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ANA BLANDIANA’S POETRY
IN THE HISTORICAL MOMENT 1989

LA POESIE DE ANA BLANDIANA
DANS LE MOMENT HISTORIQUE 1989

POEZIA ANEI BLANDIANA LA MOMENTUL 1989

Conf. univ. dr. Daniel CRISTEA-ENACHE
Universitatea din Bucuresti, Facultatea de Litere,
Bucuresti, str. Edgar Quinet, nr. 5-7

E-mail: daniel.cristea-enache(@unibuc.ro

Abstract

This article proposes the critical proofreading of the subversive poems published in the
“Amfiteatru” literary magazine by Ana Blandiana in 1984.

Voicing a new poetry, almost denotative, lacking lyrical opacity and even lyricism —
this direction (different from the well-established one by the trajectory of its poetic creation)
should be highlighted, for the nature and culture of her poetics seemed to be on a different
path.

In the poems published in 1984 in the literary magazine “Amfiteatru”, Ana Blandiana
changes intentionally the condition of symbolic generality of her lyrics through brave, direct
and explicit forms; by means of a different poetry structure and a new understanding of it.

Résumé

L’article nous propose une relecture critique de poémes subversifs publié par Ana
Blandiana dans la revue littéraire “Amfiteatru” en 1984.

1l s agit d 'une nouvelle lyrique cvasi dénotative qui manque l’opacité poétique et méme
du lyrisme — c’est justement sur cette direction (différente de celle consacrée par le trajet de
sa création lyrique) que on doit mettre [’accent, car sa nature et structure poétique semblait
étre differente.

Dans ses poemes publié en 1984 dans la revue littéraire “Amfiteatru”, Ana Blandiana
change intentionnellement la condition de la généralité symbolique, de sa poétique en utilisant
des formes directes, courageuses, explicites; en utilisant une nouvelle structure poétique et une
nouvelle compréhension de ce poétique.

Rezumat
Articolul propune o relectura criticd a poemelor subversive publicate de Ana

» oA

Blandiana in revista ,, Amfiteatru” in 1984. Este o noud liricd, aproape denotativa, lipsita de
opacitate ,,poeticd” si chiar de lirism — iar aceastd directie (diferitd de cea consacratd prin
traiectoria creatiei sale) trebuie pusd in evidentd, fiindcd natura si cultura sa poeticd pareau

a fi altele.
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In poemele din 1984, din ,, Amfiteatru”, Ana Blandiana isi schimba in mod voit conditia
de generalitate simbolica a liricii sale prin forme directe, curajoase, explicite; printr-o noud
structurd a poeziei si 0 noud intelegere a ei.

Keywords: Blandiana, Blaga, poetry, The '60s Generation, subversive
Mots-clés: Blandiana, Blaga, poésie, la Génération 60, subversif

Cuvinte-cheie: Blandiana, Blaga, poezie, Generatia "60, subversiv

Introducere

La 33 de ani de la momentul 1989, care marcheazd sub raport istoric colapsul
regimurilor comuniste in Europa de Est (in ceea ce era numit ,,lagarul socialist”), iar sub raport
cultural, sfarsitul unei epoci literare, definitd neutru, aproape impersonal, ,literatura romana
postbelica”, o privire retrospectiva si recuperativa asupra poeziei scrise de Ana Blandiana in
interiorul acestei epoci trecute va oferi posibilitatea unei duble evaluari. Pe de o parte, asupra
nivelului atins de poezia roméneasca in epoca regimului comunist, $i mai exact, pana aproape
de finele acestuia, cand a aparut antologia Anei Blandiana Poezii, In colectia canonica
Biblioteca pentru toti (BPT), in aprilie 1989. Blandiana fiind o poeta reprezentativa pentru
generatia 60 si pentru lirica romaneasca scrisa si publicata in timpul regimului trecut, imaginea
obtinuta prin analiza, interpretare si evaluare a poeziei sale poate fi proiectata asupra poeziei
unei epoci. Modul in care este ganditd poezia in interiorul unui regim totalitar intins pe patru
decenii, felul in care scriitorii adopta anumite strategii pentru evitarea injonctiunii ideologice
si a epurdrilor tematice si problematice operate de Cenzurd, referentialitatea deghizata simbolic
si ,,liric” pentru ca publicul cititor sd o recunoascd sub enunturile aluzive — toate acestea
definesc nu numai poezia Anei Blandiana, ci si creatia unei Intregi directii artistice, In epoca
trecutd. Un set de codificari simbolice si artistice, propriu poeziei romanesti in anul de rascruce
1989, poate fi regasit in poezia antologatd a Anei Blandiana si aparutd, in conditiile epocii,
foarte aproape de sfarsitul acesteia. Relectura criticd a acestei lirici este posibild, este chiar
necesard, intrucat, dupa cum aratam intr-un articol focalizat pe Totul, poemul Anei Blandiana
din 1984, , perioada scursa de la Revolutia din Decembrie 1989 — 1n acest an vom numara trei
decenii si jumadtate, echivalentul unei generatii si totodatd al unei epoci socio-culturale —
constituie prin ea Insasi o perspectiva istoriograficd si de istorie literara asupra scrierii si
publicarii textelor scriitorilor nostri in timpul regimului trecut.” (CRISTEA-ENACHE, 2023,
p. 155).

Pe de altd parte, evaluarea liricii poetei din generatia 60 nu priveste numai calitatea
acesteia de document poetic al unei generatii literare si al unei epoci istorice. Inainte chiar de
a fi reprezentativa pentru aceste categorii socio-culturale mai largi, poezia Anei Blandiana se
prezintd ca un univers poetic propriu, ca un sistem de semne organizat intr-un mod particular
si personalizat. Altfel spus, inainte de a fi vocea unei generatii si protagonist al unei epoci
literare, Ana Blandiana este o voce personald, greu confundabild, aparte de liniile — si ele
distincte — ale unor Nichita Stanescu, Marin Sorescu, Leonid Dimov, Cezar Ivanescu, Ileana
Milincioiu, Emil Brumaru, Angela Marinescu. in mod evident si vizibil pentru cine i-a citit
poezia, versurile Anei Blandiana difera semnificativ de cele ale poetilor si poetelor din aceasta
enumerare, iar diferentele atesta complexitatea tabloului generationist si, nu mai putin, nivelul
artistic atins de poezia romaneasca in timpul epocii trecute. Considerand creatia poetica a Anei
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Blandiana asa cum a fost ea antologata in colectia canonica BPT, in aprilie 1989, cu numai
cateva luni Tnainte de momentul decembrie 1989, al sfarsitului regimului comunist in Romania,
voi introduce in cursul analizei o altd antologie a poetei, aparuta insa in conditii de libertate, in
2008: Poeme. 1964-2004. Compararea celor doud antologii, una aparuta in conditii de cenzura,
intr-un regim totalitar, in Romania anului 1989, alta in contextul epocii actuale,
postrevolutionare, in 2008, va ardta nu numai strategiile subversive ale poetei si eficienta
acestora in unele texte, ori ,,evazionismul” liric din altele, ci si limitele Cenzurii in a identifica
situatiile ,,cu probleme” de ordin ideologic si a le elimina din manuscris inainte de publicare.
Comparatia facuta intre cele doud antologii va arata, totodata, si ce a considerat autoarea
ca fiind reprezentativ, din creatia ei poetica, pentru jalonarea prin antologare a unui parcurs
mai amplu. In ambele cazuri, antologarea a avut girul poetei ori a reprezentat chiar optiunea ei
prima, spre deosebire de situatiile in care un critic sau un istoric literar alege, conform gustului
propriu, textele din sumarul antologiei unui poet. Cele doud antologii aratd prin urmare, la
distantd de ani intre ele, ce a considerat Ana Blandiana ca fiind reprezentativ pentru propria ei
creatie si evolutie poeticad. Ce se regaseste in sumarul ambelor antologii, una aparutd in
conditiile unui regim totalitar, alta in cele ale unui regim democratic, poate fi considerat, sub
raport logic, continutul textual considerat definitoriu de poeta insdsi. Numitorul comun al celor
doud antologii, una din 1989, alta din 2008, este poezia Anei Blandiana asa cum fusese ea
scrisd, publicatad si antologatd la momentul 1989, in ce considera autoarea cd avea ea mai
personal, mai ilustrativ, mai reprezentativ si exponential. Inainte de a deveni imaginea
multifatetatd proiectatd de critica si istoria literard, o antologie de autor este o imagine de sine.

Antologia din 1989 si poemele ,,cu probleme” din 1984

In sumarul antologiei din 1989 sunt cuprinse poeme din noua volume, la care se adauga
o sectiune de Inedite. In ordine, volumele din care s-a antologat pentru volumul din colectia
BPT sunt urmatoarele: Persoana intdia plural (1964), Calcdiul vulnerabil (1966), A treia taind
(1969), Cincizeci de poeme (1970), Octombrie, noiembrie, decembrie (1972), Poezii (1974),
Somnul din somn (1977), Ochiul de greier (1981), Stea de prada (1985). Antologia din 1989
se incheie printr-o sectiune de poeme inedite la acea datd, primul fiind Arhitectura valurilor,
ce va da titlul primului volum de versuri postrevolutionar al Anei Blandiana, aparut in 1990.
in antologia din 2008, poemul care a dat titlul volumului din 1990 este re-intitulat
Arhitecturd-n migcare, aceasta fiind unica diferenta fata de poemul ce apérea in antologia din
1989 la sectiunea de inedite. In rest, textul poemului este identic in ambele antologii. Aceasta
si datoritd ,,evazionismului” linistitor pentru Cenzurd al poemului respectiv, care incepe cu
versurile:

Cine si ce ar putea sa opreasca vreodata
Aceastd arhitecturd-n miscare
Mereu renascand si murind

Asemenea versuri, ca si celelalte din poemul Arhitectura valurilor din 1989 devenit
Arhitecturd-n migcare in 1990, nu puneau ,,probleme” Cenzurii din regimul trecut, dovada ca
au si aparut in antologia canonica din colectia BPT. In schimb, patru texte din antologia din
2008, care apar in sumar intre volumele Ochiul de greier (1981) si Stea de prada (1985), nu au
aparut in antologia din 1989, tocmai fiindca aveau un continut si o tonalitate de o subversivitate,
asa zicand, manifesta. Ceea ce era ,,ascuns” era de fapt foarte clar pentru publicul romanesc
din 1989, aparuse in revista ,,Amfiteatru” in 1984 si determinase, din partea decidentilor
ideologici in sfera culturald, o a doua interdictie aplicata poetei, dupa cea din prima ei tinerete.
De Cenzura nu au mai trecut, pentru a ramane in sumarul antologiei din 1989, cele patru texte
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care aparusera in ,,Amfiteatru” cinci ani mai devreme, starnind un urias efect de ecou pe scena
literara si culturald. A doua oard, toleranta Cenzurii a fost zero pentru aceste poeme, astfel ca
nici unul dintre ele nu apare in antologia din 1989. lata Cruciada copiilor, care va fi reluat in
antologia din 2008, poem cu trimiteri explicite, transparente, la politica ceausista a cresterii
natalitatii prin decretarea avorturilor ca ilegale si interzicerea lor:

Un intreg popor

Nenascut inca

Dar condamnat la nastere,

Foetus langa foetus,

Un intreg popor

Care n-aude, nu vede, nu intelege,
Dar inainteaza

Prin trupuri zvarcolite de femei,
Prin sange de mame

Neintrebate.

Poemul este pregnant si impresionant chiar pentru un cititor tAnar de astazi, lipsit de referentul
existentei colective dinainte de Revolutia din decembrie 1989, in regimul ceausist ce facuse
numeroase victime printre femeile care alesesera sa avorteze ilegal.

in celelalte poeme din grupajul din revista ,,Amfiteatru”, supuse cenzurrii si neincluse
in antologia din 1989, avem faimoasa imagine a poporului ,,vegetal”, in Eu cred, trimiteri
simbolice la ,,gratii” si la ,,fuga” cu articol hotarat, in Delimitari, precum si un inventar al
,»Epocii de Aur”, cum se (auto)numea epoca lui Nicolae Ceausescu, in Toful. Poemul acesta
din urma, pe care il voi cita integral, este absolut remarcabil sub raport literar, dar si ca
document al unui regim politic, social si istoric aflat in faza lui terminald. Realismul
documentar impregneazd aici materia ,,liricd” si 1i dd o cu totul alta directie decat aceea a
evazionismului poetic si artistic. Poemul panorameaza si totodatd radiografiazd prezentul
bolnav al unei epoci:

Frunze, cuvinte, lacrimi,

cutii de chibrituri, pisici,

tramvaie cateodata, cozi la faina,
gargarite, sticle goale, discursuri,

imagini lungite de televizor,

gandaci de Colorado, benzina,

stegulete, portrete cunoscute,

Cupa Campionilor Europeni,

masini cu butelii, mere refuzate la export,
ziare, franzele, ulei in amestec, garoafe,
intampinari la aeroport, cico, batoane,
Salam Bucuresti, iaurt dietetic,

tiganci cu kenturi, oud de Crevedia,
zvonuri, serialul de sambata scara,

cafea cu inlocuitori,

lupta popoarelor pentru pace, coruri,
productia la hectar, Gerovital, aniversari,
compot bulgaresc, adunarea oamenilor muncii,
vin de regiune superior, adidasi,

bancuri, béietii de pe Calea Victoriei,
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peste oceanic, Cantarea Romaniei,
totul

Majoritatea constituentilor acestei panorame au sensul obscur pentru cititorul tanar din
prezent, dar intru totul precizat pentru cel din generatiile precedente, cu experienta directa a
realitatii ceausiste aici expuse. Ca si in cazul altor poeti subversivi, precum Ileana Malancioiu
sau Mircea Dinescu, lirica se preteazd in cazul de fata unor lecturi complet diferite, in functie
de (non)apartenenta cititorului la epoca pe care Totul o panorameaza. Lectorul din interiorul
epocii recunoaste imediat absolut toate trimiterile (de la ,,masini cu butelii” la ,,mere refuzate
la export”, de la ,,cafea cu Inlocuitori” la ,,productia la hectar”, de la ,,adidasi” la ,,bdietii de pe
Calea Victoriei”), in timp ce lectorul nascut si format dupa incheierea acestei epoci va depune
serioase eforturi detectivistice pentru a se edifica asupra a ceea ce Inseamna in context ,,adidasi”
ori ,,mere refuzate la export”. Poemul este deci perfect realist pentru cititorul ,,vechi”, care a
trait epoca trecutd, si aproape suprarealist pentru cel ,,nou”, care nu a trait-o.

Sectionarea si desprinderea poeziei de referentul ei social, de existenta cotidiana si
concretd a omului, de realitatea Inconjuratoare vazuta si expusa tranzitiv, fusesera incurajate
pana la a fi normate de forurile ideologice diriguitoare in terenul literaturii noastre. Generatia
60 in ansamblul ei fusese directionata partinic nu in sensul realismului socialist, precum in
cazul generatiei precedente, ci In acela al unui modernism evazionist, oferit ca o poetica
poetilor Insisi. Dar, dupa cum se poate vedea retrospectiv, o parte din autorii importanti ai
generatiei 60, si printre ei Ana Blandiana ori Ileana Malancioiu, isi fisureaza in mod voit,
programatic, aceastd poetica evazionistd, alegand directia opusa, a realismului social, politic si
istoric. In Totul, Blandiana nu voia si faca poezie in sine, suficienta siesi, separata de realitatea
epocii in care o scria, ci, dimpotriva, sa vorbeasca despre realitatea acelei epoci prin intermediul
poeziei. Versurile din Toful nu mai sunt ,pure”, gratuite si evazioniste, ci referentiale,
descriptive, realiste, explicite. Critica a observat si a notat diferenta: ,,senindtatea visator-
somnoroasa a elegiilor din Octombrie, noiembrie, decembrie face loc unei atitudini mai putin
calme, cu accente iritat-revoltate. Se Tnmultesc imaginile expresioniste. Tabloul e scédldat intr-
o lumina rece si durd.” (MANOLESCU, 2019, p. 1023).

