o tara care cunoaste o singura traditie — cea a unui partid unic
- revenirea la putere a Partidului Comunist, cu o majoritate absoluta in parlament,
a insemnat o tragedie...” (Constantin Tanase, Timpul, ,Un grav accident istoric”, 23
aprilie, 2004). In Occident culturii politice i se acordd o importantd deosebita, ed-
itandu-se reviste periodice specializate, de exemplu,,Political culture”.

E necesar de mentionatinsa ca termenul de cultura politica este poliseman-
tic si in literatura de specialitate pot fi gdsite numeroase definitii: din perspectiva
istorica, psihologica, functionald, structurala etc. Abraham A. Moles, in lucrarea sa
,Sociodynamique de la culture’, declara cd exista peste 250 de definitii ale aces-
tei sintagme. Edward B. Taylor a utilizat pentru prima data conceptul de cultura
politica, in sensul luimodern, in anul 1871 in lucrarea,Primitive Culture”. In viziunea
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autorului, cuvantul cultura sau civilizatie, in sensul sau etnografic cel mai raspandit,
desemneaza acel tot complex ce cuprinde stiintele, credintele, artele, morala, leg-
ile, obiceiurile si celelalte aptitudini si deprinderi, dobandite de om, ca membru al
societdtii. Auguste Comte considera ca civilizatia consta in dezvoltarea spiritului
uman, in dezvoltarea actiunii omului asupra naturii, care este, de fapt, o consecinta
directd a dezvoltarii spiritului (Angele Kremer - Marietti ,Auguste Comte et la sci-
ence politique’, 2001). Cultura politica a unei societati consta dintr-un sistem de
credinte empirice, simboluri expresive si valori care definesc situatia in care are
loc actiunea politica. in definitia clasica a culturii politice, utilizata de Gabriel Al-
mond in 1966, cultura politica este aratata drept un model de atitudini individuale
si de orientari fatd de politica, manifestate in randul membrilor unui sistem poli-
tic. Este un domeniu subiectiv, care sta la baza actiunilor politice si care le confera
importanta. Astfel de orientari individuale cuprind cateva elemente:

- orientari cognitive, exacte sau mai putin exacte, pe tema subiectelor si
convingerilor politice;

- orientdri emotionale, sentimentul atasarii, angajarii, respingerii in raport
cu subiectele politice;

- orientari estimative, aprecieri si opinii pe tema unor subiecte politice, ceea
ce, de obicei, presupune aplicarea unor standarde apreciative privind subiectele si
evenimentele politice.

Cultura politica a unei natiuni deriva din experientele pe care indivizii le au
in ceea ce priveste sistemul politic. n functie de modelul in care se combina el-
ementele cognitive ale culturii politice cu cele afective, Gabriel Almond si Sidney
Verba deosebesc urmatoarele tipuri de cultura politica:

a) Cultura politica parohiald (locald sau provinciald) specifica societatilor
traditionale, comunitatilor care nu constientizeaza importanta problemelor de in-
teres national si mondial si nu au interese pentru valorile si mecanismul sistemului
politic national. Adica este vorba despre cultura politica a satului, a etniei, a regiunii
unde biserica, scoala si primaria sunt institutii de referinta. Cunostintele, sentimen-
tele si judecatile sunt orientate spre aceste structuri locale.

b) Cultura politicd participativd, care corespunde sistemelor democratice,
este rezultatul proceselor educationale dezvoltate si a unui grad inalt de orga-
nizare, reflectand si experientele politico - sociale specifice tarilor democratice.
Cetatenii poseda un ansamblu de mijloace subiective si de abilitdti, de priceperi
si deprinderi de utlilizare rationala a capacitatilor proprii in scopul de a influenta
luarea deciziilor, desfasurarea evenimentelor politice, reprezentarea sau de a opri
acele decizii administrative care le-ar afecta negativ interesele.

¢) Cultura politica de supunere, care presupune existenta in prezent sau in
trecutul apropiat a unei structuri de autoritate la nivel national. In cadrul acestei
culturi, subiectii sunt constienti de existenta sistemului politic national, dar se
multumesc cu o atitudine de pasivitate. In ceea ce priveste participarea la con-
ducerea politica, problemele libertdtii si ale initiativei sunt delegate unui lider in
schimbul protectiei oferite de acesta.

Aceste tipuri de culturi politice se combina si se influenteaza reciproc la
diferite niveluri si pe segmente de populatie diferite. Din aceasta perspectiva,
atat atitudinea cetatenilor Republicii Moldova, cat si a celor din tarile Europei Oc-
cidentale, poate fi regasita in toate aceste tipuri de cultura politica. Totusi unii
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politologi mai disting culturile politice in dependenta de spatiul geografic in care
se manifesta. Astfel, putem identifica din acest punct de vedere cultura politica
a tarilor occidentale si cultura politica a tarilor orientale. Specialistii mai noteaza
ca aceasta cultura politica in tari, precum SUA, Marea Britanie sau Germania este
orientatd preponderent spre valorile si normele democratiei liberale. Statutul indi-
vidului in calitate de subiect al vietii politice este foarte inalt, iar viata politica este
variatd, fiind reglementata detaliat sub aspect juridic. Cultura politica occidentala
trebuie sa constituie temelia modelului liberal - democratic al culturii politice si din
statul nostru.

Cultura politica a tarilor orientale este traditionalista, intrucat este orientata
spre traditiile istorice si religioase si functioneaza intr-un cadru restrans al optiunilor
politice. Deseori, in cadrul acestui tip cultura politicad, accesul femeilor si al tineretu-
lui la viata politica este restrans sau chiar lipseste.

Mass — media moldoveneasca tinde sa combine cat mai reusit in ultima
perioada functia informationala cu cea de divertisment, cea din urmd asigurandu-i
popularitate, raiting inalt pe piata media si, in final, venituri impresionante, acu-
mulate din publicitate. Si, daca e sa facem o paralela intre cele doua tipuri de mass
- media (occidentald si moldoveneasca), putem spune cu certitudine ca nicaieri
mass — media nu a scapat de reglementare, de control si de o anumita cenzura.
Guvernele, fie liberale, fie totalitare, au incercat dintotdeauna sa mentina un con-
trol strans asupra mass — media, mai ales odata cu aparitia retelelor media globale
si a transmisiilor prin satelit. Studiile referitoare la mass - media demonstreaza ca
in afara de alegeri si alte evenimente importante din viata politica nu exista decat
o slaba audienta pentru dezbaterea si comentariul public serios si nici macar acest
putin public nu este prea receptiv si nici destul de tenace. Sondajele demonstreaza
ca majoritatea tinerilor din Uniunea Europeana nu sunt interesati de politica si nu
urmaresc mass — media pentru acest tip de informatii. Cu toate acestea, accesul la
mass — media ar trebui sa fie neingradit pentru partidele politice, permitandu-le
membrilor acestora sa se faca auziti. Un studiu recent, rezultatele caruia au fost
publicate pe un site web (www.euractiv.ro) demonstreaza ca Internetul castiga tot
mai mult teren in fata televizorului. In acelasi studiu se mentioneaza, de asemenea,
ca tinerii nu sunt interesati de politica, dar, in acelasi timp, au mai multa incredere
in institutiile europene decat in cele din tarile lor. Tinerii germani se intereseaza cel
mai mult de politicd (51%), ca si cei din Austria (42%) sau Finlanda (35%), iar tarile
cu cel mai slab interes sunt Marea Britanie (30%) si cele care au aderat recent la
Uniunea Europeana. Valoarea acestui sondaj e cu atat mai mare, cu cat rezultatele
acestuia demonstreaza ca nici influenta mass — media nu este considerabild in ran-
dul tinerilor. Tinerii urmdresc putin informatiile politice in mass — media: numai
11,3% in Marea Britanie, spre exemplu. Dintre toate sursele informationale, este
preferata totusi televiziunea. Totusi exista diferente de la o tara la alta. In Germania
si, mai ales, in Austria, radioul este mai influent decit televiziunea, in timp ce in
Finlanda si Estonia principala sursa este Internetul. In Franta, Italia si Slovacia, tinerii
utilizeaza rar alt mijloc decat televiziunea pentru a se informa asupra evenimentelor
politice. De asemenea, in Marea Britanie un numar semnificativ nu foloseste deloc
mass — media pentru informatia politicd. Realizatorii studiului au analizat si relatia
dintre influenta mass — media si gradul de interes. Astfel s-a ajuns la concluzia ca
acei care preiau informatia din mass — media cu receptare activa (ziare, Internet)
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tind sa fie mult mai activi din punct de vedere politic, in timp ce acei care prefera
0 receptare pasiva (televiziunea, radioul) demonstreaza un interes mult mai slab
pentru participarea la viata politicd a societatii. Indiferent de faptul daca urmaresc
sau nu informatiile politice, majoritatea celor intervievati cred ca scrutinul este cel
mai eficient mijloc de participare politicd si un procent mare dintre respondenti
declara ca isi folosesc activ dreptul de vot. Aceleasi cercetari arata ca, in ciuda lipsei
de incredere in partidele politice, multi se simt apropiati de un singur partid, dar
cred, totodatd, cd a lucra intr-o organizatie nonguvernamentala este mai eficient
decat sa lucrezi pentru partid. A fost analizata situatia din opt tari europene si s-a
ajuns ca populatia mai tanara de 35 ani are cea mai mare incredere in organizatii
nonguvernamentale, precum Greenpeace si Amnesty International. Studiul se
intituleaza ,Political Participation of Young People in Europe” si a fost finantat de
Uniunea Europeana.