La momentul 1989, Ana Blandiana scrisese deja o asemenea lirica aproape denotativa,
lipsita de opacitate ,,poetica” si chiar de lirism — iar aceasta directie diferitd de cea consacrata
prin traiectoria creatiei sale trebuie pusa in evidenta, fiindca natura si cultura sa poetica pareau
a fi altele. Mai clar spus, formula predilecta a poeziei Anei Blandiana fusese tocmai cea a unei
lirici in care simbolurile ofereau versurilor o conditie de generalitate si de ,,imponderabilitate”.
Influenta lui Blaga din tineretea poetei ramane importantd si fiindcd ea raspundea unei
necesitati interioare lirismului autoarei din generatia 60. Pentru Eugen Negrici, modelul Blaga
este de regasit la mai multi poeti, inclusiv dupd Tezele din Tulie 1971: ,,multi poeti rdman, ca
in anii 60, fideli modelului Blaga si pasiunii pentru transcendentd, stradduindu-se sa
derealizeze, sa impinga n mit gi simbol observarea vietii, continuand sa atribuie semnificatii
noi si perspective neasteptate lucrurilor marunte ale lumii.” (NEGRICI, 2019, p. 671). Or, in
poemele din ,,Amfiteatru” nepublicate in antologia din 1989 Ana Blandiana isi schimbase in
mod voit conditia de generalitate simbolica a liricii sale prin formele directe, curajoase,
explicite pe care le-am vazut, printr-o noud structura a poeziei si o noud intelegere a ei. Din
aceasta perspectiva, traiectoria civicd ulterioara, cu implicarea scriitoarei in miezul
evenimentelor postrevolutionare, nu reprezinta o ,,tradare” a poeziei si a literaturii, a vocatiei
de scriitoare, ci o prelungire in spatiul de actiune civica si politica a platformei de pe care
fusesera gandite si scrise poemele de mai sus. Scriind asa poezia, Ana Blandiana incalcase
,»pactul de neagresiune” oferit de autoritatile epocii trecute scriitorilor importanti de atunci.
Antologia din Biblioteca pentru toti primeste, intr-adevar, Bunul de tipar in aprilie 1989, insa
din ea lipsesc textele care faceau diferenta in interiorul creatiei si formulei poetei.
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De la o lirica a general-umanului la una a angajamentului etic

Din volumul cu care Ana Blandiana intra in literaturd, Persoana intdia plural, atat
antologia din 1989, cat si cea din 2008 mizeaza pe 7 poeme, devenite inca de la mijlocul anilor
’60 unele dintre cele mai cunoscute ale autoarei. Intre ele, Copildrie, cu primele versuri
ilustrative pentru impletirea temei schitate in titlu cu cea a feminitatii ce va deveni constienta
de sine:

Din oglinda ma privea un trup firav

Cu claviatura coastelor distincta,

Inima-apasa pe clape grav

Si-ncerca sd-apara in oglinda.

Nu putea lipsi din cele doud antologii, una din timpul regimului trecut, cealaltd din
epoca postrevolutionard, un poem precum Descdntec de ploaie, cu imaginile si asocierile
insolite de la debutul editorial al Anei Blandiana (,,Iubesc ploile, iubesc cu patima ploile”,
»Sunt cea mai frumoasa femeie pentru ca ploud”) pastrandu-si prospetimea si dupa decenii de
(re)lectura a lor si interpretare criticd. Imagistica tineretii dezinvolte si triumfatoare,
exacerbarea simturilor, exaltarea in fata lumii si a cosmosului, intr-un centru simbolic al lor,
utilizarea consecventa, ostentativa si programatica a persoanei I singular, chiar si intr-un volum
in care pluralul este plasat intr-o pozitie forte, in chiar titlul cartii — toate acestea pot fi regasite,
cu variatiuni, dar pe aceeasi tematica, in debuturile editoriale ale unor poeti atit de diferiti
precum Nichita Stanescu si Ana Blandiana. Poeta care a invatat deja sa spuna eu, intr-o poezie
ce se desprindea, de la inceputul deceniului, de modelele si tonalitatile colectiviste ale
realismului socialist, insera in Mdndrie un mic manifest al generatiei abia iesite din
adolescenta:

Insa fericirea-i apa grava,

Si in albia mea copilareasca —
Epoletii generatiei mele
Cine-ar indrazni sa 1i jigneasca?

Un singur poem din volumul de debut diferentiaza sectiunea respectiva din cele doua
antologii, aparand numai in cea din 1989, nu si in cea din 2008. E vorba despre Cantec de
miner tanar, text onorabil sub raport literar, construit din perspectiva unui barbat care se
adreseaza intr-un regim mai degraba metaforic si simbolic decat realist unei ,,iubite” a carei
voce nu se aude in poezie. Este semnificativ ca textul introduce un personaj (prin vocea lui)
din tipologia consacrata si abundent utilizata in realismul socialist, minerul; insa tdnéra poeta
moduleaza si reinterpreteaza tematica oficiala obligatorie, ludndu-i complet directia partinica
si sensul social si distribuindu-si personajul in rolul dintr-o poveste de dragoste atemporala.

Aceasta arata ca, Inca din faza debutului editorial, Ana Blandiana avea capacitatea de a
transforma recuzita si gesticulatia din poezia epocii in elemente si componente distorsionate si
comutate simbolic. Daca forurile cereau un anumit tip de poezie, strategia autoarei,
transformata de la un punct incolo in mod poetic personal, era aceea de a evita, odatd cu
socialismul din retetarul realist-socialist, si realismul reprezentarii poetice. Textele Anei
Blandiana devin tot mai lirice, mai vagi sub raportul posibilitatii de identificare precisa a unui
referent, mai indepartate de o realitate anume si de un contur clar al acesteia, mai evazive in
ceea ce priveste acomodarea la o tematicd si o problematica obligatorii, $i mai evazioniste, prin
desprinderea de un cadru dat si refugierea intr-unul al general-umanului, cu arierplan simbolic.

Fara a putea vorbi in clar despre motivarea etica din aceasta strategie de performare
poetica proprie, in modalitati personale, celor mai importante voci ale generatiei 60, critica a
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consimtit la acest evazionism cu substrat moral din programul re-modernizarii poeziei
autohtone. In micro-monografia dedicata Anei Blandiana de Tulian Boldea, unde este alcatuit
un dosar de receptare criticd, aproape cd nu existd interpretare a unui critic literar care sa nu
retind acest program modernist-evazionist al poetei. Critica literara a fost de la bun inceput
solidara cu programul poetei, identificindu-1 corect si expunandu-1 in termeni de asemenea mai
vagi si mai abstracti, pentru ca vigilenta Cenzurd sa nu se mai sesizeze din oficiu. latd o
succesiune cronologica de imagini critice asupra imaginilor poetice: ,,Primul volum al Anei
Blandiana, aparut in 1964, vedea mai ales lumea sub imaginea ei ideald” (Ion Oarcisu); ,,in
cea mai mare parte a lor, versurile transcriu aspiratia poetei spre valorile si permanentele
sufletesti si morale.” (Mircea Tomus); ,,Aparitie fulgurantd in primul volum, «Muntii
Candorii» devin aici o prezenta abstracta, implicatd permanent si pretutindeni, un teritoriu etic
ideal la care poeta se Intoarce ca la o copilarie departata.” (Mircea Martin); ,,pare ca unicul sau
demers e acela de a vida o scena, pentru ca in spatiul creat «mesajul» sa poata suna nestingherit”
(Ion Pop); ,,Ana Blandiana tinde totusi la unitate prin eliminarea tuturor chemarilor exterioare,
voind a da glas In primul rand propriilor dispozitii lirice” (Al. Piru); ,,Suavitatea, langoarea,
melancolia sa sunt invariante, factori de tipologie. Ele revin ciclic in poezie prin presimtirea
generalitatii” (Gheorghe Grigurcu); ,,Materialitatea perceptiilor directe se filtreaza in sunete de
o mare puritate.” (Lucian Raicu); ,,Aproape fiecare poem este rezultatul unei meditatii, al unei
incercdri de a privi in alt fel realitatea inconjurdtoare” (Alex. Stefdnescu). Se observa cu
usurintd ca programul Anei Blandiana de a evita injonctiunea ideologica a realismului socialist
printr-un evazionism poetic caruia i se gasesc diferite formule caracterizante (imaginea
»ideald” a lumii, ,,permanentele” sufletesti si morale, ,.teritoriu etic ideal”, ,,a vida o scena”,
»eliminarea tuturor chemadrilor exterioare”, ,presimtirea generalitatii”, ,,sunete de o mare
puritate”, incercare de a privi ,,in alt fel” realitatea iInconjuratoare) a fost identificat de la inceput
si chiar asumat de catre critica literara, intrucat ea era parte in acelasi proces de autonomizare
fata de arta ,,angajata” din regimul trecut.

Se observa, de asemenea, o asimetrie, care ar putea parea paradoxald, dar numai pentru
cei care nu disting foarte clar intre perioadele literar-culturale si istorice subsumate epocii
postbelice. Poeti care, in tineretea lor literard, au facut efortul de a se desprinde de angajamentul
realist-socialist, de arta cu tendintd, facand artd pentru artd, poezie ,,purd”, literatura
evazionista, refugiindu-se in metafora si simbol pentru a evita tematicile obligatorii ale
regimului, autori asadar cu un discurs poetic evazionist si un univers liric constituit in afara
realitatilor epocii, care nu-i mai formeaza referentul — aceiasi poeti, de la Ana Blandiana si
Ileana Malancioiu la Mircea Dinescu si Dorin Tudoran, evolueaza ulterior inspre o poezie
subversiva, vertebratd etic, nu ,estetic”, ludndu-si ca obiect de analizd si denuntare exact
realitatea politica si sociald a regimului totalitar. Diferenta considerabila dintre volumele de
tinerete ale acestor autori si cartile lor dinspre capatul regimului comunist rezida in apropierea
voitd a poeziei de realitatea imediat recognoscibild si imersiunea autorului initial ,,evazionist”
in terenul dramatic al existentei cotidiene in regimul totalitar. Spre finele anilor *70 si Incd mai
clar 1n anii ’80, regimul si Cenzura oficial ,,desfiintatd” se vad confruntate cu aceasta problema
noud: prozatori a caror reprezentare este realistd (Marin Preda, Augustin Buzura) si poeti al
caror ,,evazionism” ¢ de domeniul trecutului, ei devenind reactivi si subversivi.

In acest nou context socio-cultural, regimul va recomanda mai voalat sau mai apasat
poetilor tocmai evazionismul care le era reprosat unor autori in anii *50. Intr-o asimetrie
spectaculoasa, dar deloc paradoxala, ne apar poetii importanti in anii ’80 care vor sa faca arta
de angajament (fireste, in sensul opus regimului totalitar, in contra lui), in timp ce forurile
recomanda arta pentru artd, poezia ,,purd”, literatura ,,curata”, fara aderente si referinte la
realitatea epocii si la prezentul acesteia. Din aceastd perspectiva, evolutia poeziei Anei
Blandiana de la o structura liricd evazionistd, in anii *60, la una referentiala si subversiva, in
anii 80, corespunde unui angajament etic, in voit contratimp si ,,contrasens’ cu angajamentul
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ideologic pretins autorilor de cétre regimul totalitar. Evazionistd pana atunci nu numai din
proiectarea unei necesitati interioare, ci i pentru a se sustrage comandamentelor ,,Epocii de
Aur”, lirica Anei Blandiana va deveni referentiald, explicita, cu trimiteri directe, dupa cum am
vazut in poemele din grupajul aparut in revista ,,Amfiteatru”, analizate anterior.

Concluzii

La momentul 1989, chiar si cu epurarea acestui tip mai nou de poezie in sumarul
antologiei din colectia Biblioteca pentru toti, imaginea generald a liricii Anei Blandiana si
structura ei de adancime constituiau asadar o rezultanta. Poezia era de o complexitate menita
si sa evite interdictiile Cenzurii; reunea, uneori, cele doua tipuri si cele doua structuri, alteori
distinse si separate in poeme diferite. Daca poezia ,,evazionista”, metaforizanta, a-referentiala
fusese remarcata de critica inca de la debutul poetei, iar poezia referentiala, implicata, explicita
starnise o mare emotie publica prin grupajul din revista ,,Amfiteatru”, iata, in ultimul volum
cuprins 1n antologia din 1989, un poem in care cele doua tipuri de lirica interfereaza. Ochiul
meu, din volumul Stea de prada (1985), se preteaza deopotriva unei lecturi estetizante si uneia
ce identifica, dincolo de imagistica poetei, elemente subversive codificate ,,pur” literar. Sa
vedem poemul in Intregime, gandit si scris cu o adevarata artd a suprapunerii straturilor:

Ochiul meu este

Un animal

Care a incetat de mult

Sa fie omnivor.

La inceput

Se multumea cu putin:

Cateva crengi, cateva frunze,

O floare, un fir.

Apoi a trecut la esente

Sinumai boabele, grauntele, semintele
Ii mai starneau interesul

Si pofta de sens.

lar acum refuza pur si simplu

Sa mai Inghita ceva,

Isi inclesteaza genele ca pe niste dinti
Infricosati de ei insisi

Si nu mai accepta nimic,

Strigand ca are tot ce-i trebuie induntru.
Cantitati enorme de merinde

Pe care le devora cu lacomie,

Dovada lacrimile care picura din cand in cand
De sub pleoapele inchise

Ca o saliva scapand indecent si senil...

Cititorul solidar al epocii trecute avea urechea fina, astfel incat secvente precum ,,acum
refuza pur si simplu/ Sa mai inghita ceva”, ,,nu mai acceptd nimic” erau recunoscute ca avand
o alta semnificatie decat cea a dispozitiei pur lirice de care pareau a apartine. Genele inclestate
ca ,,niste dinti”, frica si lacrimile, ,,pleoapele inchise” pentru ca ochiul s nu mai vada realitatea
ce i se oferd, refuzul acestei realitati: sunt constituenti ai unui poem cu profil general-uman,
ideal sau, dimpotriva, ai unui poem cu potential subversiv, cu trimiteri la realitatea unei epoci
anume si a unui prezent pe care poeta il denunta?

16



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

E greu de spus daca aceasta este o poezie evazionista sau una implicatd si subversiva.
Insa chiar ezitarea noastrd si dificultatea in a formula un rispuns categoric si ,,fard rest”
dovedesc pluralitatea interpretativa, determinatd de complexitatea poeziei, ca si de strategiile
devenite est-etice ale autoarei.
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Abstract

The first translation of Poe's work into Romanian appeared in 1861, but the echo was
not a special one. The name of the American author began to circulate towards the end of the
nineteenth century, when several translations were made, all after French versions. Great
names of the Romanian literature were involved in this difficult process, including 1. L.
Caragiale. When translating, Caragiale was sensitive to the ideational universe and style of
composition, their influences being found in his fantastic texts. Such traces could also be
identified in the works of other Romanian authors, E. A. Poe becoming a known and
investigated author. This study analyzes some of these influences, that came across mostly
through the printed press, the relations between fact and fictional, between reality and
imaginary, also being analyzed starting from the newspaper pages of the time.

Résumé

La premiere traduction de I’ceuvre de Poe en roumain est parue en 1861, mais [’écho
n’a pas été particulier. Le nom de [’auteur américain a commencé a circuler vers la fin du
XIXe siecle, lorsque plusieurs traductions ont été faites, toutes d’apres des versions frangaises.
De grands noms de la littérature roumaine ont été impliqués dans ce processus difficile, y
compris I. L. Caragiale. Lors de la traduction, Caragiale était sensible a [ 'univers idéationnel
et au style de composition, dont les influences se retrouvent dans ses textes fantastiques. De
telles traces ont également pu étre identifiées dans les ceuvres d’autres auteurs roumains,
E. A. Poe devenant un auteur connu et étudié¢. Cette étude analyse quelques-unes de ces
influences, qui se manifestent principalement par la presse écrite, les relations entre le fait et
la fiction, entre la réalité et I'imaginaire, étant également analysées a partir des pages des
Journaux de l’époque.

Rezumat

Prima traducere din opera lui Poe in romaneste a aparut in anul 1861, insa ecoul nu a
fost unul deosebit. Numele autorului american inceput insa sa circule spre sfarsitul secolului
al XIX-lea, cind au fost realizate mai multe traduceri, toate dupd versiuni frantuzesti. In acest
proces dificil au fost implicate nume mari ale literaturii romdne, printre care I. L. Caragiale.
Traducand, Caragiale a fost sensibil la universul ideatic si la stilul de compozitie, influentele
fiind regasite in textele sale fantastice. Urmele pot fi identificate si la alti autori romdni, E. A.
Poe devenind un autor cunoscut si investigat. Acest studiu analizeazd cdteva din aceste
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influente, venite mai ales prin intermediul presei tiparite, fiind analizate si raporturile dintre
factul si fictiv, dintre realitate si imaginar, pornind tot de la paginile de ziar ale vremii.

Keywords: newspapers, 1. L. Caragiale, translation, the devil, the clock, metempsychosis,
science fiction

Mots-clés: journaux, I. L. Caragiale, traduction, le diable, [’horloge, métempsycose, science-
fiction

Cuvinte-cheie: ziare, 1. L. Caragiale, traducere, diavolul, orologiul, metempsihoza, science
fiction

Teroarea: de la Poe la Caragiale

Textul lui E. A. Poe The Pit and the Pendulum descrie o experienta la limita, inspirata
din practicile Inchizitiei spaniole, intamplari aflate de autor din paginile diverselor gazete. in
roméneste a vazut lumina tiparului in foileton sub titlul Pugul §i pendula. Este o versiune redata
anonim in anul 1861. Traducerea a aparut in publicatia ,,Independinta” (,,Independenta”),
editatd de omul politic, diplomatul si editorul Radu Ionescu. A fost cunoscut si ca poet si
prozator, printre scrierile sale numarandu-se romanul Don Juanii din Bucuresti, aparut in
foileton chiar in paginile publicatiei amintite. A scris si un studiu intitulat Principiile criticii.
(BUCUR 1973, p. 39-40). Nu este clar daca a cunoscut conceptiile lui E. A. Poe in domeniu,
insa el se pronunta pentru arta ca ideal, care nu ar trebui sa fie o simpld copie a naturii.
,Independinta” a avut o existenta zbuciumata, fiind facuta adesea doar de inimosul sdu editor.
(BALAIET, 1974).

Aceasta prima versiune cunoscutd a unei opere a scriitorului american in limba romana
a aparut insd 1n conditii vitrege, 1nsa este, fara, indoiald o piesd de mare artist, Poe
intrecandu-se pe sine in descrierea senzatiilor avute de prizonier in fata apropierii implacabile
a mortii. Asteptarea este lungd si chinuitoare, detinutul agonizeaza zile si nopti imobilizat
intr-un put adanc, spre el venind Incet, milimetru cu milimetru, o coasa bine ascutita, care se
balanseaza sub forma unui pendul. Victima nu este ranita, ci doar legatd, traind teroarea
apropierii coasei-pendul. Spaima induratd se amplifica in psihicul sdu ravasit din sesizarea
putinelor elemente la care simturile lui au acces: coasa aflatd in continuu balans, putina lumina
venita de sus in timpul zilei, modificarea caracteristicilor peretilor putului in functie de ciclul
diurn-nocturn. (HUSTON, 2019, p. 226). Un cercetator roman plasase schita In categoria celor
in care personajele traiesc Intdmplari la limita. Personajul este victima, insa si martor unic al
unei extraordinare. (PILLAT, 1975).

in O faclie de Paste, Caragiale va relua acest traseu al insidioasei terori, schimband si
amplificand optica, cand toatd presiunea psihica va fi construitd prin realizarea unui clivaj
emotional, raportarea fiind facutd din perspectiva victimei devenite agresor. Leiba Zibal 1i
intinde o capcana lui Gheorghe, il prinde si il ucide cu o cruzime de neimaginat, ceea ce in
povestirea lui Poe nu se intdmpla, prizonierul fiind salvat in ultimul moment, cand armata
franceza intrd in Toledo, sediul Inchizitiei spaniole..

Dupa versiunea din 1861, din The Pit and the Pendulum, care nu a avut un ecou foarte
larg, vor unele cu semnatura traducatorilor, altele tot anonime, fiind una dintre cele mai
cunoscute povestiri ale lui Poe in romaneste. Versiunea de referintd ramane cea realizata de
Ion Vinea, poet important si autor, la randul sau, al unor texte de proza realist-fantastica mai
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putin citite astazi. (CORDOS, 2017). Bun cunoscitor al limbii engleze, iesind astfel de pe linia
»franceza”, I. Vinea a tradus mai multe lucrari in proza ale lui E. A. Poe, dar si din William
Shakespeare sau Washington Irving. Influentele se vor decanta in textele sale proprii n proza.
Dupa cum va remarca lon Vlad, Vinea nu va rdmane insensibil la influente, unele sugestii din
E. A. Poe putand fi regasite si in scrierile sale originale. (VLAD, 1972, p. 292).

Diavolul pus pe glume

Pentru prozele traduse de Caragiale (Ion Luca, deoarece Luca lon Caragiale, fiul sau
mai putin cunoscut, isi va exercita si el talentul de traducator din Poe, dar pe poezia acestuia,
dand o reusitd versiune din Corbul!), cercetatorul Liviu Cotrau Inregistreazd o prima
contributie, The Devil in the Belfry, tradusa cu titlul Dracul in clopotnita (POE, in ,,Timpul”,
I, nr. 64-66), redata in serial, fiind prima versiune romaneasca. Este o colaborare la ziarul
conservator Inainte ca autorul sa se reuneasca in redactia acestei publicatii cu alti doi mari
scriitori romani: loan Slavici si Mihai Eminescu. (SZABO, 2012, p. 156). Caragiale trebuie sa
se fi amuzat teribil la lectura acestui text savuros, fapt care se simte 1n varianta lui in limba
roména. Traducatorul accentueaza discret unele aspecte ale povestii extraordinare cu diavolul
scripcar venit sd tulbure viata satenilor din satul olandez Vondervotteimittiss, un fel de
,,ma-intreb-cat-este-ceasul”. In ceea ce priveste textul original, The Devil in the Belfry a fost
publicat prima datd in 1839. Existd unele aprecieri cum ca E. A. Poe si-ar fi construit
personajele incercand sa 1l satirizeze pe Martin van Buren, presedintele de atunci al Statelor
Unite, care avea radacini olandeze. (CARLSON, 1996, p. 133). Trecand in revistd si alte
distantari, Gero Guttzeit (2022) noteaza ironizarea scriitorului si filosofului scotian Thomas
Carlyle, precum si a unor scrieri ale lui Washington Irving, semnate cu pseudonimul Diedrich
Knickerbocker. Cum E. A. Poe se inspira adesea din articole si alte scrieri aparute prin diverse
publicatii, este posibil ca una dintre surse sa fie si schita The Man in the Bell, aparuta in 1821
in revista ,,Blackwood’s Edinburgh Magazine”. (DAUGHRITY, 1930). Legatura apare prin
faptul ca in ambele texte faptele se petrec in clopotnitd, insa terorizarea personajului din 7he
Man in the Bell ne duce cu gandul la suferinta personajului din The Pit and the Pendulum.

Performanta lui Caragiale in redarea in roméaneste a The Devil in the Belfry este
deosebita, el lucrand pe o versiune in franceza, iar textul pune probleme deosebite de traducere.
La un moment dat, personajul-narator utilizeaza un compus lingvistic, un amestec de olandeza,
germana si engleza, dificil de redat in alta limba. Acest aspect, pe langa alte cateva, cum ar fi
tendinta de a submina prin satira seriozitatea unor fapte istorice ori a unor scrieri anterioare, ne
face s sesizam in proza lui Poe elemente ce vor fi exploatate ulterior in cultura postmoderna.
(SZABO, 2013). Caragiale va fi mai putin incrancenat, se va scutura de unele rutine romantice
(erau si alte timpuri, literare, atunci cand scria el!) si va opta pentru un Poe 1n varianta ludico-
satiricd, caci Dracul din clopotnitd are elemente comune cu Calul dracului, unul dintre textele
fascinante ale romanului, impecabil ca stil. Desigur, decelam si alte influente, din care motivul
popular al pacélirii diavolului de cétre baba (,,mai a dracului decat dracul”) reprezinta un
element important. Caragiale se va dovedi extrem de inventiv In desfagurarea epica, trecand
evident stereotipiile povestii populare. Contextul este important, caci se va evita sablonul.

Orologii si influente

Evident, autorul roméan va fi fascinat de acest text al lui Poe si printr-o admiratie
constantd a sa pentru lumea germana (incluzand aici tot ce e ,,nemtesc”, deci si influentele
austriece, olandeze, nordice), inclusiv pentru soliditatea mecanismelor puse la punct de
mesterii din acest perimetru. Or, un ceas (olandez aici, dar cu un parcurs elvetian!) atat de
performant nu avea cum sa-i scape. Caragiale a avut o mare pasiune pentru ceasuri. In opera
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lui referirile sunt frecvente la aceste mecanisme, devenite adesea mijloace de a face actiunea
s inainteze. Poate de aici si replica de un comic absurd datd de unul dintre personajele sale,
care, cand e intrebat cat este ceasul, raspunde: ,,Unsprezece trecute fix”. Diavolul vine sa strice
aceastd buna oranduiald a lumii: ,,In clopotnita Consiliului ordasenesc se afla «marele orologiuy,
pazit cu stragnicie de un clopotar, a carui slujba este «cea mai perfectd sinecura», intrucat
orologiul functioneaza fara gres din vremuri imemoriale, mai precis pand in clipa in care in
orag isi face aparitia un «drac francez». Dupa o luptd inversunata cu clopotarul, acesta face ca
orologiul si bati de treisprezece ori, stricind intreaga oranduiald a acestei lumi.” (COTRAU,
1990).

Lumea naturald gi senind va fi tulburatd prin interventia diavolului, a elementului
supranatural. Universul faptic, cam monoton arcadian, este structurat insa de un mecanism ce
functioneaza perfect din vremuri ale carui inceput a fost uitat. Sub spumoasa confruntare care
starneste rasul, potentat si de satira blandad la adresa olandezilor din Vondervotteimittiss,
intrezarim insa tema science fiction a echipamentului sigur, care, defectandu-se la un moment
dat ori fiind manevrat gresit, duce la sfarsitul lumii, chiar daca in ritm de mars sau intonandu-
se imnul national! Scena descinderii diavolului in oras, in brate cu un violoncel, i-a fost
sugeratd lui Poe de actiunile eroilor afoni din Muzicantii din Bremen, poveste universal
cunoscutd, provenitd, asa cum se vede clar din titlu, chiar din spatiul germanic. Diavolul pus
pe glume are si el nationalitate, fiind francez, un instrument de ironizare a spiritului german de
catre E. A. Poe, dar si un motiv in plus pentru I. L. Caragiale pentru a da o versiune romaneasca,
dupa un intermediar francez, desigur.

In registru sobru, motivul ceasornicului din turn (clopotniti) este general raspandit,
fiind reluat de diversi autori. Influentele sunt evidente, Insa particularizarea motivului, indicand
profunzimi emotionale de nuantd in intdmplarile personajelor face ca noile texte sa
dobandeasca autonomie esteticd. Putem observa acest lucru la Oscar Lemnaru, care reia tema
in povestirea intitulata chiar asa: Ceasornicul din turn. Dupa cum remarca lon Vlad, ,.ritualul,
aici esoteric, al povestirii, agteptarea Incantata a ascultatorilor, nu contrazic elementele genului,
ci, dimpotriva, le confirma total, intr-o proza inspiratd de modele supreme; Edgar Poe si
Hoffmann (motivul conditiondrii unei vieti: ceasornicul si paznicul).” (VLAD, 1972, p. 107).
Simbioza om-orologiu are in acest caz consecinte nefaste. Mecanismul nu-si mai urmeaza
cursul egal al timpului insensibil la dramele lumesti, ci se adapteaza ritmului vietii protectorului
sau uman. Cand paznicul imbatraneste, decrepitudinea se reflecta si asupra ceasornicului. Omul
ia decizia unei schimbari, iar ca lumea si timpul sd nu se opreasca, cheama ajutor, un nepot
fiind desemnat sa ,,tragd” ceasul. Dar tanarul adoarme nepasator, iar tragedia nu mai poate fi
evitatd. (DAN, 1975, p. 288).

Tainele lui E. A. Poe si polemicile bucurestene

La sfarsitul lunii ianuarie 1875, in cotidianul ,, Telegraful” din Bucuresti aparea o alta
traducere din E. A. Poe. Este celebra Tell-Tale Heart, publicata de pentru prima data in 1843,
desi era scrisa din anul precedent. Autorul a incercat sa o plaseze la ,,Boston Miscellany”, dar
revista a respins-o, considerand-o prea violentd. Henry Theodore Tuckerman, editorul
publicatiei, a vazut in text doar crima oribila, fard sd sesizeze tema principald, cea a
zguduitoarei framantari si marturisiri. Nu este vorba de ucigasi de fapt divers cotidian, ci de
modul cum ei se raporteazd la crima, fard regrete si fard sd se simtd vinovati. (MCARTHUR,
2016, p. 87). Dupd cum va sesiza un exeget intr-o abordare mai noud, ucigasul-narator este
interesat mai degraba sd povesteascd decat de crima in sine. (BENFEY, 1993). Fara indoiala,
este unul dintre cele mai bune texte ale lui Poe, invalidand cumva conceptia lui despre arta sub
imperiul rationalului. Exista o presiune din strafunduri sufletesti, care face ca si crimele
perfecte, bine puse la punct, sa fie descoperite, aici prin batdile inimii dincolo de moarte. Dupa
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cum considerd Petru Cretia, moartea este doar o umbra in acest caz, refuzénd parca sa reduca
victima definitiv la tacere. (CRETIA, 2003, p. 44).

Celebrii teoreticieni al literaturii René Wellek si Austin Warren, care nu l-au apreciat
foarte tare pe E. A. Poe 1n opul lor foarte consistent, vor surprinde insa ingeniozitatea narativa
din Tell-Tale Heart (regasita si in Ligeia sau Berenice), unde ,,personajul principal, nevrotic si
psihopat, este cel care 1si spune povestea; naratorul, cu care nu ne putem identifica,
caracterizandu-se atat prin ceea ce relateaza, cat si prin modul relatarii”. (WELLEK &
WARREN, 1967, p. 294). Partea a doua a acestui comentariu critic este exacta, aratand
capacitatea lui Poe de a crea spatiu intre el si cititor, tocmai pentru a intelege in profunzime
ceea ce se intampld. Totusi, personajul, pe langad caracterizarea abrupta ca ,,nevrotic si
psihopat”, permite inducerea unei dimensiuni morale, un rest de constiinta capabila sa vibreze
in inima criminalului, ficAndu-1 sd marturiseasca, ceea ce ni se pare mai apropiat de intentiile
autorului, aspect remarcat In trecere de cei doi teoreticieni o pagind mai incolo. (WELLEK &
WARREN, 1967, p. 294).

De 1a Bucuresti la Brasov si Timisoara

Pentru aceastd versiune romaneascd a fost ales titlul Inima destdinuitoare
(,,Telegraful”, V, nr. 853, 1875). Traducator este profesorul de francezd Bonifaciu Florescu,
fiul natural al liderului revolutionar Nicolae Bilcescu. In ziar, textul pare plasat destul de
neglijent, in paginile a doua si a treia, intre o stire despre sinuciderea imparatesei Chinei,
neconsolatd la moartea imparatului, si o alta despre sarpele cu barba de la Paris. Cateva randuri
despre traducator sunt aici necesare, B. Florescu fiind o figura extrem de prezenta in viata
literar-artisticd si in gazetaria culturala din a doua jumatate a secolului al XIX-lea. S-a
pozitionat politic in tabdra liberald, fiind si prieten cu Alexandru Macedonski. A fost un
adversar redutabil al Directiei noi, promovate de Junimea si de liderul ei Titu Maiorescu.

La inceputul anului 1876, cand presiunile asupra guvernului din care facea parte si T.
Maiorescu s-au intetit, B. Florescu a contribuit si el printr-o suitd de articole publicate in
,Romanul”, cotidian sustinut de liberali, cei ce vor veni curand la guvernare. Astfel, intr-o
cronica, recenzentul nu recunoaste niciun merit ,,scolii de la Borta rece” (cunoscuta carciuma
ieseand), ai carei poeti produc ,,imitatiuni servile si nedibace” (,,Romanul”, XX, 1876). Atacuri,
insotite apoi de lectii de scriere, continud in noua publicatie ,,Stindardul”, aparuta in martie
1876. (PERPESSICIUS, 1943, p. 243). Iritat, Mihai Eminescu 1si va formula criticile acide in
poezia Epistola deschisa catre homunculul Bonifaciu. Acesta a ramas nepublicatd, ecouri fiind
regasite in Scrisoarea II, mult mai realizatd sub raport estetic.