Americanii sunt de parere mass — media nu oglindeste adevaratele stiri, iar
vigilenta poporului este adormita intentionat, atentia fiindu-i indreptatd, in reali-
tate, catre ceea ce dicteaza interesele politice si economice. Politica este dirijata
de interese financiare mari, situatia deteriorandu-se odatd cu venirea lui Ronald
Reagan la putere si a continuat cu instalarea la putere a administratiei actualului
presedinte american G. W. Bush jr. Populatia SUA a inceput sa creada ca mass — me-
dia este departe de a fi a patra putere in stat, capabila sa cenzureze abuzurile ce-
lor de la putere. Aceasta s-a preschimbat intr-o forta docild, manipulata si, ulterior,
manipulanta.

Oarecum Internetul e in topul preferintelor americanilor. Sondajele
demonstreaza ca circa 75% din utilizatorii Internetului prefera sa acceseze paginile
web ale posturilor de radio si TV pentru a se informa asupra evenimentelor zilei.

W. J. Cromie, profesor la Harvard Univeristy din SUA, a publicat un material
in ,The Harvard University Gazette” cu titlul ,American public is misinformed and
distrustful” (trad. ,Publicul american este dezinformat si neincrezator”), in care au-
torul analizeaza relatia dintre puterea federala si poporul simplu. in ciuda numero-
aselor posturi de televiziune si altor canale media de informare, sondajele analizate
de catre autor au scos la iveala faptul ca majoritatea respondentilor se arata a fi
prost informati de catre mass - media in ajunul campaniilor electorale americane.
Numarul de americani care au incredere in puterea politica a variat de la 76% in
1964 pana la 25% in 1996. Astdzi acest procent are sanse mari sa fie mai mic, din
cauza popularitatii scazute a actualului presedinte american, G. W. Bush jr. Aceleasi
sondaje mai demonstreaza ca increderea americanilor in senatori, congressmani,
guvernatori e mai scazuta chiar decat cea care le-ar acorda-o avocatilor, o bransa
dintotdeauna cu foarte putind incredere din partea populatiei americane. Acest
fapt a culminat odata cu momentul in care presedintele W. Clinton a fost in stare sa
minta in fata judecatorilor sub jurdmant in procesul in care a fost implicatd Mon-
ica Lewinski, insusi presedintele american fiind capabil de sperjur. increderea in
sursele informationale a scazut dramatic, incepand cu anul 1966, inregistrandu-se
astazi un procent de 35% din numarul cetatenilor, care au incredere in informatiile
difuzate de sursele media. Autorul, William J. Cromie motiveaza aceasta reducere
constanta a nivelului de incredere in institutiile statului si prin pierderea increderii
oamenilor in ei insisi si in cei din jur.
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Termenul,,mediatizare” (fr. mediatiser) semnifica implicarea mass — media in
prezentarea unui fapt; a face cunoscut; a comunica. V. Moraru in lucrarea sa,Mass
- media vs Politica” face referintd la mediatizarea politicd, care este un ansamblu
de actiuni intreprinse de mass — media in vederea reflectarii pe paginile sale a as-
pectelor politice ale realitatii. ,Constatam, totodatd, ca o astfel de caracteristica
poate sa cuprinda doar partial esenta fenomenului in cauza, cdruia, in ultimul timp,
datorita evolutiilor produse in sfera politica, precum si in cea mediaticd, marcate
de noi relatii stabilite intre ele, i se descopera noi semnificatii. Lucru cert, media-
tizarea presupune nu doar actiunea de inregistrare a actualitatii si de informare
elementara a publicului, dar si, propriu-zis, evaluarea, comentarea, interpretarea
faptelor, evenimentelor, pozitiilor, fenomenelor..." (pag. 156)

Extinderea sensului acestui termen cere totusi si o circumscriere a limitelor
procesului de mediatizare. Care ar putea fi acestea?

a) Informatiile obscene si triviale, care pot fi usor asimilate si repetate de
catre cele mai usor manipulate categorii de varsta — adolescentii;

b) Evenimentele care pot conduce la crearea unei situatii destabilizante si
chiar la violenta in societate;

c) Materialele care promoveaza imoralitatea si vulgaritatea in comunitatea
umana;

d) Informatiile care ar propaga terorismul, fanatismul etc;

e) Materiale cu continut explicit pornografic, care, in viziunea lui R. Amy EI-
man, ar fi un afront adus femeii si care e bine sa fie interzise prin lege.

Influenta mass — media asupra constiintei politice a cetatenilor din Republica
Moldova poate fi asemdnata cu o parabol3, ale carei ramuri alterneaza periodic sus-
jos, in dependenta de tipul implicatiilor politice ale cetatenilor, tipul campaniilor
electorale si, desigur, sursa informationala care descrie un eveniment politic sau
altul. Sa nu uitam ca inca ne consideram a fi intr-o etapa de tranzitie, ,0 perioada
de cautare si de gasire a raspunsurilor la multiplele interpeldri inainte de procesele
cotidiene ale vietii sociale” (V. Moraru). La intrebarea,,Cum influenteaza mass — me-
dia constiinta politica a cetatenilor din Republica Moldova?”, inclusa intr-un sondaj,
realizat pe Internet, majoritatea raspunsurilor au fost mai mult decat pesimiste.
Astfel, unii au considerat ca adevarul e mult prea adanc ingropat de politicieni si
de conducerea tarii si nici macar mass — media nu poate contribui la dezvaluirea
lui. O opinie interesanta poate fi considerata si aceea cd in tara noastra numai siste-
mul politic influenteaza mass — media si nicidecum contrariul. In conditiile cand
populatia are acces la diferite sisteme de receptionare sofisticata a numeroase pos-
turi TV si radio, atat din tara, cat si de peste hotare, publicul tot mai putin urmareste
posturi de informatie generala si se orienteaza spre cele de divertisment, care nu
fac referinte la informatiile de ordin politic. $i dacd pana nu demult aceasta era
situatia populatiei de la oragse numai, atunciin prezent si populatia de la sate are ac-
ces la variate posturi de televiziune, constiinta politica activa a acestora, de aseme-
nea, aflandu-se in stare latenta de diminuare a interesului fata de evenimentele
politice.

Un alt sondaj on-line, realizat de catre Serviciul Independent de Sociologie
si Informatii OPINIA, cu titlul ,Moldova 2006. Bilantul anului” demonstreaza cad ma-
joritatea respondentilor au plasat totusi evenimentele politice cu larga reflectare
in mass — media pe primele locuri in top-ul evenimentelor anului. Astfel, pe primul
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loc s-a plasat embargo-ul Rusiei asupra productiei vinicole si agro-alimentare din
Moldova, survenit, in realitate, in urma dezechilibrului de interese politice dintre
Rusia si Republica Moldova. Un alt eveniment de top a fost considerat cel care face
referinta la vecinatatea directa a Moldovei cu Uniunea Europeand, ca urmare a
aderdrii Romaniei la Uniunea Europeana. Pe locul trei s-a clasat un alt eveniment,
care la timpul sdu a fost mediatizat pe larg in mass - media. Este vorba despre
Jrazboiul” gazelor naturale si depdsirea crizei energetice. Printre alte evenimente
politice, aflate in topul intereselor respondentilor au mai fost si cele legate de
racirea relatiilor Moldovei cu Romania, inrdutatirea relatiilor cu Rusia si impactul
lor asupra situatiei social — politice si economice din tara noastra. Aproape 17%
din respondenti au declarat ,Timpul de dimineata” ca fiind cel mai bun ziar din
Moldova, dupa care a urmat o publicatie cu tematica economica ,Economiceskoie
obozrenie” (10.4%) si Flux (5,6%). Un alt ziar popular in capitala, ,Jurnal de Chisinau”
s-a plasat in topul preferintelor abia pe locul patru. Revistele contribuie mai putin la
culturalizarea si educarea publicului, in conditiile cand popularitatea acestora este
sub nivelul de 2%. Postul radio cu cea mai mare popularitate in 2006 a fost Antena
C, fiind de asemenea lider pe piata radio al patrulea an la rand. Radio Noroc a venit
pe locul doi in acest an, surclasand Radio Moldova, care se afla de obicei anii trecuti
pe aceasta pozitie. In anul 2006 Radio Moldova s-a clasat pe locul patru in topul
preferintelor ascultatorilor, inregistrand 5,3% la capitolul popularitate.

Cel mai bun post de televiziune a fost numit de catre intervievati PRO TV
Chisinau cu 24,7%, iar pe locul doi anul acesta pentru prima data s-a clasat postul
de televiziune NIT, devansandu-I pe obisnuitul ocupant al locului doi din ceilalti ani
- Pervii Canal v Moldove. Postul public de televiziune Moldova - 1 s-a situat in anul
trecut pe locul patru la capitolul cel mai urmarit post de televiziune. Rezultatele
acestui sondaj sunt interesante si din perspectiva lipsei de documentare suficienta
a intervievatilor la capitolul mass — media din tara, in conditiile cand optiunea,imi
vine greu sd raspund” a fost aleasa de un numdr extrem de mare de respondenti.
Anul acesta cifra a constituit 15,3%. In anul 2002 aceasta optiune a fost aleasa chiar
de o treime din respondenti — 28.1%.

Agentia de presa ,Noutdti Moldova” (16,1%) s-a situat, al doilea an consecu-
tiv, in fruntea preferintelor populatiei in vederea informarii prin intermediul acestui
canal media.