Tell-Tale Heart este una dintre operele lui Poe tradusd de mai multe ori in limba
roména. Cativa ani mai tarziu, o versiune poate fi aflatd in revista ,,Literatorul”, editata de
Alexandru Macedonski si cu sprijinul prietenului sdu Bonifaciu Florescu. Aici formula aleasa
de traducdtoarea Smaranda Garbiniu este Remuscarea, departe de original si de ideile
exprimate in text. (,,Literatorul”, II, nr. 9, 1891). In anul 1895, regdsim o noud traducere in
revista ,,Vatra”, coordonata de trei nume mari ale literaturi romane, I. L. Caragiale, [oan Slavici
si George Cosbuc, acesta din urma fiind editorul care se ocupa efectiv de gazetd. De data
aceasta, titlul ales de traducator (Const. Ramura, pseudonimul lui Dimitrie A. Teodoru, dupa
cum precizeaza Liviu Cotrau) fiind Inima tradatoare. (,,Vatra”, 11, nr. 9, 1895). In acelasi an,
o alta versiune este Inregistrata la Timisoara, in cotidianul ,,Dreptatea”, pentru ca in 1900 sa o
regdsim in ,, Tribuna poporului” din Arad, redata la in trei episoade. Este o traducere noua,
deoarece regdsim 1n text cateva regionalisme, in grafia uzitata in Ardeal si Banat. Cu acelasi
titlu, Inima tradatoare, povestirea va continua sa circule in spatiul de peste munti, fiind regasit
in ,,Gazeta Transilvaniei” de la Brasov (1908) sau in revista ,,Luceafarul” de la Sibiu, in 1909.
(COTRAU, 2005, p. 490). O traducere buni a dat Ion Vinea in E. A. Poe, Scrieri alese, folosind
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titrarea [nima care-si spune taina. Liviu Cotrau va realiza o noud versiune, mai aproape de
original, titlul in romana fiind Inima destainuitoare.

Gotic cu metempsihoza si unguri

Starsitul secolului al XIX-lea consemneaza si traducerea unui alt scriitor roman
important, Alexandru Macedonski, el insusi poet, prozator si editor de publicatii, autor de texte
fantastice (dar nu gotice) si un promotor al genului science fiction pe pdmant romanesc. Acesta,
tot pe linie francezad, isi va incerca puterile cu Metzengerstein. Din capul locului va preciza:
»Aceastd poveste este jumadtate imitatd, jumatate tradusd din Edgar Poe.” (,,Revista
independenta, 1887). In cercul sau literar si in publicatiile editate de el a fost o preocupare
constanta pentru opera americanului, scriitorii romani (nu atat de proeminenti ca Macedonski)
realizand versiuni ale unor poeme. Interesant de mentionat e faptul cé in aceasta editie titlul,
format din numele unui personaj, cuprinde o literd in plus, fiind transcris constant
Metzengernstein! Varianta propusd de Macedonski are si alte defecte, alterand textul propus de
Ch. Baudelaire in francezi prin omiterea sau concentrarea unor pasaje importante. (COTRAU,
2014).

Nu va fi o piesa foarte tradusa in romaneste, desi macar elementele de geografie ar fi
trebuit sa atraga publicul, actiunea desfasurdndu-se undeva in Europa Centrala. Regasim textul
in volumul Nuvele extraordinare, din 1910, in versiunea lui Barbu Constantinescu. A urmat o
traducere tot in volum, de data aceasta semnatda M. Carp, in acest mod ajungand E. A. Poe sa
fie editat la lasi (1921). Versiunea de referintd este consideratd, si in acest caz, cea data de
Mihu Dragomir si Constantin Vonghizas (1979). Este un volum care cuprinde texte in proza,
pe langa traducatorii amintiti fiind valorificate si contributiile lui Ion Vinea. Prefata este
semnata de Zoe Dumitrescu- Busulenga. O traducere noud a realizat Liviu Cotrau, in 2012. Cu
titlul Armasarul de foc, textul este redat in romaneste de Rodica Bretin, autoare de literatura
fantastica si science fiction. (,,UtopiQa #”, nr. 1, 2020).

Este prima povestire publicata de E. A. Poe, poate si prima scrisa, motiv pentru care o
lunga pleiada de critici a incercat sa-i fixeze calitatile si scaderile artistice. Este evident ca
lucrarea poate fi incadrata genului gotic (cu ramificatii in horror si fantastic), foarte prezent si
gustat in epoci. Insa nu este foarte clar daci Poe a vrut si scrie o povestire respectand canonul
estetic al goticului sau a existat intentia de a-l satiriza si parodia, avand in vedere marea
productie de acest tip a epocii, unul din scopuri fiind acela de a starni hazul. (FISHER, 1993).
Mai mult, David Leverenz o incadreazd printer lucrdrile gotice ale lui Poe cu caracter
senzationalist, englezescul sensationalism avand aici sensul de extraordinary, iesit din comun.
(LEVERENZ, 2001).

Actiunea este plasatd in Europa, In mod explicit in Ungaria, un spatiu vazut ca
germanic. Se observa astfel incd de la acest text de debut pasiunea lui Poe de a-si plasa
intamplarile 1n diverse locuri de pe mapamond, intr-o geografie literard ce meritd o mai mare
atentie. Adesea insd, specificul local este In mare parte ignorat. Asa se Intdmpla si in
Metzengerstein, unde ungurilor li se atribuie (in mod gresit) credinta Tn metempsihoza.
(SZABO & CRISAN, 2017). Poe are insa nevoie de aceastd introducere mai putin uzualad
pentru a motiva finalul cu totul neasteptat, sugerand ca Wilhelm Von Berlifitzing s-a reintrupat
chiar in calul fioros, care il va rizbuna, ducandu-1 pe contele Metzengerstein in flicari. In
descrierea castelului si a imprejurimilor este posibil ca E. A. Poe s fi utilizat sugestii din viata
reald, deoarece, de la 16 ani, a locuit o perioada in impresionantul conac Moldavia, detinut de
tatal lui vitreg, John Allan. (HUTCHISSON, 2005, p. 97). Inclusiv conflictul dintre cei doi
protagonisti desemneazd un paralelism cu desele confruntari dintre autor si parintele sau
adoptiv, Poe fiind regasit reincarnat ca Metzengerstein. (HUTCHISSON, 2005, p. 38).
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Mesmerism si spiritism

In a doua jumitate a secolului al XIX-lea, interesul pentru scrierile lui E. A. Poe in
spatiul romanesc a continuat s creascd, o contributie importanta 1n activitatea de a-1 traduce
avand si I. L. Caragiale. Florin Manolescu aminteste insa o altd contributie timpurie a lui
Bonifaciu Florescu, cu o versiune din The Facts in the Case of M. Valdemar sub titlul Adevarul
asupra casului d-lui Valdemar. Traducerea a aparut in revista Povestitorul din Bucuresti, in
numarul 2, din 11 iulie 1876. (MANOLESCU, 1980, p. 199). Este o piesa care a facut cariera
in limba roménd, cunoscand un numar mare de traduceri, cu variatii In privinta redarii titlului
Cotrau, 2005, p. 562). Se pare insa ca Liviu Cotrau nu a parcurs cartea Literatura S.F., semnata
de Florin Manolescu, unde sunt evidentiate doud traduceri ale acestei povestiri (in ,,Revista
ilustratd”, nr. 1, 1891; ,,Munca literara si stiintificad”, nr. 1, 1894), ambele cu titlul Un mort viu:
Nuvela extrordinara. Este o jumatate din titlul folosit de Charles Baudelaire in versiunea in
franceza din 1854, in ,,Le Pays”.

Trebuie remarcat faptul cé interesul fata de lucrarile cu tema mesmerica ale lui Poe in
spatiul romanesc a fost stimulat in acea perioada si de preocuparile acerbe ale elitelor locale
pentru spiritism. Versiunile au fost tiparite atat in presa din Regat, cat si peste munti, in Ardeal,
ceea ce aratd o preocupare constanta pentru opera lui Poe in spatiul cultural romanesc, precum
si capacitatea de sincronizare cu fluxul literar novator european. Dintre versiunile in limba
roména sunt de luat in seama cea a lui Mihu Dragomir si Constantin Vonghizas, a lui Liviu
Cotrau si cea mai recenta realizatd de Gabriel Malaescu (2013).

The Facts in the Case of M. Valdemar face parte din preocuparile mesmerice ale lui E.
A. Poe, tema ilustrata si Intr-o altd povestire a sa, Mesmeric revelation (Revelatie mesmericad),
publicatd cu un an inainte. Era un subiect bine prizat de presa in acea perioada, fiind relatate
numeroase intdmplari de oameni adormiti (hipnotizati), trecand prin experiente deosebite. Ca
si in alte cazuri, scriitorul american s-a inspirat din aceste articole, reusind insé sa prelucreze
tema la un nivel ridicat al rafinamentului artistic. Totusi, vor fi multi cititori tentati sa creada
cé textul lui Poe este o relatare a unui fapt real, si nu o fictiune. (PENDLETON COOKE, 2002).
A fost si un mare succes jurnalistic. (WALKER, 2002). Autorul va crea o aparenta stiintifica
in lucrare, prin introducerea unor personaje martor, medici ori alte persoane cu cunostinte in
domeniu, relatarea fiind fara complicatii, apropiatd de stilul obiectiv al unui raport stiintific si
de cel jurnalistic. In acest context, este necesar sd amintim ¢ si prin aceastd povestire E. A.
Poe se pozitioneaza printre pionierii genului science fiction in lume. Ideea SF este cea a unui
experiment stiintific, care desi nu este real este verosimil, ceea ce face ca exigentele estetice
ale genului sa fie indeplinite. Nu e de mirare cad Hugo Gernsback, fondatorul SF-ului modern,
tiparea The Facts in the Case of M. Valdemar in primul numar al legendarei reviste ,,Amazing
Stories”, in 1926. (MANOLESCU, 1980, p. 16). In articolul-program al publicatiei, H.
Gernsback definea astfel categoria literara la care se referea: “By ‘scientifiction’ I mean
the Jules Verne, H. G. Wells, and Edgar Allan Poe type of story — a charming romance
intermingled with scientific fact and prophetic vision.”

Dupa prima publicare, Robert Collyer, mesmerist cu o mare notorietate in epoca, ii va
scrie lui Poe pentru a-i cere sd dezminta convingerea unor cititori ca textul ar fi o fictiune,
acesta facand senzatie la Boston (INGRAM, 1886, p. 277). Mai mult, Collyer va sustine ca a
repetat experienta, utilizand reteta din povestirea The Facts in the Case of M. Valdemar, cu
succes deplin, reusind si trezeasca din morti un barbat. In fapt, era vorba de un marinar mort
de... beat, readus in simtiri de o baie buni. (SILVERMAN, 1991, p. 294-295). In raspunsul dat
lui Collyer, Poe aratd ca este putin adevar in acest text, dar ca, ,,daca intamplarea nu este
adevirati, ea ar fi trebuit si fie asa”. (COTRAU, 2005, p. 561).

Concluzia care se desprinde din faptele analizate 1n acest studiu este cid traducerea
scrierilor in proza ale lui E. A Poe s-a facut cu intarziere fata de alte limbi, iar scriitorul ar fi
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fost receptat mult mai greu dacd in acest proces nu s-ar fi implicat nume importante ale
literaturii romane, dar si traducatori mai modesti, unii ramanand si in prezent prea putin
cunoscuti. De asemenea, studiul pune in balantd semnificatia produselor jurnalistice aparute in
diverse publicatii, atat in ceea ce priveste problemele de retroversiune, cat si raportul dintre
real si fictiv din paginile ziarelor, atunci cand unele Intamplari relatate de autorul american au
fost crezute de cititori drept fapte reale.
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Abstract

In this article we aim to highlight the importance of the visual and the chromatic in
Sidonie-Gabrielle Colette's texts. The materials used were the four novels translated into
Romanian: The Vagabond and Duo, translated by Ovidiu Constantinescu, Chéri and The End
of Chéri, translated by Mona Radulescu and Corneliu Radulescu. For each novel, the
occurrences of the nuances we have focused on will be mentioned and exemplary contexts will
be provided. Most of the time, the colors chosen are not random, highlighting absconding
meanings, which, at first reading, can be considered insignificant.

Résumé

Dans cet article, nous souhaitons souligner l'importance du visuel et du chromatique
dans les textes de Sidonie-Gabrielle Colette. Les matériaux utilisés étaient les quatre romans
traduits en roumain : La Vagabonde et Duo, traduits par Ovidiu Constantinescu, Chéri et La
Fin de Chéri, traduits par Mona Rddulescu et Corneliu Radulescu. Pour chaque roman, les
occurrences des nuances sur lesquelles nous nous sommes concentrés seront mentionnées et
des contextes exemplaires seront fournis. La plupart du temps, les couleurs choisies ne sont
pas aléatoires, mettant en avant des significations fugitives, qui, en premiere lecture, peuvent
étre considérées comme insignifiantes.

Rezumat

In acest articol ne propunem s evidentiem importanta vizualului si a cromaticii in
textele lui Sidonie-Gabrielle Colette. Materialele utilizate au fost cele patru romane traduse in
limba romdnda: Hoinara si Duo, in traducerea lui Ovidiu Constantinescu, Chéri si Sfarsitul lui
Chéri, in traducerea Monei Radulescu si a lui Corneliu Radulescu. Pentru fiecare roman se
vor mentiona ocurentele nuantelor asupra cdarora ne-am oprit si se vor oferi contexte
exemplificatoare. De cele mai multe ori, culorile alese nu sunt intdmpldtoare, reliefand
semnificatii absconse, care, la o prima lecturd, pot fi considerate insignifiante.
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I. Introducere

Cromatica a pasionat dintotdeauna ochiul uman. Culorile, fie cele naturale, fie cele
obtinute prin fuzionarea unora dintre ele, fascineaza prin splendoare, diversitate, dar si prin
posibilitatea transmiterii unor mesaje prin intermediul lor: ,,culorile sunt semne care comunica
ceva si prin care se comunica. Ele sunt legate atdt de elementele materiei minerale, vegetale si
animale, cat si de produsele fabricate si utilizarile lor sociale, culturale ori simbolice”". In ceea
ce-o priveste pe Sidonie-Gabrielle Colette, aceasta este cunoscutd drept o scriitoare a
vizualului, intrucat in romanele sale identificadm o paleta vastad de nuante care le confera textelor
plasticitate.

Daca incercam sa realizam o analiza a cromaticii utilizate in romanele colettiene, vom
observa cd o adevdrata artd se ascunde 1n spatele alegerii nuantelor care-i amplifica vizual
tablourile create: ,Le recours aux adjectifs de couleur traduit son désir d’une réalité plus
visuelle.” (BOUSTANI, 2002, p. 214). Scriitura ei, de o reald finete, abunda in culori ce redau
sensuri plurivalente. Ne propunem sa analizam, in cele ce urmeaza, sase nuante recognoscibile
la nivelul celor patru romane colettiene: albastru, rosu, verde, galben, violet si roz.

II. Analiza culorilor selectate

ALBASTRU. Vom demara analiza cu albastru, culoarea cel mai frecvent intalnita in
textele colettiene. Astfel, albastru <lat. albaster reprezinta o culoare ,,adanca, nemarginita [...]
cea mai imateriala, neredata de natura decat prin vid. Albastrul este cea mai rece dintre culori
si, in valoarea ei absolutd, cea mai purd.” (CHEVALIER, GHEERBRANT, 1994, p. 79).
Aceastd nuantd se remarcd drept culoarea reprezentativa a scriitoarei. Romanele acesteia
prindeau viatd pe o hartie albastrd care o inspira Tn materializarea imaginatiei sale, rezultand
adevarate capodopere: ,.le papier bleudtre qui sur la table obscure guide en ce moment ma main
comme un phosphore.” (DUCREY, 2000, p. 103). Remarcam predilectia pentru albastru si in
romanele pe care le vom analiza. In textul Hoinara intalnim aceastd culoare de doudzeci si
noua de ori, alaturi de variantele a/bastrui (de trei ori), albdstriu (de trei ori) si azuriu (de patru
ori): de exemplu, ,,astept ca soarele sd mi se astearna pe fata [...] in timp ce umbra unui pieton
luneca peste mine, grabitd, ca o aripd mohorata, albastra...” (COLETTE, 1969, p. 67).