Pagina web http://www.azi.md ramane a fi preferatda de majoritatea celor
care au participat la realizarea sondajului, inregistrand o cifra de aproape 21% de
vizitatori. Celelalte pagini web urmeaza la o detasare procentuala considerabila
fata de cea mentionatd mai sus. Este vorba de pagini web, precum httt://www.
newsmoldova.md (14,4%), http://ournet.md (13.8%), http://www.press.trzmd
(9,8%) etc.

Astfel, putem declara cu certitudine ca sensibilitatea publicului a devenit mai
mare, sondajele demonstrand cresteri sau caderi relative ale cotei de incredere sau
popularitate intr-o personalitate politica sau intr-o sursa media, care mediatizeaza
activitatea acestor politicieni. Oricum, rezultatele mai multor sondaje sunt iden-
tice, atunci cand este vorba despre confortul psihologic al cetateanului. Cetdteanul
se simte confortabil cand este sanatos, are o familie trainica, o situatie materiala
decent si cand are incredere in Parlament, Guvern si Justitie. In acelasi timp, un gu-
vern poate fi considerat de incredere cand justitia merge bine, cand sunt locuinte
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destule si conditii de viata bune si cand sunt locuri de munca bine platite. Problema
e ca dacd cei mai multi oameni isi doresc lucruri simple, firesti de ce exista atat de
multa nemultumire in randul populatiei. Tocmai pentru faptul ca mana de oameni
din Parlament, Guvern si Justitie nu se multumeste deloc cu lucruri simple si firesti
pentru satisfactia personald, ci incearca permanent de a-si imbunatati atat situatia
materiald, cat si imaginea in ochii publicului larg. Renumitul showman american,
Mike Gill, obisnuieste sa spuna: ,Banii sunt sursa tuturor relelor..., dar si medica-
mentul pentru toata tristetea” Un raspuns pe potriva il putem gasi si la Ayn Rand,
romanciera si filosof american:,Deci credeti ca banii sunt sursa tuturor relelor? V-ati
intrebat vreodata care este sursa tuturor banilor?”

Intrebarea e in ce maniera are loc aceastd influenta politicd a mass — me-
dia asupra fiecarui consumator de informatii. Toate eforturile mass — media se
concentreaza asupra efectelor pe care aceasta incearca sa le produca in procesul
de comunicare a informatiilor. Un singur efect desigur ca nu exista. Acestea apar
intr-un ansamblu de procese si de consecinte pe care le presupune receptarea
mesajelor. Cercetatorul in domeniul comunicarii, Gerhard Maletzke, propune o
definitie cu referinta la efectele mass — media: efectul mass — media reprezinta
toate modificarile la nivel individual sau social pe care le produc mass — media prin
tipul lor de mesaje. Caracteristicile efectului (usor poate fi identificat cu termenul
Lnfluentd”) in acest caz, spune autorul, sunt urmdtoarele:

a) persoana asupra cdreia se exercitd efectul (target);

b) natura efectului;

c)durata efectului;

d) intentionalitatea efectului.

Cercetarile privind mass — media pot urmari foarte usor persoanele care
suportd efectele mass — media prin intermediul sondajelor, despre care am pome-
nit mai sus. Efectele pot fi urmadrite la nivel individual, la nivel de grup sau la nive-
lul intregii societati. Alte studii despre influenta mass — media au relevat natura
acesteia: daca mesajul a fost receptionat sau nu, daca influenta mesajului a fost de
naturd cognitiva sau de ordin comportamental, care a fost intervalul de timp ce
a trecut intre emisia mesajului si momentul in care se poate inregistra o anumita
influentd. Studiind datele acestor cercetari, sociologii au ajuns la concluzia cd exista
trei tipuri de influente pe care le poate exercita mass — media asupra aceluiasi con-
sumator de informatie:

a) influenta pe termen scurt (pana la 6 zile);

b) influenta pe termen mediu (7 - 30 zile);

¢) influenta pe termen lung (peste o luna).

Mesajele media ar mai putea avea unele influente pe care emitentul nu le-a
prevazut sau nu le-a dorit. Astfel avem influentd intentionald si nonintentionala
(voita si nonvoita).

In studiile facute in 1948 privind alegerile din SUA si incluse peste un an
in Analele Academiei Americane de Stiinte Sociale si Politice, cercetatorii Lazars-
feld, Berelson si Gaudet au evidentiat ca receptarea emisiunilor politice depinde
de orientarea sau predispozitia alegatorilor.,Oamenii selecteaza de cele mai dese
ori informatia intr-o maniera subconstientd, adica preferd acele mesaje care le
confirma orientarea politicd”, - au ajuns la concluzie cercetatorii. Studiile ulterioare
celor realizate de Lazarsfeld, Berelson si Gaudet au demonstrat ca exista doua tipuri
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de selectivitate: selectivitatea de facto si selectivitatea motivatd. Selectivitatea de
facto ilustreaza tendinta publicului de a selecta informatii conform predispozitiilor,
pe cand selectivitatea motivata este o selectie congstienta bazata pe niste criterii
proprii, suficient de bine orientate.

In anul 1940, acelasi Lazarsfeld studiase alegerile prezidentiale din acel an.
Acesta a vrut sa afle in ce masura campania electorala la radio si in presa a influentat
comportamentul alegatorilor. Sociologul a ajuns la concluzia ca mass — media nu
a avut un rol major, ci, dimpotriva, anume relatiile interpersonale s-au dovedit a
fi hotaratoare pentru decizia de a vota pe unul sau pe altul dintre candidati. Din
peisajul mass - media de atunci insd a lipsit televiziunea. Aparitia televiziunii a dat
peste cap rezultatele anterioare ale lui Lazarsfeld.

Mihai Coman in ,Introducere in sistemul mass - media” aminteste despre
exemplul campaniei electorale din 1960, unde in calitatea de candidati pentru
alegerile prezidentiale ale SUA au participat John F. Kennedy si Richard Nixon. Pen-
tru prima data in istoria Statelor Unite ale Americii dezbaterea finala s-a desfasurat
la televiziune, pentru ca pana atunci toate dezbaterile erau transmise doar prin in-
termediul radioului. ,Dupa consumarea dezbaterii, atat cei care au ascultat-o nu-
mai la radio, cat si cei care au vazut-o numai la televizor au fost intrebati pentru
care dintre cei doi candidati ar vota. Spre surpriza cercetdtorilor, primul grup I-a
declarat castigator pe Nixon, in timp ce al doilea grup I-a preferat in majoritate pe
Kennedy... Telespectatorii vazusera un tanar impetuos, sigur pe el, emanand forta
si dinamism — pe de o parte, si un om mai in varstd, tras la fata (Nixon refuzase sa fie
machiat inainte de a intra in studio; luminile studioului i-au exagerat cearcanele si
ridurile), cu miscdri mai lente care sugerau o anumita lipsa de vigoare - pe de altd
parte”. Astfel se observa ca cei care au urmarit dezbaterea intre cei doi politicieni
la televizor, au fost influentati mai mult de imagine decat de continutul mesajului,
»€are au aruncat intr-un plan secund elementele rationale si a scos in prim plan el-
ementele cu incarcatura afectiva” Cu atat mai mult aceastd alegere este de inteles,
cu cat John F. Kennedy se considera si pana astazi unul dintre presedintii americani
cu cel mai inalt sex-appeal. Aceasta caracteristica mai este motivata si de faptul ca
a fost presedintele cel mai tanar in istoria Statelor Unite ale Americii, la momentul
declardrii acestuia presedinte al tarii.

in societatile democratice, mass — media si opinia publica se afla intr-o
permanentd schimbare si aceasta relatie nicidecum nu functioneaza dupa reguli
prestabilite, fixe si rigide. Ele devin pentru analisti indicatori si factori relevanti de
descriere si interpretare a schimbadrilor ce au loc in societate. Politica democratica
are mereu nevoie de aprobare, actiunile desfasurate de catre cei care detin puterea
de decizie politica trebuie sa fie mereu justificate in fata opiniei publice. Politicienii
mai au datoria sa informeze populatia cu privire la planurile si deciziile politice, de
aceea sistemul mass — media a devenit infrastructura centrala a societdtii moderne,
pentru ca acest sistem se extinde din ce in ce mai mult, atat la nivel cantitativ, cat
si la nivel calitativ. Cercetatorul german, Otfried Jarren, propune cateva concluzii
asupra valorii sistemului mass — media din societatea actuala in studiile sale despre
comunicarea politica, printre care autorul noteaza ca functia de intermediere a
informatiilor detinuta de medii s-a amplificat enorm. Tot el afirmd ca mass — media
are un rol dominant in societate, castigand atentia si aprobarea populatiei datorita
gradului de utilizare crescut. In cazul nostru, cu referinta la perceptia informatiilor
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politice de catre publicul larg, putem spune ca fara mas - media nu poate exista
o comunicare reald intre elementele politicii si publicul larg. Prin urmare, opinia
publica este influentata de mass — media din democratiile moderne la nivel struc-
tural, procedural si de continut.

Putem vorbi despre existenta sigurd a influentei mass — media dintr-o
perspectiva politica asupra comportamentului cetateanului simplu atat in Repub-
lica Moldova, cat si in Occident, reiesind din:

- interesul fata de politica si identificarea principalelor surse de informare
politica a populatiei;

- evaluarea preferintelor populatiei fatd de principalele canale televizate
din punct de vedere al stirilor, dezbaterilor politice etc.;

- urmarirea campaniilor electorale si influenta acestora asupra deciziei de
vot;

- asteptdrile populatiei in ceea ce priveste alegerile locale sau parlamentare
si estimarea intentiilor de vot;

- efectele publicarii sondajelor de opinie asupra votului in favoarea
fnvingatorului sau invinsului din sondaje;

- perceptia pe care o detine populatia asupra situatiei politice din tara,
economie, nivelul acesteia de implicare in diverse activitati colaterale celor de
baza, printre care existenta sau nu a calitatii de membru al vreunui partid politic
sau O.N.G,;

- nivelul de cunoastere al campaniilor politice si sociale desfasurate de catre
mass — media si influenta acestora asupra atitudinii civice a populatiei;

- increderea in persoane si in institutiile politice ale statului;

- atitudinea populatiei fata de drepturile omului;

- existenta constiintei civice pentru masurarea gradului in care populatia
are responsabilitate civica si onestitate vis-a-vis de anumite valori general accep-
tate.