In romanul Duo, albastrul este ocurent de optsprezece ori, aldturi de albdstriu (o datd)
si de azuriu (o datd). Din dorinta de a incerca sa-1 distragd de la gandurile sale amare,
protagonista acestui roman, Alice, 1i va spune sotului ei: ,,Priveste... Tot ce e alb pare aproape
albastru...” (COLETTE, 1969, p. 362), textul trimitand la ideea ca aparentele sunt de cele mai
multe ori inselatoare.

In romanul Chéri, regasim aceasta culoare de doudzeci si sase de ori, putand fi adaugate
tot aici si bleu (de opt ori), bleumarin (o datd), albastrui (o datd) si azur (o datd). De exemplu,
in ceea ce-o priveste pe Léa, aceasta ,,zambi fara sa vrea, privind aceastd calda dezordine
barbateasca si-si inchise pe jumatate ochii mari si blanzi, de un albastru clar”. (COLETTE,

!http://limbaromana.md/index.php?go=articole&printversion=1&n=885, accesat la data de 8.02.2024, ora 18:28
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1973, p. 6). In partea a doua a romanului, albastru va aparea de doudzeci si opt de ori, alaturi
de variantele: bleu (de sase ori), albastrui (de cinci ori), albastriu (o datd), azur (de doua ori)
si bleumarin (o datd). Importanta acestei culori pentru personajul masculin este subliniata in
descrierea camerei sale care era ,,asa cum o dorea, albastra, parfumata, buna pentru odihna”.
(COLETTE, 1973, p. 203).

ROSU. Urmatoarea culoare pe care o aducem 1in atentie este rosu (< lat. roseus), fiind
considerata ,,simbolul fundamental al principiului vital cu forta, puterea si stralucirea lui; rosul,
culoare a focului si a sngelui, prezintd, din punct de vedere simbolic, aceeasi ambivalenta ca
si acestea din urmd dupd cum el este, ca nuantd, deschis sau inchis”. (CHEVALIER,
GHEERBRANT, 1995, p. 171). In acelasi timp, rosul mai poate reprezenta ,culoarea
functiunilor sentimentale: de la pasiune si suferinta pana la caritate si mizericordie”. (EVSEEV,
2001, p. 167). In Hoinara, identificim aceasti culoare de saptesprezece ori, concurati de
variantele sdngeriu (de patru ori), roscat (de sapte ori), visiniu (o datd) si carmin (de trei ori).
Totodata, pentru a vizualiza mai clar imaginea pe care autoarea doreste sd o transmita, aceasta
alege sd compare nuanta de rosu cu elemente din realitatea imediata, pentru a putea fi mai
explicit tabloul: rosu ca racul (p. 81), rosu aprins ca de margean (p. 115). Pentru
exemplificarea unui context In care regisim acest element cromatic in text, vom recurge la
incipitul romanului in care protagonista isi priveste reflexia in oglinda: ,,cu pometii imbujorati,
de culoarea brumadrelelor din gradind, cu buzele de un rosu inchis, stralucitoare si parca
lacuite”. (COLETTE, 1969, p. 23).

In romanul Duo, rosu apare de saisprezece ori, alaturi de variantele sdngeriu (de patru
ori), roscat (o datd) si carmin (o dati). In momentul in care Michel se examineaz in oglinda,
pentru a-si privi degradarea fizicd progresiva, el observa ,,cu atentie firisoarele rosii ce brazdau
albul ochilor”. (COLETTE, 1969, p. 361).

Tot saisprezece ocurente sunt si in romanul Chéri, alaturi de nuantele ciresiu (o data),
grena (de doud ori) si roscat (o datd). In finalul primei parti a romanului, cAnd Chéri 1i judeca
pentru prima data varsta, Léa ,,avea pometii uscati si luciosi, de un rosu febril, care-i faceau
albastrul ochilor aproape neverosimil”. (COLETE, 1973, p. 163). In Sfarsitul lui Chéri, rosu
se va regasi de saptesprezece ori alaturi de variatiile roscat (de patru ori), roscovan (de doua
ori), rosiatic (de doua ori), grena (o datd), ciresiu (de doud ori), ruginiu (o datd) si visiniu (o
datd). Un context ilustrativ ar fi transformarea Léei 1n partea a doua a romanului intr-o femeie
de nerecunoscut pentru Fred: ,isi netezi, spre spate, parul rosu, de femeie batrana, tuns
baieteste, iar rochia ei ruginie i se mula asa cum se muleaza o prelatd pe un butoias”. (COLETE,
1973, p. 228).

VERDE. Verdele (< lat. vir(i)dis) este o nuanta ,,mediatoare intre cald si rece, Intre sus
si jos, este o culoare linistitoare, racoritoare, umand. [...] Verdele este si trezirea la viata. [...]
Verdele pastreaza o caracteristica stranie si complexa, care tine de dubla lui polaritate: verdele
mugurului si verdele mucegaiului, viata si moartea.” (CHEVALIER, GHEERBRAND, 1995,
p. 436).

In Hoinara, acest element cromatic este prezent de noud ori, alaturi de derivatul
acestuia, verzui (de doua ori). Precum in cazul lui rosu, si aici verdele intra In comparatii: verde
ca un buratec (p. 94) si verde ca o lacusta (p. 222). Un exemplu graitor din roman ar putea fi
urmatorul: ,,apa tulburatd e verde de nasturei firavi si de broticei cu manute delicate”.
(COLETTE, 1969, p. 270).

In Duo, verdele apare doar de cinci ori, alaturi de varianta verzui, ocurenti si ea de doua
ori: de pilda, ,,Alice nu prea gusta de obicei farmecul amurgului verde, cu cerul sangeriu spre
asfintit, deasupra raului invizibil.” (COLETTE, 1969, p. 340).

in Chéri, numaram acest element cromatic de unsprezece ori, adaugand varianta verzui,
intalnita o data: de exemplu, ,,I.éa se ridica, impozanta in rochia ei de toamna, de un verde mat,
frumoasa sub pilaria de satin garnisita cu lutru.” (COLETTE, 1973, p. 58). In partea a doua a
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romanului, numarul aparitiilor va creste la cincisprezece, de pilda, ,,Chéri [...] privi cu dispret
imaginea intunecata din oglinda verde si urca usor treptele spre camera sa.” (COLETTE, 1973,
p. 203).

GALBEN. Vom continua periplul coloristic cu galben (< lat. galbinis) pe care
dictionarul de simboluri il catalogheaza ca fiind ,,cea mai caldd, cea mai expansiva, cea mai
insufletitd culoare; cea care este greu de stins si care se revarsa mereu. [...] Ea vesteste si
scapatarea, batranetea, apropierea mortii. [...] Limbajul comun a ajuns insd sd rastoarne
simbolul, atribuind culoarea galbena celui ingelat.” (CHEVALIER, GHEERBRANT, 1995, p.
82).

In romanul Hoinara apare de unsprezece ori, alaturi de galbui (de doui ori). Totodata,
sunt prezente si urmatoarele comparatii: galben ca pucioasa (de doua ori / p. 251, p. 265) si
galbene ca puii iesiti din gdoace (p. 265), dar si expresia a fi galben de suparare: ,Hamond e
galben de supdrare si are un tic ce face sa-i zvacneasca usor obrazul stang.” (COLETTE, 1969,
p.- 204). Observam cd in exemplul oferit galbenul are conotatie negativd, zugravind
transformarea fizica a barbatului care trece printr-o perioada dificila.

in romanul Duo, galbenul apare de sapte ori, de pilda: ,,in timp ce turna in pahar, cu o
mana subtire, numai oase si vine, cidrul cafeniu, atat de oaches incat pana si spuma se colora
in galben”. (COLETTE, 1969, p. 338).

Tot de sapte ori va apdrea si in romanul Chéri, iar de zece ori in continuarea acestuia,
Stdrsitul lui Chéri. Exemple posibile care sa ilustreze prezenta galbenului in cele doud romane
ar putea fi urmatoarele: ,,cu o mana neglijenta isi Infipse un pieptene galben pe ceafa si cauta,
fara mare speranta un roman politist”. (COLETTE, 1973, p. 138); ,,rochia ei brodata cu perle
isi pierdu albul de zapada si, in contact cu perdeaua de matase-lame pe care o atinsese in trecere,
capatd un reflex galben aprins.” (COLETTE, 1973, p. 173).

VIOLET. Urmaitorul element cromatic supus analizei este violet (< fr. violet) care este
considerat ,,echilibrul intre pdmant si cer, simturi si spirit, patima si inteligentd, iubire si
intelepciune. [...] Violetul ar semnifica trecerea autumnald de la viatd la moarte, involutia.”
(CHEVALIER, GHEERBRANT, 1995, p. 452).

In romanul Hoinara, violetul este ocurent de patru ori, existand si variantele vioriu (o
data) si liliachiu (de doua ori). Un posibil exemplu ar putea fi urmatorul: ,,umbra ciresilor pare
violeta pe pamantul roscat ce a si inceput sa crape de sete.” (COLETTE, 1969, p. 252).

In romanul Duo, existd zece ocurente, cirora li se adauga violaceu (o data), vioriu (o
datd) si mov (o datd). Un exemplu gréitor ar fi replica lui Michel adresata personajului feminin:
312). Licarirea violeta din ochii femeii are rol de prolepsa, anuntand culoarea mapei in care se
gaseste dovada infidelitatii ei. Odatd descoperitd, viata lui Michel se va dardma treptat pana la
a-si atinge punctul de maxima tensiune — sinuciderea lui.

in romanul Chéri, vom intalni violetul de sapte ori, cu varianta mov (de patru ori), pe
cand in partea a doua a romanului, violetul si movul vor aparea fiecare de doua ori: de pilda:
,UN covor gros, aruncat pe pietris, colora cu reflexe violete cele doud trupuri goale, al
instructorului si al elevului” (COLETTE, 1973, p. 36); ,,bordura de garofite roz batea spre
violet, apoi disparea cu repeziciune”. (COLETTE, 1973, p. 210).

ROZ. Urmatoarea culoare este roz (< fr. rose), un element cromatic neidentificabil in
dictionarele de semiotica si simbolisticd. Stim despre ea ca se obtine prin combinarea albului
cu rosul, iar, in functie de cantitatea unuia sau a celuilalt, poate determina variatii ale intensitatii
culorii.

In Hoinara, rozul va apirea doar de trei ori: de pilda, ,,cind ma inapoiez, infisurati in
faldurile unui chimono roz de flanela, imi face impresia cd amandoi au un aer prea degajat”
(COLETTE, 1969, p. 165), insa o posibila varianta a acestei culori, trandafiriul se va regasi de
zece Ori.
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Duo 1l va inregistra o singura datd, pe cand trandafiriul va aparea de sapte ori: ,—
Michel, [...], recunoaste ca te-ai ocupat de treburi mai rentabile decat sa conduci timp de doua
luni un biet cazinou amarat din pandispan roz...” (COLETTE, 1969, p. 347).

O simbolistica aparte va avea rozul in romanul Chéri avand o ocurentd de doudzeci si
noui de ori. In acest roman, mai apar si variantele trandafiriu (de doud ori) si rozaceu (o dati).
Un exemplu potrivit aici ar fi urmatorul pasaj, extras din incipitul romanului: ,,isi deschise
pijamaua pe pieptul mat si dur, bombat ca un scut, si aceeasi lumina roz 1i juca pe dinti, pe
albul ochilor melancolici si pe perlele colierului”. (COLETTE, 1973, p. 3). Rozul este o culoare
feminind care rezultd din contopirea celor doua nuante: alb si rosu. Aici, rosul trimite la
pasiunea femeii mature, iar al/bul, la linistea si echilibrul pe care le atinge Chéri alaturi de
femeia iubitd. Prin combinarea celor doua rezultd rozul/, identificabil in fragment pe dintii lui
Chéri, in albul ochilor acestuia, precum si pe colierul de perle.

in partea a doua a romanului, Sfarsitul lui Chéri, rozul va aparea de cincisprezece ori,
iar trandafiriul doar o data: de pilda, ,,Léa purta cu ea peste tot acest 7oz incandescent, asa cum
isi ia marea cu ea, in reflux, parfumul pamantesc de fan si de cirezi.” (COLETTE, 1973, p.
252). Aici, Chéri va deveni un Ulise in cautarea rozului protector al budoarului femeii, spatiul
in care barbatul se simte iubit si protejat, dar pe care il pierde definitiv la finalul primei parti a
romanului, alungat fiind de Léa, in momentul in care aceasta realizeaza ca relatia lor este
imposibila.

II1. Concluzii

In altd ordine de idei, romanele lui Colette pun accentul pe vizual, iar acest lucru este
justificabil prin utilizarea unei palete generoase de culori in conturarea imaginilor. Totodata,
aceste nuante intaresc unele trasaturi ale personajelor, sunt purtatoare de mesaje absconse, fiind
alese cu mare atentie de scriitoare. Analiza realizata nu este exhaustiva, intentia noastrd fiind a
ne apleca asupra culorilor dominante, existand si nuante marginale pe care nu le-am mentionat,
dar care pot fi constitui materialul unor cercetari viitoare.
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Abstract

In this article, starting from what the critics point out, we will point out which themes
sustain the fictional universe imagined by the Basarabian writer and how an authentic fictional
world is rendered, in order to observe how themes such as memory, identity, history or
childhood also sustain the fictional worlds described in the contemporary prose, not only those
of the texts of the last century to which reference will be made. Our intention is to identify those
themes that can define the main motifs of Romanian literature in the Bessarabian space.

Résumé

Dans cet article, en commengant par ce que les critiques signalent, nous soulignerons
quels themes soutiennent l'univers fictif imaginé par l'écrivain basarabien et comment un
monde fictif authentique est rendu, afin d'observer dans quelle mesure des théemes tels que la
mémoire, l'identité, l'histoire ou l'enfance soutiennent également les mondes fictifs décrits dans
la prose actuelle, et pas seulement ceux des textes du siecle dernier auxquels nous nous
référerons. Notre intention est d'identifier les thémes qui peuvent définir le noyau thématique
de la littérature roumaine dans l'espace bessarabien.

Rezumat

In articolul de fatd, pornind de la ceea ce critica semnaleazd vom puncta care sunt
temele care sustin universul fictional imaginat de scriitorul basarabean si cum este redatad o
lume fictionald autenticd, pentru a observa in ce mdsurd teme precum memoria, identitatea,
istoria ori copildria sustin si lumile fictionale descrise in proza actuald, nu doar pe cele din
textele din secolul trecut la care se va face referire. Intentia noastra este de a identifica acele
teme care pot defini nucleul tematic al literaturii romdne din spatiul basarabean.
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Premise

Literatura romana din spatiul basarabean surprinde dinamica sociald, culturala si
politica a unui spatiu al interferentelor modelelor culturale. Astfel, in ce masura universul
fictional construit la nivel de discurs narativ poate descrie o lume fictionald ca o lume posibila
credibila? In ce masurd dominantele tematice, stilul scriiturii vor sustine autenticitatea lumii
create? Se poate remarca o apropiere a lumii fictionale de cea reald, pentru ca exista o preferinta
pentru valorificarea unor teme precum identitatea, memoria, istoria, copildria?

Literatura romand din spatiul basarabean poate fi analizatd si din perspectiva
identificarii unor dominante tematice, a unor spatii reale frecvent fictionalizate ori a unei
preferinte referitoare la modalitatea de redare a unei lumi fictionale credibile, pentru a se
observa in final relatia lume reald — lume fictionala. in articolul de fatd, pornind de la ceea ce
critica semnaleaza vom puncta care sunt temele care sustin universul fictional imaginat de
scriitorul basarabean si cum este redatd o lume fictionald autentica, pentru a observa in ce
masurd teme precum memoria, identitatea, istoria ori copildria sustin si lumile fictionale
descrise 1n proza actuala, nu doar pe cele din textele din secolul trecut la care se va face referire.
Intentia noastrd este de a identifica acele teme care pot defini nucleul tematic al literaturii
romane din spatiul basarabean. De altfel, in analiza noastra va fi important cum mediul socio-
politic influenteaza universul fictional construit la nivel de discurs narativ.

Univers fictional — univers tematic

Mihai Cimpoi subliniazd cd ,tematica identitard, specific-basarabeana domina
organizarea epicd, o pune sub semnul inchiderii ontologice, limiteaza timpul si spatiul narativ.”
(CIMPOI, 1996, p. 56), avand in vedere ca scriitorul basarabean exprima o preferintd pentru
analiza a ceea ce nstrdinarea si insingurarea produc la nivelul structurii identitare. De aceea,
personajele imaginate reflectd aceastd problematicd identitard fie cd este vorba despre
identitatea sociald, politica, nationald, fie ca este cea personald, culturald sau etnica.