Mass — media imprima o amprenta serioasa pe mesajele transmise catre
consumatorul de informatii si influenteaza mai mult ca oricand constiinta public-
ului. Tot mai multi specialisti internationali vehiculeaza ideea ca mass — media a
ingenuncheat politica, iar democratia, in perceptia sa clasica, s-a transformat in
democratia televizorului.
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Elena PRUS. PARIZIANA ROMANESCA:
MIT S| MODERNITATE

Andrei BARNA
Universitatea ,Transilvania” din Brasov

Prin faptul ca monografia Elenei Prus este prima realizare in spatiul europe-
an axata integral pe analiza personajului literar feminin, locuitor al capitalei Frantei,
Paris, desemnat prin numele generic de Pariziana, se confera studiului de fata un
valoros caracter de unicitate.

Plecand de la referinte de ordin general, care privesc identitatea feminina,
femeia ca mit, femeia in civilizatia franceza, personajul feminin in literatura franceza
si, in mod special, in literatura franceza a secolului al XIX-lea, doamna profesor dr.
hab. Elena Prus parcurge cu sigurantd un itinerar critic stabilit judicios, fixandu-si
in prealabil obiectivele, din realizarea carora a rezultat un studiu amplu, de larga
referintd. Pentru intelegerea plenard a lucrarii este foarte importanta precizarea
autoarei: ,reprezentarea nu este o cunoastere a lucrurilor in sine, ci o constructie
a lumii in constiinta noasta. Am dori sa precizdm ca sintagma propusa in titlu
Reprezentarea romanescd a Parizienei nu tine doar de reprezentarea in sensul clasic
de mimesis, ci si de construirea unui univers teatral al reprezentarii, ce corespunde
inerentei imanente a femeii pariziene. Reprezentarea mentald si romanescd a Pari-
zienei din capitolul | se completeaza cu Pariziana in reprezentare in capitolul Il.
Aceasta polisemie a conceptului reprezentare reflecta complexitatea personajului
si dimensionarea ineditd a interpretarii ei.”

Asa cum si-a propus, recurgand la un model de lectura extins prin aplicarea
interdisciplinaritatii ca mecanism adecvat de intelegere si interpretare a personaju-
lui in cauza, si urmand traditia francezd, monografia practica treceri frecvente de
la literatura la sociologie, de la istoria mentalitatilor la etnopsihologie si teatrolo-
gie, pentru a urmari subiectul in profunzime, din diverse unghiuri. Lucrarea este
literard, dar de o literatura deschisa altor demersuri de cunoastere prin caracterul
sdu interdisciplinar.

Rezultatele cercetarii se desprind din noile perspective pe care interpre-
tarea personajului literar feminin al Parisului le personifica la nivel fenomenologic,
gnoseologic, poetic si poietic.

Din perspectiva fenomenologica, Pariziana ca subiect modern, ca Femeie
Noua, accede, prin transcenderea stereotipului femeii traditionale ca model novator
de simtire, de gandire si de actiune, la eveniment. Mai libera fata de constrangerile
timpului decat contemporanele si concetatenele ei, dar impartasind contradictiile
vremii, femeia pariziana polemizeaza cu rolul sau traditional inventandu-si, si mai
ales asumandu-si, roluri noi fiind capabila uneori sa proiecteze o noua perspectiva
asupra evenimentelor. Ea este simbolul sensibilitatii rafinate si inoitoare care apa-
re in momentul uzurii sociale. Importanta subiectului femeii pariziene este ca ea
scoate in evidenta multe puncte nevralgice legate de conditia si reprezentarea
femeii in societatea franceza a secolului al XIX-lea. Agent transformator, cataliza-
tore de idei si energii latente, acest personaj feminin repune in discutie statutul
identitatii feminine, identitate pe care o problematizeaza sub un unghi specific.
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Imaginea Europei secolului al XIX-lea este una virila, de la marea Revolutie, la
razboaiele lui Napoleon si pana la revolutiile si restaurarile alternative care au frag-
mentat istoria moderna a Frantei. in acest context istoric, d-na Elena Prus scoate
in evidentd faptul ca specific pentru femeia pariziana este faptul de a fi inteles, in
urma deziluziilor in revolte si revolutii care nu i-au schimbat cu nimic statutul in Ce-
tate, ca trebuie sa-si reorganizeze singura rolul in cadrul traditiei, ajungand la una
din concluzii, sianume ca Pariziana este si prototipul Femeii Noi in sensul ca poseda
calitati noi, concomitent cu cele vechi, pur feminine, manevrand cu mare iscusinta
intre aspiratiile feminine si cele masculine. Pe fundalul unei ,rebeliuni feminine” a
secolului, femeia pariziana infaptuieste o ,rebeliune elegantd” Pariziana ofera po-
sibilitatea revizuirii raporturilor dintre genuri ce au cunoscut diferite deplasari ale
centrului de gravitatie.

O alta directie de cercetare a autoarei ii da acesteia posibilitatea de a afirma
ca din perspectiva gnoseologica, Pariziana personifica ideea cautarii si afirmarii
propriei identitdti. Definitia hegeliana a modernitdtii ca autonomie a individului
si constructie de sine in deplina libertate este perfect aplicabila femeii pariziene.
Rolul Parizienei este reprezentativ in cultura in masura in care capteaza imaginea
culturii franceze, fiind o personificare a unei sensibilitati si trairi specifice. Lucrarea
scoate in evidenta faptul ca ciocnindu-se de barierele unei societati mic-burgheze,
ermetice afirmarii feminine, Pariziana isi construieste o autonomie relativa. Daca
emanciparea se asociaza, in mod traditional, cu forme institutionalizate - societati
sau comitete cu o structurd si un program — emanciparea femeii pariziene tine de
modul sdu de a fi. Autoarea concluzioneaza ca, in felul acesta, femininul francez
schiteaza unele scenografii noi si originale ale modernitatii, adaugand ca Pariziana
este femeia care a stiut sa-si automodeleze personalitatea, femeia pentru care afir-
marea sinelui atinge superlativul. Aceasta cautare de tip modern se exprima prin
afirmarea si autopromovarea sinelui in marele oras.

Avansand cu pertinenta idei indraznete, Elena Prus afirmd ca femeia
pariziand face posibil, in plan de fictiune, ceea ce secolul pune in spectacol, si
anume - contradictia. Ea ne apare succesiv ca idolatrizare si umilinta, viciu si vir-
tute, utilitate si gratuitate, erotism si pragmatism, dominata si dominantd, activa si
pasiva, purtatoare de valori de civilizatie si de natura primitiva, rezervor de angelic
si demonic. Aceasta unitate a contrariilor constituie oximoronul, figura cea mai
marcanta pentru caracteristica Parizienei. Concluzia este ca ideea de originalitate,
excentricitate, curiozitate si fantezie, absente in cultura europeana de dupa baroc,
revin in forta si se manifesta la acest persona;.

Indeplinind obiectivele pe care si le-a propus in Introducere, valoroasa lu-
crare a d-nei prof. univ dr. hab. Elena Prus, respectand inerenta creativa a perso-
najului, realizeaza un model de lectura po(i)etica a femeii pariziene ca eveniment
expresiv socio-cultural si fenomen artistic, oferind totodata un model de cercetare
stiintificd, printr-o abordare interdisciplinara.

Monografia d-nei Elena Prus este un studiu care face cinstea stiintei lite-
rare din sec. XXI. Ea indeamna si incurajeaza tinerii cercetatori sa amplifice definitia
modernitdtii ca autonomie a individului, caci eu-l a fost si va ramane aspiratia
fiecaruia din cei care se vor moderni ai Planetei
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Aliona DOSCA. CONSTRUIREA SISTEMULTUI
LEXICAL-SEMANTIC TERMINOLOGIC AL DOMENIULUI DE
APLICARE DREPT
(Teza de doctor)

Ana GUTU
Universitatea Liberd Internationald din Moldova

Teza prezentata spre sustinere reprezintd un rezultat al demersului
investigational al tinerei cercetdtoare, care are un suport geostiintific real, lucrarea
fiind elaboratd in mediul stiintific si lingvistic al Germaniei si Austriei. Caracterul
complex al cercetarii efectuate transpare de la bun inceput in titlul lucrdrii, dar mai
ales in structura tezei materializata in patru capitole, fiecare fiind urmat de conclu-
zii suficient de pertinente pentru a convinge un lector vizat in problema. Carac-
terul novator al cercetarii rezida in insasi esenta problemei - si anume investigarea
tridimensionala a metlimbajului juridic in limba germana si romana, pe alocuri aria
datelor empirice fiind extinsa si in limba engleza si franceza.

Abordarea gnoseologica pe care o propune autoarea in examinarea
minutioasa a terminologiilor ramurale in domeniul dreptului ni se pare cea mai
apropriata si mai moderna la etapa actuald de dezvoltare a cunoasterii umane. Re-
zultatele cercetarii, rationamentele suficient de argumentate si probante, sunt val-
oroase prin necesitate imperioasd a acestui gen de investigatii stiintifice in spatiul
romanesc al Republicii Moldova, care a fost nevoita pe parcursul mai multor ani sa
utilizeze terminologii ramurale incorecte, parvenit in uzul profesional prin interme-
diul limbii ruse.

Scopurile cercetarii par a fi destul de pretentioase: abordarea de fond a ter-
menului juridic, a conceptului si a notiunii, analiza particularitatilor de organizare
sistemica a terminologicei juridice, relevarea complexitatii si caracterului organizat
al terminologiei juridice, studierea fenomenelor glotice limitrofe, prezentarea prin-
cipiilor si metodelor fundamentale de constituire a SLST s.a.

Instrumentul fundamental al investigatiei il constituie filosofia logico-
matematicd lansata de scoala terminologica vieneza in frunte cu Wuster, insa, abor-
darea pe care o propune autoarea, iradiaza in multiple fatete, simtitor imbogatite
de doctrinele terminologice contemporane germanice si romanesti de autori ca
Arntz R., Stolze R., Wendt S, Ciobanu G., Bidu-Vraceanu A., Dumbraveanu I. S.a.
Astfel, Aliona Dosca s-a straduit sa cuprinda in lucrare sa trei dimensiuni impor-
tante pentru studierea si sistematizarea terminologiei juridice a limbii germane
- elaborarea, ierarhizarea computerizata si traducerea. Axa conceptuala, asa
precum e si traditia stiintifica in domeniu, devine punctul de plecare in parcursul
epistemologic. Dovedind prin exemple concrete necesitatea adoptarii vectorului
onomasiologic, cercetatoarea construieste ierarhii terminologice, asa numitele sis-
temele lexico-semantice terminologice, propunand si o analiza componentiala a
formantilor din punct de vedere a teoriei derivarii. In acest sens est salutabil faptul
punerii in valoare a lucrdrilor inestimabile ale savantilor din republica Moldova -
I.Dumbraveanu, Gr.Cincilei, S.Berejan s.a.
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Structura tezei de doctorat a fost determinata de problematica abordata, de
scopurile formulate si tridimensionalitatea proiectiei epistemologice - elaborarea
termenilor, ierarhizarea computerizata si traducerea.

Corpusul de exemple a fost selectat de autoare prin metoda trierii lexico-
grafice si textuale, fiind supuse investigatiei matematico-statistice articole de
presa, articole stiintifice, realizandu-se astfel principiul eminamente important al
functionalitatii lingvistice. Ea a cercetat circa 1675 termeni si unitati terminologice
din domeniul dreptului - in limba germana cu traducerea lor in romana.

Utilitatea aplicativa a studiului, fara indoiald, rezida in legatura dintre
ierarhiile terminologice controlate si bazele de date informatizate. Autoarea a reusit
sa demonstreze si sa convinga traducédtorii-terminologi avizati de faptul cd astazi
este imposibila activitatea lor profesionala fara asistenta noilor tehnologii. Ultimul
capitol al tezei contine precepte praxiologice pentru traducatorii textelor juridice.
Dimensiunea didactica este si ea prezenta in cercetarea propusa spre sustinere.

Autoarea ajunge la concluzia ca cercetarea domeniului referential juridic are
importante consecinte practice pentru terminologii si traducatorii profesionisti.
Aliona Dosca considera ca este necesara implementarea unor cursuri practice mai
bine dirijate in directi insusirii si manipularii plurilingve a terminologiei juridice.
Pentru aceasta autoarea vine cu solutii concrete in scopul descrierii (definitia),
ierarhizarii si gestionarii plurilingve a vocabularelor juridice controlate. sunt nec-
esare.

Bibliografia consultata pentru efectuarea cercetarii este impresionanta din
punct de vedere a geospatiului stiintific - vom remarca autori germani, englezi,
francezi, romani.

Anexele sunt suficient de elaborate si convingatoare si vin in sprijinul postu-
latelor teoretice apdrate si enuntate in paginile tezei de doctorat.

Desigur, pentru publicarea ulterioard a tezei in forma de monografie
putem formula si unele sugestii, desigur, optionale, de imbunatatire a structurarii
continutului, si anume:

e Structurarea capitolelor cercetarii conform a triadei elaborare terminolo-

gie, ierarhizare, traducere-predare;

e Delimitarea clara a fenomenelor lexicale ce tin de semantica si structura
termenilor juridici prin insertia informatiei respective in capitole si sub-
puncte explicit formulate;

e Excluderea fenomenului sinonimiei in metalimbajul descriptiv al termi-
nologiei juridice (ex.: domeniu de aplicare - domeniu referential; limbaj
specializat - metalimbaj; tezaur - thesaurus s.a.

in incheiere vom mentiona premiera studiului analizat - implicarea limbii
germane ca instrument de comunicare juridica in plan contrastiv cu limba romana
- acest fapt ii asigura deja succes tezei din punct de vedere sociolingvistic in spatiul
romanesc al republicii Moldova.

Recomandam fara rezerve teza spre sustinere publica si consideram ca au-
toarea Aliona Dosca meritd plenipotentiar sa i se atribuie titlul stiintific de doctor
in filologie.
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Ana GUTU. UNIVERSALIILE UNUI CURS
MODERN DE TRADUCTOLOGIE

lon MANOLI
Universitatea Liberd Internationald din Moldova

Aceasta carte a crescut in ritm constant pe parcursul a mai multor ani de
munca creativa si de daruire activitatii universitare a doamnei dr. prof. Ana Gutu la
ULIM, catedra filologia franceza.

Versiuni - pilot ale unor parti din carte au aparut in anii 2000-2008 ca mate-
riale didactice, ca articole stiintifice, ca si comunicari la conferinte si simpozioane.
Intregul material a luat forma unei prime versiuni complete a Traductologiei. Do-
amna i-a dat un titlu destul de modest si simplu Introduction a la Traductologie (
- Chisindu: ULIM, 2008 - 335 p).

Doresc s-o zicem din capul locului: cartea are titlul ei nepretentios, laconic,
dar ea inseamna si valoreaza cu mult mai mult, avind o importanta fundamentala
atit pentru student, cat si pentru specialistul care se intereseaza din plen de prac-
tica si teoria traducerii.

Autoarea pe parcursul cértii (manualului) a fost constientd de avantajul
oferit de noile cercetari de anvergura (Roger T. Bell, J. Derrida, Magda Jeanren-
aud, J.R. Ladmiral, Georges Mounin, Paul Ricoeur si citi altii), pe care le-a folosit
plenar, de realizarile procesului de la Bologna, de cerintele absolut inovatorii fata
de pregadtirea specialistilor traducatori-interpreti.

Ca rezultat avem in fata o ampld cercetare a universaliilor traducerii, a
evaludrii calitatii traducerii, a echivalentei si proliferarii traducerii, traducatorul in
triade si dicotomii lingvistice, filosofice si pedagogice.

Una dintre lectiile pe care trebuie si poate sa le extraga orice specialist in
traductologie din cursul dnei prof. Ana Gutu despre tainele, barierele si succes-
ele traducerii ramane lectia (conference) ca valoare atat stiintifica stricto modo,
cat si practica. D-na profesor a izbutit sa de- dramatizeze postulatul teoretic al
intraductibilitatii; a evitat echilibristica termiinologica si ne-a prezentat un curs
modern, in care traducerea este si un proces, si un produs. in cursul recenzat vom
intalni mai multe definitii de alternativd, dar toate se vor axa pe corelatiile dintre
Jproces”si rezultat”.

Cursul are o structura concreta si concisa: el este compus din 3 module:

I-l modul ,Synthése didactisée du cursus’, care contine textele prelegerilor
teoretice;

Modulul Il -, Précis de traductologie’; care contine antinomiile traducerii ( de
la transcendenta imaginarului la ,pierderile” si lacunele traducerii);

Modulul Ill - Précis de terminologie — un ciclul de micro-cercetari in plan se-
miotic ale nominatiei terminologice (ierarhizarea terminilor, tipologia raporturilor
structurale, procesele dinamice in terminologie).

in modesta recenzie pe care o semnam nu vom purcede la analiza detailiata
a fiecdrui modul in parte, asa cum se face traditional. Noi vedem aceastd carte ca
o fuziune moderna a tuturor realizarilor din domeniul traducerii. Pentru autor pro-
cesul sau rezultatul transformarii informatiei dintr-o limba (sau varietate a limbii)
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n alta este un crez al cantarilor, un scop. Scopul este de a reproduce cat mai ex-
act posibil toate caracteristicele gramaticale, lexicale si stilistice ale originalului din
slimba sursa” prin cdutarea de termeni echivalenti in limba - tinta" Acest scop va
fi urmat si la nivelul psihologic, si cel filosofic. in acelasi timp, ne indeamna autorul,
orice informatie continuta in textul original necesita (exige) pastrarea acesteia si in
traducere.

Cartea de fata a mai aparut datorita unui puternic sentiment de nedumerire,
provocat de felul in care afost tratata traducereain sec. al XX-lea, atat de teoreticienii
domeniului, cat si de o parte din lingvisti, filosofi, psihologi.

D-na Ana Gutu este mai intdi de toate un lingvist modern. Ea a folosit in
mod sistematic (nu arbitrar) tehnicile si informatiile esentiale oferite de lingvistica
actuala. Ea a folosit in modul cel mai fericit totul din teoriile lingvistice actuale, care
au fost si au ramas fidele notiunii de teorie a traducerii ca stiinta.