Tematica identitard este asociatd frecvent unei crize existentiale, sentimentului tragic
de a fi in lume. Aceasta criza este traitad de omul modern pentru care singuratatea, instrdinarea
anticipeaza moartea. In acest context, o amintim pe Lidia Istrati, autoarea prozelor Nica (1978),
Tot mai departe (1987), Scara (1990), Goana dupad vant (1992), Nevinovata inimd, care este
pe de o parte ,,preocupatd de evenimentul-moment capabil sa transmitd schimbarea traita ca
ceva semnificativ si solemn, in care sd Incapa constiinta totald, cea care poate determina si
consacra o intdmplare intr-un nou continut.” (BANTOS, 2013, p. 91). Pe de alta parte,
prozatoarea reflecta in scrierile sale drama omului modern, si anume aceea de fi Instrainat de
lume si de sine, aceea de a nu se regasi in lumea in care este plasat, aceea de a nu putea construi
un dialog coerent cu alteritatea. Totodata, in povestirea Scara, se poate observa ca accentul
cade pe descrierea unui univers rustic, aflat in tranzitie, care nu mai este un cadru protectiv, ci
surprinde o comunitate condusa de parveniti.

Si tematica rurala ordoneaza universul fictional al prozei scrise de basarabeni, prin care
literatura romana primeste si culoare locala. Prin descrierea unei lumi rurale, sunt evidentiate
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coordonate identitare, satul fiind descris ca o lume inchisa, care conserva practici si un mod de
privi lumea si de a te defini in raport cu aceasta.

Analizand proza lui Ion Druta, a lui Vasile Vasilache ori a lui Nicolae Esinencu, Grigore
Chiper subliniaza ca scriitorul basarabean are o predilectie pentru ilustrarea in textele sale a
unei tematici rurale, intrucat acesta remarca ,,dorinta de a pune in valoare universul patriarhal
vazut dintr-o prisma magica, idealizantd, lumea satului ca spectacol”. (CHIPER, 2004, p. 80).
Prin punerea accentului asupra descrierii satului ca spatiu-matrice, prin reprezentarea la nivel
fictional a comunitatii traditionale, este reflectatd culoarea locala, care ,,le da basarabenilor in
cel mai Tnalt grad certitudinea ca exista ca neam si ca se pot impune lumii ca atare.” (CIMPOI,
1994, p. 45).

Mihai Cimpoi subliniaza, de altfel, cd ,,N-a fost absenta in literatura basarabeana, care
a mostenit contemplativitatea, paseismul, Inclinarea spre poetizare si umor, bonom, caracterul
domol, static al nararii si alte note specifice ale spiritului moldovenesc, sensibilitatea apriga,
ardentd in plan moral, accentele mesianice si chiar eroice, varietatea formulelor lirice sau
narative.” (CIMPOI, 1994, p. 13). Observam asadar ca literatura romana din Basarabia s-a
definit prin caracterul rural, moral, istoricizant, prin valorificarea trecutului ca sursd a
autenticitatii scriiturii.

In ultimele doua decenii insd se poate observa o schimbare de paradigma in ceea ce
priveste imaginea satului redatd in proza scrisd de basarabeni, deoarece satul este descris cu
precadere ca un spatiu marginal, depopulat ori imbatranit. Satul nu mai sustine o identitate, ci
evidentiaza cauzele pentru care experienta instrdindrii este inevitabild, deoarece lipsurile si
saracia favorizeaza fenomenul migratiei, care implica si adoptarea culturii spatiului in care ai
ajuns, rezultand in final un transfer identitar. Se remarca totusi ca desi perspectiva din care
satul este descris se schimba, este alta, satul este in continuare fictionalizat, imaginea satului
reflectdnd o dinamica sociald, precum si o imagine a unei realitati dure.

De asemenea, odata cu sfarsitul anilor '90, memoria devine tema care oferd coerenta
discursului narativ in spatiul basarabean. Prin rememorarea unor evenimente recente sau mai
indepartate, pe care le integreaza in planul fictional, scriitorii refac o hartd mentala a
experientelor care au contribuit la definirea unei identitdti hibride, precum este si cea a
basarabenilor. Prin aducerile-aminte se recupereaza imagini ale trecutului, se reface o ampla
naratiune care cuprinde experiente personale si colective in egald mdsurd, tocmai pentru a se
evidentia ca traumele trecutului $i evenimentele marcante impun prezentului o anumita viziune
asupra spatiului, asupra relatiilor interumane, asupra a tot ce implica dialogul cu celalalt.

Memoria devine o tema care ordoneaza si naratiunile aparute dupa 2000, oferindu-le
autenticitate, pentru cd accentul cade pe experienta durd si trditd, care a avut puterea de a
transforma identitati. Spre exemplu, autori precum Dumitru Crudu, Iulian Ciocan, Stefan
Bastovoi, Oleg Serebrian, Liliana Corobca sau Tatiana Tibuleac isi construiesc universul
fictional pornind de la experiente personale sau colective pe care le refac in plan imaginar. Sunt
autori care nu abandoneaza dialogul cu lumea reald, ci, dimpotriva, o fictionalizeaza. Lumile
imaginate de acestia sunt sustinute de ceea ce memoria a transmis. Acestia creeaza o punte
intre lumea actuala si o lume a trecutului, in plan fictional, pentru a sublinia derapajele umane
sau pe cele ale istoriei.

Astfel, tema istoriei o va completa pe cea a memoriei. Romanele de factura istorica vor
propune insa o intoarcere intr-un timp care este cunoscut doar la nivel de discurs. De aceea, in
cazul naratiunilor construite in jurul temei istoriei ceea ce conteaza este capacitatea scriitorului
de a crea o lume autentica pe care cititorul sa o poata recepta, sa o poata analiza. Lidia Istrati
reface, urmareste, spre exemplu, in romanul 7ot mai departe destinul lui Stefan cel Mare,
contribuind prin naratiunea sa la ,,consolidarea identitatii istorice si culturale, a memoriei ca
posibilitate de punere in evidenti a constiintei de sine.” (BANTOS, 2013, p. 93). in proza
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actuald, Oleg Serebrian este unul dintre scriitorii care isi structureazd naratiunile pe un
fundament istoric.

Scriitorul basarabean reflecta o predilectie pentru documentar, context in care putem
aminti romanele Anei Lupan Tarina fara plugari sau Regdsirea, care evidentiazd drama
razboiului. Alexei Marinat construieste lumea din romanele sale pornind de la experiente sau
marturii colective, prezentand in texte precum Urme pe prag (1966), Mesagerii (1977) efectele
generate de primul deceniu postbelic, ce st sub semnul cultului personalitatii al lui Stalin.

Copilaria este, de altfel, una dintre temele preferate de scriitorul basarabean, intrucat
copildria std sub semnul jocului si al creatiei. A reda un univers fictional al copildriei iInseamna
asadar a crea o lume in care ludicul substituie sentimentul tragic de a fi in lume. Copilul are
forta de a construi la nivel imaginar lumea gandita. Pentru un copil depasirea limitelor sociale
nu reprezintd un obstacol de netrecut, intrucat copilul are capacitatea de a reinventa lumea si
de a se reinventa. Copilul supune lumea reald unor metamorfoze multiple tocmai pentru a se
putea apropia de aceasta, pentru a o intelege si pentru a simti ca face parte dintr-o lume unitara,
definitd de joc si joacd, in care nu existd tensiune si experiente traumatice. Din aceastd
perspectiva, scriitorii basarabeni din perioada comunista au regésit in lumea copilariei o lume
posibila, eliberatd de cenzura si de rigoare, o lume pusa sub semnul inocentei si al credintei in
puterea creatiei si a jocului. De aceea, Mihai Cimpoi afirma ca ,,Mitul copilariei este marele
mit al literaturii basarabene, fard ca ea sd incerce a o priva de dimensiunea existentiala a
suferintei si instrainarii.” (CIMPOI, 1996, p. 210).

Autori precum lon Druta, Spiridon Vangheli, Aureliu Busuioc scriu literatura pentru
copii in perioada comunista. Dintre acestia, Spiridon Vangheli este cel care a scos literatura
pentru copii din spera minoritarului, intrucat proza lui Vangheli a fost tradusa, a devenit
cunoscuta spatiului european. Mihai Cimpoi subliniaza ca ,,Spiridon Vangheli este inzestrat cu
darul de a satisface setea de epic si de fantastic prin cateva intdmplari obisnuite, de a se folosi
doar de cateva elemente ale realului pentru a crea o atmosfera poetica.” (CIMPOI, 1996, p.
211). Spiridon Vangheli este creatorul personajului Guguta, care este un exponent al unei lumi
complexe a copiliriei. In universul fictional creat de Vangheli nu exista limitari de nicio natura,
intrucat totul st sub semnul creatiei si al imaginatiei. In relatia adult-copil, copilul este cel care
este investit cu puterea de a transforma realitatea, de a trece dincolo de lumea monotona,
cenusie si lipsita de neprevazut.

Mai putin abordata in literatura romand din spatiul basarabean este tematica erotica.
Scriitorul basarabean a fost preocupat mai degraba de fenomenele sociale si de metamorfozele
realitdtii si mai putin de dimensiunea erotica a existentei. Prozatorul basarabean din perioada
postbelicd nu coboard in intimitatea personajului sdu, nu-l analizeaza, nu-l1 expune, nu-i
prezinta vulnerabilitatea in fata iubirii si a pasiunii, ci urmareste relatia pe care acesta o instituie
cu lumea in care este plasat. Totusi, Nina Corcinschi identifica intr-un plan secund al naratiunii
curiozitatea unor prozatori postbelici in ceea priveste explorarea formelor erosului, drept care
,,Discursul erotic romanesc se instituie timid Intr-un cod al candorilor erotice, al iubirii-
romantice, incepand cu romanul Frunze de dor (1957), al lui Ton Druta.” (CORCINSCHI,
2019, p. 62). Analizadnd romanul lui Ton Druta, autoarea observa ca personajele lui Druta sunt
stangace cand vine vorba despre iubire. Au o viziune naiva, sunt romantice, Drutd prezintand
iubirea ntr-o tonalitate lirica, explorand baladescul si folclorul pentru relevarea unor principii
existentiale. Si Aureliu Busuioc dezvoltd in romanul sau Singur in fata dragostei un filon
erotic, Nina Corcinschi punctand ca ,, Trdirea intima este inca vag exprimata”. (CORCINSCHI,
2019, p. 65).

In perioada comunisti, dimensiunea erotici a existentei a fost putin valorificata, cici
altele erau marile probleme pe care intdmpina societatea, pe care le inregistra si literatura. Din
acest motiv, de abia dupd anii 2000, prozatorul basarabean isi asuma aceasta tematica si creeaza
naratiuni in care pasiunile erotice sunt dezvaluite, sunt prezentate in detaliu. In romanul lui
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Emilian Galaicu-Paun Tesut viu. 10x10, publicat in anul 2011 ,,se remarca o extindere a codului
si o multiplicare a retoricilor: limbaj hormonal si limbaj antiandroginic, mixate cu limbajul
mistic al placerii”. (CORCINSCHI, 2019, p. 67). Fratii Vakulovski, Dumitru Crudu abordeaza
de altfel in prezent erosul 1n naratiunile create, surprinzand valentele pe care erosul le poate
dobandi: voluptate, corporalitate, instinctualitate.

Concluzii

Astfel, s-a putut observa ca pentru scriitorul basarabean, indiferent de momentul in care
a scris si publicat, relatia textului cu realitatea a fost sustinutd de valorificarea unor teme
precum istoria, memoria, identitatea, copildria, dimensiunea erotica a existentei. Istoria a fost
cadrul prin care au fost explicate traume pe care memoria le-a retinut. Valorificind copilaria,
au fost ilustrate atributele unei lumi posibile. Identitatea a fost definitd ca o suma a
experientelor personale, a impactului pe care socio-politicului il are asupra individului.
Prezenta unor teme recurente intr-un spatiu geografic si cultural se observa in momentul in care
naratiunile de data recenta evidentiaza o preferintd pentru ilustrarea unor teme de interes pentru
scriitorii care au publicat mai ales in a doua jumatate a secolului XX. Cadrele istorice se
schimba, temele sunt aceleasi, particularitatea scriiturii fiind datd de modul in care lumile
fictionale raspund dinamicii lumii reale. Asadar, realitatea se transforma, viziunea despre lume
individualizeaza fiecare scriitor in parte, iar lumile fictionale rezultate sunt un produs al unei
stapaniri a stilului gi al modului in care este tesutd actiunea in jurul unor teme care permit
apropierea lumilor fictionale de o lume reala.
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Abstract

At the end of the 19th century, after the fall of the last overseas colonies of the Spanish
Empire, the intellectuals of the '98 Generation became aware of the serious and profound
political, economic and social crisis that the country was going through. In this context, we
thought it opportune to raise the following problem: how did the intellectual Ramiro de Maeztu
commit himself politically with the aim of collaborating in diagnosing the ills of Spain and
providing solutions? It has been inferred that Maeztu used his pen in the press to objectively
denounce the evils of different kinds that they attributed to Spanish society, such as
deontological degeneration in the journalistic and artistic and literary sphere. For this reason,
Maeztu reproached many writers and journalists for complicity with corrupt political parties
in favor of their own interests and to the detriment of the people’s interests.

Résumé

A la fin du XIXe siécle, aprés la chute des derniéres colonies ultramarines de I’empire
espagnol, les intellectuels de la génération de 98 ont pris conscience de la grave et profonde
crise politique, économique et sociale que traversait le pays. Dans ce contexte, il nous a semblé
opportun de poser la question suivante : comment [’intellectuel Ramiro de Maeztu s’est-il
engagé politiquement dans le but de collaborer pour diagnostiquer les maux de I’Espagne et
apporter des solutions ? On a pu en déduire que Maeztu a utilisé sa plume dans la presse pour
dénoncer objectivement les fléaux de nature différente qui attribuaient la société espagnole,
comme les dégénérescences déontologiques dans le domaine journalistique, artistique et
littéraire. C’est pourquoi Maeztu a reproché a de nombreux écrivains et journalistes de
complicité avec des partis politiques corrompus au profit de leurs propres intéréts et au
détriment des intéréts du peuple.

Resumen

A finales del siglo XIX, tras la caida de las ultimas colonias ultramarinas del imperio
espaniol, los intelectuales de la Generacion del 98 tomaron consciencia de la grave y profunda
crisis politica, economica y social que atravesaba el pais. En este contexto, nos ha parecido
oportuno plantear la problemdtica siguiente: ;como se comprometio politicamente el
intelectual Ramiro de Maeztu con el objetivo de colaborar en diagnosticar los males de Espania
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y brindar soluciones? Se ha podido inferir que Maeztu uso su pluma en la prensa para
denunciar de modo objetivo las lacras de diferente indole que achacaban a la sociedad
espaniola, como las degeneracion deontologica en el ambito periodistico y artistico y literario.
Por ello, Maeztu recrimino a muchos escritores y periodistas de complicidad con los partidos
politicos corruptos a favor de sus propios intereses y en detrimento de los intereses del pueblo.

Keywords: Ramiro de Maeztu, intellectual, commitment, politics, journalism
Mots-clefs: Ramiro de Maeztu, intellectuel, engagement, politique, journalisme

Palabras claves: Ramiro de Maeztu, intelectual, compromiso, politica, periodismo

Introduccion

Desde hace casi un afio, precisamente desde febrero de 2019, Argelia esta viviendo un
periodo historico marcado por manifestaciones populares multitudinarias cada viernes y otras
estudiantiles cada martes. Estos movimientos sociales, protagonizado por un pueblo
consciente, despierto y despabilado politica y socialmente, han provocado importante cambios
en la institucion del gobierno, como dimisiones, destituciones y hasta arrestos de varios altos
cargos acusados de abuso de poder o/y trafico de influencia y otros delitos que pusieron en
jaque la situacion politica, economica y social del pais durante decenios.