D-na Ana Gutu este constienta ca nu poti depdsi o evaluare normativa si
subiectivd a textelor fara a face un apel continuu la lingvistica. Natura si functiile
limbajului, metodologia studiului lingvistic i-au fost mereu de bun augur. Fiecare
text al lectiei poate constitui un text-model de cercetare in care se evidentiaza:
tema, problemele puse in discutie, textul propriu-zis si, bineinteles, sursele biblio-
grafice.

Sa luam, spre exemplu, lectia N10,Métier du traducteur: didactique et mar-
keting” (Meseria de traducator: didactica si marketing), care pune in discutie mai
multe micro-probleme ale subiectului:

1.Traducerea pedagogica si pedagogia traducerii.

2.Versiunea traducerii si tema. Perfectionarea traducatorului.

3.Date statistice si obiectivismul lor.

4.Meseria de a fi interpret si specificul ei: viata asociativd, gestiunea afac-
erilor, etc.

Numai o singura lectie include in structura sa o multime de parametri spre
care trebuie sa tinda traducatorul modern, care este un,angajat”si un,,angajator”.

»"Angajamentul”traducdtorului contemporan inseamna,experienta doliului
dupa dorinta de perfectiune, pentru a putea apoi asuma in deplina austeritate, fara
nici o exaltare ,sarcina traducatorului”. (Magda Jeanrenaud. Traducerea filosofiei,
filosofia traducerii — In: Paul Ricoeur. Despre traducere. — Buc.: Polirom, 2005 p. 31).

D-na Ana Gutu ii face pe studenti sd reflecteze in profunzime si fara graba
la traducerea formulelor ,traducerea pedagogicd’, ,pedagogia traducerii’; ,sarcina
traducdtorului’, etc. Ar pdrea, conform uzantelor, ca problema traducerii chiasmelor
este simpla. Din textul lectiei, din sursele bibliografice recomandate vedem com-
plexitatea si controversa lucrurilor.

Datele statistice din textul lectiei au menirera sa-I convinga pe student cat
este de necesara si valuroasa meseria interpertului — traducatorului. Azi numai in
Parlamentul European trudesc circa 240 de interpreti si peste 360 de traducatori.

Daca studentul va munci cu zel si creativitate asupra asimilarii cursului
propus de d-na prof. Ana Gutu, apoi avem toata certitudinea ca vestita definitie cu
caracter cristomatic,Traduire, c'est énoncer dans une autre langue (ou langue cible)
ce qui a été enoncé dans une autre langue source, en conservant les équivalences
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sémantiques et stylistiques”. (J. Dubois et al. Dictionnaire de linguistique. - Paris:
Larousse, 1973 . p. 490) va deveni pentru el partiald, incompleta si depasita.

La urma urmei, a spune ca un text este, potential, fara sfarsit si ca traducerea
lui nu poate avea un carcater finit, inseamna ca orice act de traducere e sortit de
a avea cusururi, uneori mai mari, alteori mai mici, dar vesnic prezente. D-na Ana
Gutu ne pazeste de acest deconstructivism, care vine din aria interpretarii textuale
si limitele ei.? (Umberto Eco. Limitele interpretarii. - Bucuresti: Polirom, 2007. -391
p.). Pana si deconstructivismul cel mai radical consimte ideea ca exista traduceri
acceptabile, facute bine, laudabile. Aceasta inseamna ca textul tradus (cel oral ori
cel scris) impune traducatorilor niste restrictii pe care studentul, viiitorul specialist,
trebuie sa le stie si sa le foloseascd (daca e cazul). Limitele traducerii ca si limitele
interpretarii coincid cu drepturile textului (ceea ce nu inseamna ca ar coincide
cu drepturile interpretului de a face ,ce quon veut”). in egala masura, dat fiind
faptul ca traducerea ca proces implica in mod fundamental (crucial) limbajul, d-
na Gutu considera ca este nevoie sa facem apel la resursele lingvisticii care se
ocupa de aspectele sociale si psihologice ale realizarii limbajului: psiholingvistica si
sociolingvistica. Prima examineaza procesul care are loc in mintea traducatorului,
iar a doua plaseaza textul din limba - sursa si pe cel din limba-tinta in contextele
lor culturale (literare). (RogerT. Bell. Teoria si practica traducerii — Bucuresti: Polirom,
2000, p.31).

D-na prof.. Gutu este un specialist realist si pragmatic: pentru ea, cat si pentru
student nu existd nimic mai semnificativ decat un text tradus care isi afirma armonia
in sens, stilistica si corectitudine de transfer pragmatic. Spre deosebire de partizanii
traducerii orientate spre limba si cultura textului, d-na Ana Gutu isi indreapta scopul
spre complexitate; dorinta ei ca traducatorul sa patrunda in toate tainele de ordin
lingvistic, literar, psihologic rdmane primordiala; traducatorul conform platformei
stiintifice este nu rugat, ci obligat sa patrunda pe ,usa strdinului”.

Manualul este bine documentat, flexibil, folosind fara reticente si inhibitii
toate achizitiile recente din domeniul traductologiei. Grila de lectura constituita
din grija excesiva pentru student permite surprinderea si interpretarea stiintifica
a traductologiei, care mai are nevoie de a fi obiectivizatda. O mentiune speciala
in acest sens atat pentru limba franceza, cat si pentru cea romana, ambele clare,
precise in care este expusa si redactatd lucrarea, fapt care ii confera acesteia tinuta
stiintificd autentica si deplina lizibilitate si comprehensiune.

D-na Ana Gutu si-a propus si a reusit sa desfasoare o analiza multiaspectuala
a traductologiei (de la cele 3 curente ale traductologiei pana la meandrele tainice
ale fenomenului), lucrarea reuseste deopotriva performanta de a pune in lumina
si de a argumenta stiintific un fenomen pluridisciplinar in plan de evolutie, care se
cere urmadrit si studiat plenar in sec al XX-lea.

Autoarea este cunoscuta in teoria si practica traductologiei moderne si azi
in arealul romanesc este citatd din abudenta la acest capitol. Are un stil stiintific per-
sonal: textul scris de ea este clar, logic si coerent. Dinsa utilizeaza cu descernamant
informatiile din bibliografia consultatd, fapt care favorizeaza o abordare complexa
a traductologiei. Judecatile facute sunt de valoare si ele sunt convingdtoare. Nu
incape indoiala ca rezultatele acestei trude de pionerat vor putea constitui o sursa
cu adevarat stiintifico-pedagogica utila pentru studentii de la facultatea Limbi
Straine, dar si pentru publicul mai larg, care investigheaza traductologia moderna

ca vitalitate.
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Igor ALENIN. FUNCTIILE MOTIVELOR BIBLICE
iN SISTEMUL CONSTANTELOR ARTISTICE DIN LITERATURA
UNIVERSALA A SECOLULUI AL XX-LEA
(Teza de doctor)

Elena PRUS
Universitatea Liberd Internationald din Moldova
Institutul de Cercetdri Filologice si Interculturale

Lucrarea se construieste pe definirea rolului, functiilor si decodarea mo-
tivelor biblice in literatura si cultura universala a secolului XX. Matrice a tiparelor
si imagine simbolica a umanitatii, Biblia devine in lucrare formula si cheie pentru
esentializarea conceptuald si decriptarea arhitecturii operelor literare, scoaterea in
evidenta a liniilor pricipale de subiect, analiza personajelor-cheie si a sistemelor
de personaje, perceperea destinelor si caracterelor umane individuale si colective.
Premisa de baza de la care porneste autorul este faptul ca Vechiul si Noul Testament
se erijeaza in metatext al culturii. Tabloul realizarii artistice a motivelor, simbolurilor
siimaginilor biblice se conformeaza unei logici interne a Cartii cartilor. Teza este un
demers hermeneutic complex de cdutare a sensurilor sacrale profunde, incluzand
elementele sale fundamentale cum ar fi comprehensiunea, interpretarea, deco-
darea si exemplificarea. Autorul demonstreaza cat de important este sa ajungem in
receptarea textelor la nivelul sacramental de profunzime, care constituie fundalul
mitologico-arhetipal in lucrarile care se preteaza tipului de analiza propus.

Creditate sub raport valoric, constantele biblice se regdsesc in marile
literaturi moderne si postmoderne. Analiza mecanismului prin care prozatorii
si poetii au citit si interpretat Vechiul si Noul Testament ca intertext al procesului
cultural-artistic este efectuata prin grila teoretica a investigatiilor fundamentale ale
cercetarilor mitologice, cit si pe cea comparativ-etnografica datorata lui J.Frazer,
L.Levi-Brulle, M.Eliade, M.Buber, A.Losev, M.Bahtin s.a.

Demersul analitic a conturat, argumentat si exploatat un ansamblu de
termeni adecvati tematicii: motive, imagini, simboluri, mitologeme, ritualeme,
cronotopi, arhetipuri etc., care formeaza in totalitate un sistem de constante in
textele literare, concept fundamentat in lucrarile distinsului savant si conducator
al cercetarii de fata - R. la. Kleiman. Doctorandul Igor Alenin, molipsit de demersul
profund al conducatorului, a stiut sa dezvolte pe un material extrem de extins o
lucrare polivalenta pe materialul literaturii germane, ruse, engleze, americane si
evreiesti.

Textele care constituie corpusul aplicativ se constituie din etnoculturi a
diferitor continente, tin de diverse curente si genuri literare. Gradul si mai ales modul
diferit de asimilare a motivelor biblice in diferite arealuri civilizationale constituie
un merit incontestabil al lucrdrii. Parcursul analizei se desfasoara, prin specificul
sdu, ca o cdutare involutiv-retrospectiva aprofundata a motivelor eterne, dar are ca
subiect o deschidere evolutiv-prospectiva spre literatura contemporana.