Ademas del pueblo, en general, y los estudiantes, en particular, diferentes sectores de
la elite intelectual, como los médicos, los profesores y los periodistas, se movilizaron en
diferentes ocasiones para testimoniar su opinioén y, por lo tanto, comprometerse politica y
socialmente con las preocupaciones y reivindicaciones del pueblo. En este contexto, este sector
de los intelectuales les incumbe una gran responsabilidad de encauzar las reivindicaciones del
pueblo de manera critica constructiva y no dejarlas derivar en meros e infructiferos insultos,
diatribas destructivas, con el fin de conseguir una regeneracion del pais en los diferentes
sectores de manera correcta y eficiente.

En base de estas coyunturas nacionales, me parecid oportuno reflexionar sobre el
compromiso moral y politico de uno de los ilustres intelectuales de la llamada generacion del
98, Ramiro de Maeztu, en un momento — finales del siglo XIX y la primera década del siglo
XX —marcado por agudas y profundas crisis de diferente indole, politica, econémica, social y
educativa. La cual deberia servirnos como fuente de inspiracion, de aleccionamiento. Y, sobre
todo, de asimilacion, tal como la defini6 Ortega y Gasset en su obra-ensayo Esparia
invertebrada:

Al hallar otro hombre que es mejor, o que hace algo mejor que nosotros, si gozamos
de una sensibilidad normal, deseamos llegar a ser de verdad, y no ficticiamente,
como ¢l es, y hacer las cosas como €l las hace. En la imitacion actuamos, por decirlo
asi, fuera de nuestra propia personalidad, nos creamos una mascara exterior. Por el
contrario, en la asimilacion al hombre ejemplar que ante nosotros pasa, toda nuestra
persona se polariza y orienta hacia su modo de ser, nos disponemos a reformar
veridicamente nuestra esencia, segin la pauta admirada. En suma, percibimos
como tal la ejemplaridad de aquel hombre y sentimos docilidad ante su ejemplo.
(1923, p. 64).
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1. El compromiso politico de tres generaciones

A finales del siglo XIX, precisamente a tenor de la crisis de 98, los escritores, poetas,
abogados, periodistas, filésofos y cientificos espafioles se identificaron en la sociedad con el
término “intelectual” en el sentido de comprometido con los asuntos politicos y sociales de su
nacion. Entonces, se distinguieron del pueblo llano, llamada la “masa”, como la minoria
inspiradora, educadora y orientadora. (JULIA, 2003, p. 749).

Los intelectuales integrantes de la llamada generacion del 98, como Unamuno, Valle
Inclan, Azorin y Maeztu, participaron en el proceso de regeneracion de Espafia a través de sus
discursos literarios y ensayos periodisticos. Sus principales tareas politicas se centraban en
profundas criticas constructivas y reformistas de la inanidad/incapacidad politica del pueblo,
del Estado liberal basado en la corrupta estrategia del “bipartidismo y turnismo”, de la Iglesia
y la Monarquia como complices del Estado para empoderarse mas y mas en detrimento de los
intereses nacionales. Sus criticas solian manifestarse a través de protestas, manifiestos,
articulos periodisticos y conferencias. (CACHO VIU, 1997, p. 77-79).

En la primera década del siglo XX, surge otra generacion, llamada del 14, liderada por
el entonces joven filosofo José Ortega y Gasset e integrada por ilustres intelectuales como
Manuel Azafia, Gabriel Miro, Gregorio Marafion y Ramoén Pérez de Ayala. Pretendian
regenerar y modernizar a la nacion espafiola por la via de la europeizacion. Para ellos, Europa
(Alemania, Francia e Inglaterra, principalmente) era la fuente de inspiracion para transitar de
una Espafia vieja y decadente secularmente a otra Espafia nueva y creciente a través de
revoluciones politicas, sociales, ideologicas e industriales y, por ende, encaminarla hacia el
desarrollo y la prosperidad. Ortega y Azafia desarrollaron los conceptos de “las dos Espafias”
y “revolucion”, respectivamente. Otra idea clave que cultivaba Ortega era la creacion de una
nacion dindmica integrada de una minoria selecta que sabe mandar, gestionar y dirigir y una
mayoria (el pueblo, la masa) que sabe obedecer, confiar, inspirarse y, por lo tanto, aleccionarse
y crecer hacia la altura de la minoria. (ARMENTEROS, 2007, p. 351-352).

Entre 1925 y 1930, en medio del la intensa actividad intelectual y politico de las
generaciones del 98 y del 14 y de las vanguardias artisticas, literarias e ideoldgicas, se destaca
en la escena publica e intelectual la llamada generacion del 27. Hubo intensas actividades de
protestas y manifestaciones por parte de intelectuales integrantes de las generaciones del 98 y
del 14 en los claustros universitarios, en el Ateneo, en la Residencia de Estudiantes contra los
planes de reforma de Primo de Rivera. Por ejemplo, en 1926, la protesta de Fernando de los
Rios y de Luis Jiménez de Astia por el cierre del Ateneo y la destitucion de Miguel de Unamuno
de su catedra. En 1928 y 1929 se intensificaron y ampliaron las protestas contra la dictadura
entre ilustres intelectuales como Ortega y Gasset, Jiménez de Asua, Sanchez Roman, Fernando
de los Rios, Garcia Valdecasas, que renunciaron a sus catedras. Por otra parte, otros 120
intelectuales dirigieron al dictador una carta de solidaridad con los estudiantes. (GONZALEZ
CALLEJA y SOUTO KUSTRIN, 2007, p. 82).

Mientras tanto, el compromiso politico de los intelectuales de la generacion del 27
estaba aun inmovilizado bajo un fervoroso entusiasmo literario y artistico de indole purista, o
sea arte por el placer de hacer arte. Efectivamente, estaban abocados en lecturas inspiradoras
de clasicos, romanticos y realistas, como La Celestina, El Lazarillo, El Quijote, La Regenta,
Los Episodios Nacionales; y de las obras de autores de las generaciones del 98 y del 14, como
Unamuno, Ortega, Juan Ramon, los Machado, Baroja, Azorin, Pérez de Ayala, Gomez de la
Serna. Ademas, muy jovenes empezaron a publicar sus propias producciones literarias en las
decenas de periddicos, como El Sol, El Imparcial y editoriales como, Ediciones Oriente, Cenit
e Historia Nueva. Francisco Ayala public6 su primera novela a los 19 afos, titulada
Tragicomedia de un hombre sin espiritu. Ayala no era una excepcion, pues se podria citar a
muchos otros de su generacion que tuvieron un recorrido literario parecido: Rafael Alberti,
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apenas rebasados los veinte, ya habia publicado Marinero en tierra y luego, de inmediato, La
amante y El alba del alheli. César Arconada, publico también muy joven y se intereso por la
critica de musica y cine; Ramiro Ledesma, con sélo diecinueve, publico su novela El sello de
la muerte. (TUNON DE LARA, 1977, p. 426).

De hecho, como constataria Ortega, sus producciones literarias eran deshumanizadas
en cuanto a su relacion con el pueblo y sus preocupaciones sociales, laborales y politicas. En
efecto, aquellos intelectuales de la G27 estaban convencidos de que la literatura servia so6lo
para el goce intimo; nada de intromisiones politicas o/e ideoldgicas en sus creaciones literarias
y artisticas; solo arte como puro juego para deleite personal. Es mas, ni siquiera estos
intelectuales se preocupaban o interesaban, como ciudadanos y de manera general, por lo que
ocurria en politica a escena nacional e internacional. Hasta 1927 o 1928, confesé Luis Bufiuel,
su generacion apenas mostraba alguna preocupacion por los asuntos politicos nacionales e
internacionales; la cual consistia en una superficial atenciéon a las revistas anarquistas y
comunistas:

Por lo demaés, he de decir que nuestra conciencia politica estaba todavia entumecida
y apenas empezaba a despertarse. Con excepcion de tres o cuatro de nosotros, los
demas no sentimos el imperativo de manifestar nuestra conciencia politica hasta
1927-1928, muy poco antes de la proclamacion de la Republica. Hasta entonces —
salvo raras excepciones—, no dedicamos mas que una atencion discreta a las
primeras revistas anarquistas y comunistas. Estas ultimas nos daban a conocer
textos de Lenin y de Trotski. (2008, p. 46).

Rafael Alberti confirmaba esta postura desinteresada y despreocupada sefialando que
“Mas de repente mis oidos se abrieron a palabras que antes no habia escuchado o nada me
dijeran: republica, fascismo, libertad”. (p. 121).

Tal como ocurri6 a finales del siglo XIX, era precisa una aguda y profunda crisis para
zarandear la conciencia de los intelectuales de la G27. Precisamente en 1930, Espafia y el
mundo se vieron sacudidos por una fuerte y aguda crisis politica y econémica: en Espaiia, se
produjo la caida de la dictadura y se abria ante los espafioles un futuro de incertidumbres
politicas enfrentadas; mientras que el mundo sufria el descalabro del capitalismo en 1929, la
quiebra de las democracias, el declive del liberalismo y el auge de dictaduras comunistas y
fascistas. En medio de estas coyunturas nacionales e internacionales, empez6 a cambiar la
posicion politica, ideologica y social del escritor en cuanto a su funcion y su vocacion literaria
y/o artistica. (BERARDINELLI, 1985, p. 210-211).

Entonces, se empezd a cuestionar: ;Para qué sirve la literatura? La respuesta a esta
pregunta no era unanime y contundente, antes bien suscitdé multiples puntos de vista en el
pensamiento intelectual de esta generacion. Por ejemplo, 1a redaccion de la revista Post-Guerra
apostaba por una implicacion intelectual, o sea a través de sus obras, y personal del escritor y
artista en la lucha de la revolucion proletaria, pero no dejaba de defender “el arte de vanguardia,
depurado, honrado, sin intromisiones reaccionarias”. (1927).

Pero el escritor Francisco Ayala no compartié esta postura al responder a la encuesta
hecha por la revista La Gaceta literaria sobre la relacion entre la literatura y la politica,
diciendo que lo veia desacertado que el escritor hiciera politica en su obra literaria. Para
Francisco Ayala, era imprescindible distinguir entre la obra y su autor: como ciudadano podria
interesarse por los asuntos politicos y sociales, pero no deberia inmiscuir sus inquietudes
politicas en sus obras literarias. (1928).

Uno de los lideres del vanguardismo espaiol, Gomez de la Serna, coincidié con Ayala
afirmando que las obras del escritor deberian estar sobrepuestas y lejanas a la politica; s6lo
deberia ser un mero espectador, sin mezclarse. No obstante, otros escritores, Antonio Espina y
Esteban Salazar Chapela, estaban a favor de mostrar su interés e implicacion en la politica en
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sus obras, pero subrayaban que se deberia guardar algunas partes de la creacion artistica y
literaria del influjo de la politica. Hubo posturas completamente radicales, como la de César
Arconada, que afirmaba que la literatura no deberia de ningtin modo inmiscuirse con la politica;
que solo era ocio, juego, deporte intelectual y fantasia. (JULIA, 2003, p. 766-767).

En fin, cuando los afios veinte llegaban a su fin, todo estaba todavia por decidir:
mantener una estética vanguardista o optar por la rehumanizacion del arte basado en la
vocacion social y politica de la literatura. Pero, la caida de la dictadura en 1930 puso el porvenir
politico de Espafia estaba entre el yunque y el martillo. Entonces, urgia no ya cuestionar la
utilidad de la literatura, sino poner la pluma al servicio del pueblo y sus preocupaciones y
reivindicaciones politicas y sociales. Entonces, observaba Cansinos-Assens que el pueblo
estaba intensamente implicado y, por lo tanto, exigia que los intelectuales salieran de su
apolitismo y tomaran una postura politica comprometida: “la frase hoy de moda es la de que
“hay que definirse”, hay que decir claramente si se estd o no con la Monarquia o en contra de
ella”. (1993, p. 248).

Muchos intelectuales de las generaciones del 98 y del 14 ya habian salido de su
apolitismo desde hacia varios afios y ya se habian definido; en 1930 no harian mas que
reafirmar su postura. Unamuno se habia definido claramente por la Republica y tras su vuelta
del exilio no hizo mas que reafirmar su postura de enfrentarse entonces a la monarquia de
Alfonso XIII. Azafia también se habia definido por la Republica desde 1923 y desde 1930, el
Ateneo seria uno de los antros privilegiados para impartir sus discursos. Ortega y Gasset,
Gregorio Marafion y Ramon Pérez de Ayala también se habian decantado por la Republica;
ademas, se apretaban a fundar un movimiento politico que seria denominado la Agrupacion al
Servicio de la Republica. (JULIA, 2003, p. 769-770).

2. Ramiro de Maeztu y su compromiso politico

El ensayista Ramiro de Maeztu (1875-1936), uno de los destacados intelectuales de la
generacion de 98, — por su intensa actividad intelectual y politica como ensayista, periodista,
critico literario y teorico politico — estaba en 1930 muy comprometido politica y socialmente
con el pueblo espafiol. Su trayectoria politica era muy intensa y variopinta que merece ser
tratada con un cierto detenimiento, haciendo paradas clave respecto a su postura sobre
diferentes temas, entre ellos la mision del arte y de la literatura, el papel del periodista y del
escritor en la sociedad.

Cabe reiterar que Espafia enfrent6 el final del siglo XIX y el inicio del siglo XX con
una intensa y profunda crisis que afectaba diferentes sectores, como el politico, el econdmico
y el social. Ante esta crisis, los intelectuales mostraban su preocupacion por el estado de
decadencia y dispuestos a participar en el proceso de regeneracionismo y de renovacion. Uno
de ellos era Ramiro de Maeztu que nos parece merece ser destacado por su intensa actividad
intelectual y politica con el objetivo de colaborar en la regeneracion de la nacion. En efecto, en
medio de un ambiente de desinterés, resignacion y de pesimismo, como si bien fue descrito por
el escritor nicaragiiense y el precursor del movimiento literario el Modernismo hispéanico,
Rubén Dario: "Ahora, en la juventud misma que tiende a todo lo nuevo, falta la virtud del
deseo, o mejor, del entusiasmo, una pasion en arte, y sobre todo, el don de la voluntad" (1917,
p. 269), se alza la voz y las obras de Maeztu en la escena publica con un claro mensaje de
esperanza marcada por la critica y la voluntad de proponer de soluciones alternativas.

En este sentido, en el articulo "Juventud menguante", Maeztu se describi6 a si mismo
como un joven intelectual con profundas convicciones de que se podria superar y hasta vencer
el estado de pesimismo y decadencia nacional reinante con una férrea voluntad, una intensa
energia intelectual y una contundente accion:
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Hay en Espafia un escritor que tiene, de si mismo, la idea fija de hallarse a merced
del mar y de los vientos, como boya desamarrada, y que encuentra, sin embargo,
en ese juicio pesimista una fuente de actividad y una base de orientacion para hacer
de la pluma un instrumento de alcance y de eficacia. Ese escritor se llama Ramiro
de Maeztu. (1904).

Los deseos y la voluntad de encarnar este espiritu superador, vencedor y reformador no
eran meros cantos retoricos de vanagloria, antes bien, la conciencia despierta y comprometida
de un joven intelectual comprometido como lo demuestra la publicacion en 1899, a los 24 afios
de edad, su obra-ensayo Hacia otra Esparia. En esta recopilacion de articulos de periodicos
publicados al filo del desastre de 1898, ofrecia una visién desolada y decadente de Espaiia,
pero no exenta de atisbos de esperanza de reanimacion y regeneracion de la realidad espafiola.
Por un lado, analizaba y diagnosticaba las principales causas de la situacion desastrosa y
decadente de Espafa finisecular, citando la falta de profesionales responsables en politica,
economia y los medios de comunicacion, principalmente. Por otro lado, el autor expuso un
compendio de soluciones para encaminar a Espafia hacia el progreso: un desarrollo industrial,
una burocracia 4gil y una prensa responsable y comprometida con los problemas de la nacion.
Este diagnostico nacionalista-regeneracionista en dicha obra-ensayo lo habia percibido Dario
tal como lo ilustra el siguiente elocuente y significativo comentario al sugerir, como Maeztu,
unas reformas radicales:

Lo que hay es que los que quieran proclamar la reconstruccion con toda verdad y
claridad han de armarse de todas armas en esta tierra de las murallas que sabéis.
Hay que luchar con la oleada colosal de las preocupaciones, hay que hacer
verdaderas razzias socioldgicas, hay que quitar de sus hornacinas ciertos viejos
idolos perjudiciales, hay que abrir todas las ventanas para que los vientos del
mundo barran polvos y telarafias y queden limpias las gloriosas armaduras y los
oros de los estandartes, hay que ir por el trabajo y la iniciacion de las artes y
empresas de la vida moderna 'hacia otra Espafia’, como dice en un reciente libro un
vasco bravisimo y fuerte — el sefior Maeztu. (1917, p. 67).