Lucrarea se construieste pr raportul dintre scriitor, religie, cultura si
ideologie intr-o epoca complexa, in care lumea se intreaba tot mai mult in ce
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masura centrul de gravitatie al lumii mai este divinitatea. Jocul gratuitatii si al
efemerului se vadeste foarte pregnant, cum o demostreaza scriitorii, in literatura
contemporand, impletindu-se de la caz la caz cu morala, politica, traditiile sau
provocarile timpului.

Este argumentat impactul mitului puritan asupra crearii mitului despre
America ca pamint al fagaduintei, analog contemporan al israelitilor din Vechiul
Testament si impactul dragostei fatda de natura si al filozofiei vitaliste asupra
caracterului national american. Dezvoltate mai ales sub aspectul caracterului
hermeneutic al operelor lui D. Knut, Shmuel Agnon, Bruno Schulz, a vocatiei si
sperantelor mesianice a evreimii, a onomasticii (si nu semantica numelui, cum se
spune in lucrare), toposului si cronotopului biblic preferential, motivele biblice in
literatura evreiasca fie din diaspora, fie din Israel se integreaza in modul cel mai
direct si organic, fiind parte integranta a constiintei milenare a poporului evreu.

Specific pentru perioada sovieticd este contrapunerea mitului biblic si celui
social ca viatd ideala (impus de literatura oficiald), mentinerea de catre marii scriitori
rusi din opozitie a cuvintului sacru (L.Andreey, I.Bunin, N.Gumiliov, A.Ahmatova
s.a.), demitificarea limbii abreviaturilor comuniste la M.Bulgacov. Intr-o epoca care
era complect ostila principiilor in discutie, marii scriitorii rusi, cum ar fi M.Bulgacov,
constata Igor Alenin, au creat o lume mitologica proprie, cu paradisul, infernul
si purgatoriul sdu (si nu ispititorul, cum se spune in lucrare), in care protagonistii
fugureaza simultan si in rolul lui Cristos, si in rolul apostatului. Acest ultim motiv
se poate compara cu cel al dublei naturi dezvoltat in romanele lui W.Faulkner.
Motivul absentei tatalui la M.Bulgacov se cere comparat cu cel similar in creatia
poetilor evrei contemporani. Sub acest aspect al aprofundarii comparatiei in cazul
folosirii acelorasi motive, simboluri, ritualuri, mitologeme, imagini de catre arealuri,
civilizatii sau autori diferiti - lucrarea ar fi putut sa cistige mai mult in profunzime.

Lumea biblica atemporala primeste de la scriitor la scriitor variate
contururi spatio-temporale, dar mai ales ideatico-poetice. Autorul lucrarii gdseste
principale motive biblice, cum ar fi alianta de creatie dintre Dumnezeu si om,
motivul sacrificiului si al ascezei la Th.Mann, motivul,s-a rupt a timpurilor legamint”
si cel al haosului lingvistic la Th.Eliot; motivul tradarii specific pentru literatura rusa
(D.Merejkovski, M.Volosin, N.Golovanov); motivul absentei tatalui/singuratatii fiului
si cel al mortii/invierii la Bulgacov si Bruno Schulz. Cum va constata in concluzii
insusi autorul,,motivele biblice indeplinesc functii distincte determinate de pozitia
specifica autoctoriala si de sarcina inedita de creatie pe care si-a propus-o"

Sunt comentate in cunostinta de subiect simbolul al drumului de la
superstitie pina la etica umanista la T.Mann; simbolurile apei, stincii si pietrii la la
Th.Eliot; simbolul stelei, templului si facliei in poezia rusa (B.Pasternac, I.Brodski).
Daca losif laTh.Mann simbolizeaza calea parcursa de intreaga civilizatie europeang,
Th.Eliot si O'Connor fac referinta mai ales la lumea dispersata a Babilonului urban.

Caracterul ratacitor”al omului in lumea contemporana se completeaza cu
cel demiurgic al creatiei. Analiza de tip descriptiv se completeaza cu una de tip
metafizic axatd pe atitudine de tip interiorizat-reflexiv prin aducerea in discutie
a ritualurilor botezului si cel al mortii intru inviere la O’Connor, cel al rugaciunii,
pescuitului sau corridei care reia stravechile coduri crestine la Hemingway, alegoria
despre patimile lui Cristos la W.Faulkner.
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Problematica biblica se descopera organic si progresiv in poetica auctoriala a
scriitorilor ce au dominat harta literara a secolului al XX-lea din diferite perspective.
Sunt relevate, de la caz la caz si absolut indreptatite modalitatile narative pe care
diferiti autori le priveligeaza (reformularea concluziilor prin prisma functionalitatii
motivelor biblice, caracterul rasist al miturilor, exploatarea mai intensa a onomas-
ticii biblice, ancorarea lucrdrii intr-o polemica la zi prin aducere comparatiilor cu
lucrarile de ultima ora, cum ar fi Codului lui Da Vinci de D.Braun s.a.).

in baza moralei si categoriilor evanghelice fundamentale, lucrarea
contureazd o reflexie de ordin antinomic: credintd/indiferentd, viatd/moarte,
virtute/pacat, transcendent/pamintesc, suflet/corp, lumind/intuneric, incredere/
tradare, razboi/pace, desertaciune/plenitudine, intelepciune/prostie, singuratate/
colectivitate, esentd/aparenta, efemer/etern, iudaism ortodox/evreism luminat,
activ/pasiv, etc. Aceste dihotomii, bazindu-se pe un topos general-uman, loc
geometric al fortelor de orientari diferite, relevd probleme controversate legate de
problema credinteiin societatile moderna si post-moderna. Dubletele sus-amintite,
unesc prin permanenta lor lumea arhaica cu cea moderna, formind o constantd a
spiritualitatii cereuneste cvasitotalitateascriitorilorexaminati. Preocuparile artistilor
pentru aceste elemente, care formeaza o paradigma a contrastelor, se traduce in
opere concrete prin directii, personaje, obiecte care se interpatrund, se intretaie
sau se exlud. Putem conchide ca in aceasta lume polisemantica a valorilor biblice,
antiteticul, de la crearea umanitatii pina azi, la fel ca in lumea arhaicd, medievald
sau baroca, continua sa fie o constantd, de rind cu tendinta de a le invinge sau
armoniza.

Mi-as mentine totusi unele sugestii, in afara de cele mentionate pe
parcursul analizei, cum ar fi cea ce tine de completarea corpusului de texte analizate
prin reprezentantii traditiei latine in domeniu (Unamuno, Sartre, Mauriac, Julien
Green sau altii), pentru ca lucrarea sa aiba cu adevadrat un caracter european, cum
se sugereaza in titlul capitolului I.

Deosebit de reusite apar Concluziile formulate la un alt nivel de interpretare
decat cel pe capitole si grupate in compartimente cu caracter hermeneutic, istorico-
literar si teoretico-metodologic, ceea ce permite de a scoate in evidenta conceptul,
demersul si valoarea lucrarii. Vom concluziona si noi c3, trecand din epoca in epoca,
motivele biblice isi cristalizeaza semnificatia. T.Mann in losif si fratii sdi mentiona [IV]:
,Noi mergem pe o urma si intreaga viata este o completare a formelor mitologice
cu prezent’, ceea ce subliniaza amprenta mitologica a romanului contemporan si if
permite autorului sa constituie cu succes o poetica a motivelor biblice in literatura
universala.
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Anca Doina CIOBOTARU.TEATRUL DE ANIMATIE -
iNTRE MAGIE S| ARTA

Violeta TIPA
Academia de Stiinte a Moldovei

»Pentru a reprezenta viata umana

si a demonstra tot ce este in ea cel mai'ridicol,
ratiunea a inventat teatrul de marionete...
Jonathan Swift

Monografia Teatrul de animatie - intre magie si arta (Prinnceps Edit,
lasi, 2006), autor Anca Doina Ciobotaru, aparuta in colectia Masca, are in vizorul
cercetarilor sale un subiect pe cat de captivant pe atat de neglijat si dat uitdrii. Con-
siderat o cenusdreasa a genului — Teatrul de animatie sau in formula traditionala
consacrata de Teatrul de papusi — ramane de cel mai multe ori in umbra, eclipsat
de problemele teatrului cu actori, fiind mereu detestat si de faptul ca ar fi o arta
minord si nepterentioasa destinata spectatorului-copil.

Autoarea prezinta teatrul de animatie ca pe o lume fantastica si miraculoasa
anume prin semnificatiile papusii-marionete. Papusile — aceste figuri pe cat de
caraghioase pe atat si de simpatice, confectionate din diverse materiale — animate
devin o putere inexplicabild, capabild sa cucereasca atentia oricarui public. Papusa
prin sine ramane mereu un izvor inepuizabil de semnificatii si simboluri, in care
sunt codificate sensurile vietii si a relatiilor umane din diverse epoci si spatii. in
opinia autoarei ,spectacolul devine astfel un joc de codificare atunci cdnd este creat,
si de decodificare, atunci cdnd este receptionat” (p. 40). Posibil anume in aceasta si
rezida acea taind - taina papusii care i-a captivat pe multi artisti, maestri ai teatrului
si literaturii, incepand din antichitate pana in prezent. inca la Plutarh gasim marturii
ca marionetele se bucurau de popularitate deja in teatrul antic grecesc. Filosoful
francez Jean-Jacques Rousseau recunostea ca singur mesterea marionete si scria
pentru ele comedii. Notoriul scriitor german E.T.A. Hoffmann mentiona ca acorda
prioritate marionetei actorului viu pentru ca ea,nu minte". La fel tinem sa aducem
aci si caracteristica papusii data de Jiri Trnka, cel mai de vaza pdpusar ceh, care si-a
consacrat viata pdpusii, atat in teatrul de animatie cat si in, filmul de animatie cu
papusi. Regizorul ceh consemna ca ,pdpusa nu inlocuieste si nu poate sd inlocuiascd
actorul, altfel existenta ei n-ar avea sens”. Ea apare acolo unde jocul ei este mai sem-
nificativ decat cel al actorului viu si exprima ceea ce omul nu-i in stare. ,Esenta
pdpusii de teatru constd in impersonalitatea sa, forta cu care reprezintd nu persoane,
ci tipologii. Ea nu imita omul, ci simbolizeazd anumite trasdturi psiho-socio-culturale
esentiale ale acestuia...” (p. 63). Amprentele teatrului de animatie le gasim si in es-
tetica vestitelor teatre Kabuki si No din Japonia, in opera clasica chineza etc.

Infiripata la intersectia dintre lumea magicului cu cea a diverselor arte: de
la cea teatrala la arta interpretarii, a muzicii, coregrafiei si scenografiei - teatrul de
animatie devine o unitate stilistica complexa. Or, aparitia artei teatrului animat nu
este accidentald, ci coboara la formula sacra ,cea a relatiei omului cu Divinitatea si a
impletirii elementelor sacre cu cele profane” si pana a ajunge sa se inscrie ca o arta,
papusii fi revenea sarcina de intregire a riturilor mitice.
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E simbolic insusi titlul lucrarii in care Anca Doina Ciobotaru insereaza teatrul
de animatieintre magie si arta. Aceasta libera pendulare la care insista cercetatoarea
se Tncarneazad in teorii si analize, demonstrand indubitabil aderarea teatrului de
animatie atat la universul magic cat si la cel al artei, chiar si mai mult. Marcand
aceste dimensiuni extreme, autoarea le va raporta spatiului teatrului de animatie
in care substratul magic transpare in jocul ritualic si simbolic al papusilor. De astfel,
si locul teatrului de papusi in arta si cultura traditionala penduleaza spre sorgintele
magice ale ritualurilor care aveau o anume legatura cu spatiul ancestral, devenind
mai mult sau mai putin o comunicare cu zeii. Anume papusa in multe ritualuri mito-
folclorice era trimisul, solul transcedental, menit sa comunice cu fortele supreme.
Exemple elocvente ne vor servi ritualurile, ajunse pana la noi cum ar fi Caloianul sau
alaiul de masti al dramei populare Malanca etc. De astfel in majoritatea situatiilor
avem prezenta papusa sau masca (masca, e la fel o pdpusa ,interiorizata” lipsita de
corp, care ,constituie dovada cea mai puternicd a nevoii omului de metafora"”) si cos-
tumul. Or, calea de la mascd la teatrul de papusi s-ar putea sa fie mai putin ezoterica
decéat ne-o inchipuim. Autoarea incearca sa demonstreze ca ,Relatia mascd-pdapusd
depdseste sfera aspectelor tehnice, subtilitatea ei derivd din substratul mitico-religuios
al contextului specific reprezentatiilor medievale cu pdpusi, structurate la noi mai
tdrziu decdt in restul Europei, in teatrul religios.”(p. 38)

Teatrul de animatie detine posibilitatile variate de afirmare si de redare a
unei lumi pline de metafore si simboluri artistice. Teatrul, care fascineaza cel mai
mult spectatorul, cu timpul a fost transformat intr-o arta adresata, prin exelents,
copiilor si neglijata din toate punctele de vedere, si chiar de criticii teatrali. De aceia
aparitia lucrarii dedicate acestui gen devine un adevarat eveniment in viata teatrala
din intreg spatiul romanesc.

Lucrarea de fata prezinta o importanta dubla din considerentul, ca subiectul
este abordat de un specialist cu tangente directe la arta teatrului de animatie si
vine din interiorul domeniului dat.

Autoarea parcurge istoria artei genului respectiv, privindu-l prin diverse
perspective si prisme pe care le pune in evidentd, incepand cu evolutia tehnicilor
de realizare, a tematicii, a relatiei dintre actorul-papusar, papusa si spectator. Toate
acestea, considerandu-le distinctive atat pentru arta teatrului de animatie, cat si
pentru fncadrarea lui intr-un context cu mult mai larg — cel socio-cultural. Concomi-
tent sunt fnaintate si argumente in sustinerea ,relatiei culturda — teatru - semn ca pe
una necesard obtinerii sensului” (p. 47).

Teatrul de animatie e o reintoarcere in arealul spiritualitatii nationale, dar si
o veriga de legatura cu alte lumi astrale pentru multe generatii. Si azi, noi tot mai
mult tindem spre acea lume de basm, spre sorgintele mitologice, spre universuri
poetico-artistice, spre a ne rupe din rutina nu numai a problemelor cotidiene, dar
si din subcultura intens promovata de mass-media contemporane. Omul modern
descopera in masti ritualice, in papusile animate un univers pur, neprihanit de im-
pedimentele culturii actuale.

Papusa, un simbol, o personificare prin care nu numai ca se exprima un me-
saj dar se si produce o apropiere vizuala de orizonturi sacre, de acele rituri si ritu-
aluri prin care se identificd poporul nostru, intelepciunea lui milenara.

Un deosebit interes prezinta si investigatiile referitoare la elementele de
limbaj specifice artei animatiei. Caci din start rolul papusii, aldturi de cel magico-
simbolic in diverse ritualuri mitico-folclorice, si nu numai, mai avea rolul unui
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mesager, care isi pastra pe deplin dreptul de a propaga idei, opinii interzise, chiar
si mesaje social-politice.

Demersul stiintific al monografiei este structurat atat pe verticala teoriilor
structurale, semiotice, inclusiv, cea a jocului, cat si pe orizontala temporala, ana-
lizand evolutia artei teatrului de animatie de la o epoca la alta, inclusiv diverse
spatii culturale, care utilizeaza nu numai papusi net diferite, dar si tehnici de manu-
irealor.

Autoarea, apeland la lucrdrile teoretice ale lui Roland Barthes, Umberto Eco,
Gilbert Durand, James Frazer, Thomas A. Sebeok si altii a incercat apropierea de jocul
teatrului de animatie din trei perspective: antropologica, istorica si semiotica.

In contextul respectiv se impune compartimentul ,Galeria eroilor populari
europeni” din care fac parte si Pulcinella (Italia), Polichinelle si Guignol (Franta),
Kasparek (Cehia), Petruska (Rusia), Vasilache (Romania) si altii, eroi traditionali
consacrati in secolul al XVllI-lea, carora autoarea le analizeaza geneza si chiar pro-
pune genealogia eroilor populari in teatrul de papusi. Nu mai putin curioasa este si
»Galeria eroilor populari autohtoni”.

Impresioneaza varietatea exemplelor aduse la subiect din diverse spatii si
epoci pentru exemplificarea atat a formelor de teatru de animatie cat si a formule-
lor tehnice utilizate din antichitate pana in prezent.

AncaDoina Ciobotaru nulasdfara atentie nicitendintele teatrului de animatie
roman. lar spectacolele din ultimele decenii sunt supuse unor analize prin prisma
axei valorice la care trebuie raportat spectacolul teatrului de animatie si inainteaza
criteriile actuale de apreciere a operei. Caci si teatrul de papusi ca si alte genuri
de arta se afla intr-un dialog intercultural, tinzand spre o modernizare nu numai a
mijloacelor tehnice, dar si al limbajului teatral, care se adreseaza din ce in ce mai
des atat la mijloacele audiovizuale pentru largirea cadrului, a posibilitatilor artis-
tice, cat si la elementele lui de limbaj pentru imbogatirea spectacolului teatral.

Teatrul de papusi ramane a fi un component importantnu numai in cultura
nationald, ci si in cea universala. Prin el s-au transmis mesaje spre lumea astrala, a
zeilor, spre divinitati, si invers, ideile progresiste, revolutionare, erau lasate de sea-
ma pdpusii, care-si putea permite mai mult decat actorii vii. Astazi, dupa o perioada
indelungata de aflare in anonimat, el, teatrul de animatie, revine mai ferm pe po-
diumul artei teatrale pentru a se re-afirma in postura sa de egala a genului, prin
operele sale poetice si cu un adanc mesaj social-filosofic si pentru spectatorul ma-
tur pentru care teatrul de pdpusi nu e numai o re-descoperire a unui univers spe-
cific, cel al ,paradisului pierdut’, dar si a unui miraculos univers, tainelor ascunse
in adancul sufletului. Or, asemenea tendinte ale teatrului de animatie le-am putut
urmdri cu o deosebita satisfactie si la noi, in cadrul festivalurilor internationale or-
ganizate de Teatrul de papusi Licurici (a. 2005), unde au fost prezentate si specta-
cole destinate maturilor ca Faust al teatrului Jdnddricd din Bucuresti, sau Figaro al
Teatrului Ognivo din Moscova etc.

E surprinzator faptul, cum autoarea iscusit dirijeaza materialul spre albiile
dialogului intercultural si al abordarilor semiotice si culturologice, dar si spre pro-
cesul practic, pentru care, in primul rand, scrie aceasta carte. Scris intr-un limbaj
accesibil, elevat, ingrijit, studiul Teatrul de animatie — intre magie si artd ce contine
multe teze si idei de pionierat va deveni un suport teoretico-practic impundtor
pentru viitorii papusari precum si un material interesant pentru toti cei indragostiti
de miracolul teatrului de animatie.
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