Ante aquel ambiente de desesperacion, abulia y resignacion que cundia entre los
jovenes intelectuales, Maeztu demostrd una profunda entereza y, sobretodo, manifestd una
firme confianza en el poder renovador y creativo individual:

Vana esperanza la de los escritores que confian en que surja repentinamente del
desastre una pléyade de nombres nuevos y vigorosos, capaces de reconstituir, por
arte magico, la nacionalidad enferma y caduca [..] ;,como ha de brotar
espontdneamente gente nueva, capaz de llevar a feliz término la obra magna de
nuestra generacion? [...] Pero si no puede improvisarse una legion de gente nueva
[...] existen, si [...] individualidades sensatas y enérgicas, perspicaces y estimuladas
por una ambicion noble [...] y en ellas depositamos nuestra esperanza de mejores
dias. (1899, p. 133-136).

Antes bien, el mismo se empefid en ser uno de estos intelectuales responsables y
comprometidos a través de multiples e intensas actuaciones: articulos periodisticos, tertulias,
discursos y eventos culturales, entre otras. Uno de los ambitos en los cuales Maeztu ejerci6 una
labor intensa y profunda fue en varias redacciones de la prensa y revistas con tendencias
regeneradoras e innovadoras; por ejemplo en E/ Pais, Germinal, Vida Nueva, Revista Nueva,
Juventud, Alma Espaiiola, Espaiia Moderna y La Vida Literaria. En este sentido Maeztu, que
solia autodenominarse "el cronista", se sirvid de este medio de comunicacion para reflexionar
y analizar los mayores problemas que aquejaban al pais. (JOSE FLORES, 1999, p. 308).
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Cabe precisar que Maeztu consideraba la prensa uno de los medios mas idoneos para
polemizar, criticar y proponer reformas sobre los problemas. Ademas, la veia como una escuela
viva y dindmica para la educacion civica y politica de la masa, segun la definicion de nacion o
sociedad por Ortega y Gasset:

Una nacion es una masa humana organizada, estructurada por una minoria de
individuos selectos [...] consistird siempre en la accion dinamica de una minoria
sobre una masa [...] He aqui el mecanismo elemental creador de toda sociedad: la
ejemplaridad de unos pocos se articula en la docilidad de otros muchos. El
resultado es que el ejemplo cunde y que los inferiores se perfeccionan en el sentido
de los mejores [...] (1923, p. 30 y 36).

Teniendo en cuenta el imprescindible papel que Maeztu esperaba de la prensa en el
contexto reformista e innovador, una de sus prioridades era intentar implementar reformas
profundas en la propia prensa. En este sentido, se preocupd en mostrar sus limites y errores y,
por otra parte, propuso varias transformaciones.

Por ejemplo, respecto a la cobertura de la guerra de Cuba, Maeztu critic6 duramente a
la prensa — calificando de “crimen” y de “enormidad” su error — por no haber informado a la
opinién publica espafiola de manera correcta y precisa e imparcial, o sea violar uno de los
principios basicos deontologicos de la prensa — informar de modo claro, preciso y objetivo:

A mi juicio, el delito, el crimen de la prensa consiste en un absoluto incumplimiento
del deber de informacion [...] ;Donde estan estas informaciones meticulosas,
imparciales, dignas con que la prensa de otros paises ilustra a la opinion respecto
de los asuntos que afectan a la vida nacional? [...]A Cuba y a Filipinas fueron
corresponsales espafioles. Varios de ellos eran incapaces de formarse una opinion
sobre ningin asunto de alguna transcendencia. Otros se han ocupado
exclusivamente de prepararse una posicion fuera del periodismo o de asegurarse
un acta para lucirla ante sus compafieros. Ni siquiera se han dado cuenta de la
enormidad que cometian! (1899, p. 142-143).

Ademas, Maeztu defendia una prensa comprometida con los asuntos inmediatos del
ciudadano de la calle. Por ello, critico los diarios que no cumplian su compromiso deontolégico
para con el lector, o sea mostrar amplio e intenso interés a temas nacionales que concernian la
vida diria de los ciudadanos, informando, analizando y guiando de manera sincera y objetiva,
sin omisiones ni tergiversaciones. En este sentido, es interesante ilustrar como arremetio contra
un diario madrilefio porque centrd su interés mediaticos en temas secundarios, futiles y de muy
poca monta nacional; y desatendio por completo los asuntos nacionales urgentes que de verdad
preocupaban al publico en aquel entonces:

Se me antojo cierto dia analizar el texto de un periddico madrilefio. Se trataba de
un diario leido, independiente, escrito para el publico, sin otras miras que las de
hacerse necesario a las gentes, ilustrandolas con la informacion fidedigna,
guiandolas con el comentario razonado... las catorce o quince columnas del
periodico estaban destinadas: A relatarnos, con pelos y sefias, las idas y venidas,
palabras y pensamientos de Toral y Cervera, Pando y Wayler [...] A popularizar
unos cuantos criminales [...] A anunciarnos los viajes de siete u ocho personajes
[...] Al préximo estreno de La Chavala... (1899, p. 146).

Con un tono de desenfado e indignacion muy subido de tono, Maeztu rechazo este modo
de informar que no mostraba ningin interés por los problemas nacionales:
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Pero jqué!... ;se reduce la vida nacional [...] las cogidas de los toros, a los
crimenes, al asunto Dreyfus, al género chico [...]? La nivelacion del presupuesto
es un interrogante cruel. |Y los diarios no dedican un estudio serio a la necesidad
de reducir los intereses de la deuda publica ...! (1899, p. 146-147).

Maeztu lamento la grave situacion de dejadez, superficialidad, futilidad y frivolidad en
que habia caido la prensa espafiola. A consecuencia de ello, le parecia urgente que se actuara
para remediar este mal, porque representaba una inmensa amenaza mortal para el estado de
salud intelectual y espiritual de la nacion espafiola:

No parece sino que la vida nacional les es completamente extrafia. jOjala la nacion
no llegue, a su vez, a desinteresarse por completo de la vida de los periddicos!
iOjala logren encauzar por derroteros mas amplios y serenos las actividades
periodisticas! [...] El peligro es tremendo: la muerte del peridodico madrilefio es la
muerte del espiritu nacional. (1899, p. 149-150).

Con el fin de remediar la situacion de abandono, dejadez e irresponsabilidad que
aquejaba a la prensa espafiola, Maeztu recomendaba implementar en los articulos periodisticos
una critica veraz, integra y objetiva. En palabras de Maeztu: "La critica, de ser algo, es una
incesante revision de valores, un si, un no, un grito, un puntapié o un aplauso". Ademas, insistia
que este espiritu critico deberia ser la principal funcion del intelectual y, por lo tanto, estar
presente y central en las obras artisticas, en el sentido amplio — o sea literatura, pintura,
escultura, etc. Como le toco vivir en el periodo del modernismo, esta corriente literaria fue
objeto de muchas reflexiones en las cuales el “cronista” expresaba de manera contundente su
postura hacia esta corriente, exigiendo un contenido critico a la altura de las coyunturas sociales
y politicas que atravesaba el pais. (JOSE FLORES, 1999, p. 308-309).

En este sentido, Maeztu subrayd que el escritor deberia ser un hombre creativo,
comprometido y critico por medio de pensamientos y reflexiones pertinentes sobre la vida y la
realidad. Refiriéndose a si mismo, pero por extension a todos los escritores, concibio su papel
comprometido de la siguiente manera: “Si después del artista habla el hombre, habré realizado
mi ideal de una critica armonica, sintética y creadora; habré seguido el consejo de Nietzsche:
“ver la verdad por la Optica del artista, pero el arte por la optica de la vida”. (1901)

Precisamente, en el articulo “Poesia modernista”, Maeztu reivindicaba la idea, primero,
en las producciones literarias modernistas de aquel entonces. En este contexto, es significativo
el tono retorico de la protesta y critica del “cronista” contra aquellos escritores modernistas,
cuyas obras carecian de ideas entrafiadas de vivas e inquietantes reflexiones sociales y politicas:
“iNada de pensamiento! {Nada de poner en vuestros magnificos juegos malabares corazon ni
entusiasmo! [...] jAbajo la tirania de las ideas! jEl arte por el arte, el vocablo por el vocablo, la
silaba por la silaba, la letra por la letra!” (1901)

Este tema era una de las mayores preocupaciones del ensayista ya que revestia una gran
importancia para conseguir un verdadero compromiso del intelectual para con su sociedad. Por
ello, Maeztu volvid a sacar en escena mediatica este tema en el articulo “Plumas hidalgas”.
Para Maeztu era moralmente intolerable que en tiempos de crisis graves, algunos escritores se
recrearan en creaciones literarias retdricas invocando mundos fantasticos y romanticos
completamente alejados de la dura y dificil realidad que enfrentaba el hombre de la calle. De
hecho, arremetié de manera rigurosa contra aquellos creadores de obras ajenas de la dura y
critica realidad nacional; y, por otra parte, exigia de los escritores una postura comprometida y
responsable con los asuntos mas acuciantes para el pueblo espafiol:

Nuestros hidalgos de la pluma hablan de la luna, de los nardos, de los murciélagos,
del crepusculo, de las hojas secas, de la noche, de la muerte y del jardin donde
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florecen rosas, rosas mustias de amor y melancolia. Harto de misticismos y de
miserias seculares, nuestro pueblo quiere vivir, y vivir bien. Nuestros hidalgos de
la pluma pretenden despertar su interés con adjetivos arrancados de los
devocionarios. [...] Compafieros mios: si vuestras quejas son sinceras y aspirais de
verdad a que el publico os siga, ocupaos algo menos de la luna y del creptsculo y
algo mas de los fletes de la Compafiia Trasatlantica. Estudiad los problemas
espaioles, sentidlos [...] Salid de vuestra torre de marfil y sed pueblo, sed Espafia,
con el corazon, que es el mejor sistema para que vuestra cabeza se destaque. (1903).

En correlacion con lo anterior, es importante subrayar que muchos intelectuales
integrantes de la llamada generacion del 98 compartieron esta postura de Maeztu a favor de un
modernismo literario ensayistico y lo cultivaron de manera intensa a través de sus producciones
literarias, principalmente el ensayo, como lo puntualizé José Luis Goémez Martinez: "El
contenido ideoldgico del modernismo, debe buscarse, por definicion, en la ensayistica. Es aqui,
en efecto, donde con mayor intensidad se da, tanto en los ensayos de Marti como en los de
Rubén Dario, Rod6, Unamuno, Ganivet, Azorin o Maeztu". (1977, p. 224).

A partir de estos planteamientos sobre la funcion comprometida de critica de la
literatura con la realidad, la veta ensayistica de Maeztu enfoco parte de sus inquictudes
intelectuales hacia diferentes ambitos, como la politica.

La crisis del 98 habia sido diagnosticada por Maeztu y como resultado, observo que la
culpa era de todos los espafioles por vivir muy enganchados y apegados a sus tradiciones
anacronicas y a su falta de deseo y voluntad de ponerse a la altura de la modernidad reinante
en diferentes paises europeos: “jResponsabilidades!. La tiene nuestra desidia, nuestra pereza,
el género chico, las corridas de toros, el garbanzo nacional, el suelo que pisamos, el agua que
bebemos.” (1899, p. 126).

Para Maeztu, el proyecto de regeneracion modernista no podria liderarlo el régimen
politico de la Restauracion. En este aspecto, Maeztu se mostré muy critico con el régimen de
la Restauracion, calificandole de “burocratico-teocraticomilitar” Y es que Maeztu consideraba
el llamado sistema politico “turnismo” un compromiso de complicidad entre dos partidos que
habia paralizando las instituciones gubernamentales y, por extension, estorbaba y dificultaba
la realizacion de los intereses de los ciudadanos. Porque en realidad los dos partidos (el
conservador y el liberal) representaban una misma realidad social y politica; sus principales
disputas politicas se centraban en como repartir los bienes de la naciéon en detrimento del
terroso publico. Ademas, el Parlamento no representaba realmente al pueblo, ni muchos menos
defendia y auspiciaba sus intereses; sino los de una parte muy minoritaria de la sociedad
oligarquica. “Podra faltar dinero para las escuelas, para los ejércitos que pelean en Cuba y
Filipinas, para los obreros que no tengan trabajo en invierno|...] Para vosotros, no. Y después
de vosotros, jel diluvio!” (1902).

Por otra parte, Maeztu se mostro insatisfecho de este régimen de la Restauracion
respecto a la unidad territorial de Espafia acusandole de débil e incapaz de establecer una
unificacion que armonizara las diferencias historico-culturales y que eliminara las diferencias
economicas entre las distintas regiones:

El Estado no ha logrado ser maquina que fundiera los distintos idiomas e ideales
regionales. El gallego, el andaluz, el castellano, el catalan, el mallorquin, el vasco,
el extremeflo y el asturiano siguen siendo gallegos, andaluces, castellanos,
catalanes, mallorquines, vascos, extremefios y asturianos. (1899).

Sin embargo, segiin Gonzales Cuevas, el tnico politico de la Restauracion que gozo6 del
beneplacito de la pluma del “Cronista” era Antonio Maura. Segiin Maeztu, Maura era un lider
conservador con aptitudes politicas para realizar una “revolucion desde arriba”, pero la
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ausencia de una clase media bastante fuerte para apoyarlo impidi6 la concretizacion de su plan.
No obstante, para Maeztu, Antonio Maura habia conseguido materializar importantes cambios
durante su mandato en el poder como ministro de la Gobernacion (1902-1903). En este
contexto, Maeztu elogié el viaje de Maura en compaiia del Rey Alfonso XIII a Barcelona,
calificandolo de un gran éxito politico: “uno de los sucesos de mayor trascendencia que podian
originarse en la politica interior de Espafia”. Durante esta visita a Barcelona, el ministro de
Gobernacion consigui6 disuadir a los sectores empresariales de someterse a las presiones de
los nacionalistas catalanes radicales. En efecto, la burguesia industrial catalana recibid al
Monarca y al ministro con “el cordial y respetuoso homenaje que tanta y tan grata resonancia
ha tenido en toda Espafia” (1904), segiin Maura, y se mostro dispuesta a colaborar con el partido
conservador de Maura. Por ello, Maeztu considero la politica de Maura de audaz y moderna.
(GONZALES CUEVAS, 2003, p. 93).

El socialismo, encarnado en el Partido Socialista Obrero Espaiiol (PSOE), tampoco
parecia una solucion viable, segin Maeztu, para garantizar una reforma regeneracionista a
pesar de contar este partido con una fuerza obrera considerable y esperanzadora. Sin embargo,
en esta misma fuerza radicaba paraddjicamente la debilidad de este partido, o sea su espiritu
excluyente de otros partidos. Este defecto fue duramente criticado por Maeztu acusando a este
partido de “exclusividad clasista” al pretender restringir el abanico de colaboracion hasta con
otros partidos socialistas. En este contexto, Maeztu coincidia con Ortega y Gasset respecto a la
importancia de unir las diferentes fuerzas politicas y sociales para conseguir sacar a Espafia de
la crisis y encaminarla hacia el desarrollo: “Quien desee que Espafia entre en un periodo de
consolidacion, quien en serio ambicione la victoria debera contar con los demas, aunar fuerzas
y, como Renén decia, “excluir toda exclusion™.” (ORTEGA Y GASSET, 1923, p. 51).

Ademas, Maeztu habia observado que el partido socialista aquejaba de la falta de lideres
o/y dirigentes, o sea una minoria elitista — seglin la teoria de Ortega y Gasset respecto a la
constitucion correcta y sana de cada gremio, institucion o nacion: una minoria selecta que sabe
dirigir y una masa docil que sabe obedecer — con excelsas competencias intelectuales de
analisis y critica de modelos socialistas de otros paises y capaces de apreciar lo quiza conviniera
adoptar de aquellas doctrinas socialistas y ver si se pudiera adaptar de manera coherente a la
sociedad espaiola. Por lo tanto, Maeztu pensaba que a este factor principalmente se debia el
fracaso del movimiento socialista en Espafia de liderar el regeneracionismo de la nacion:

(Por qué no se han cumplido las profecias de los tedricos del movimiento obrero?
Sencillamente, por haber supuesto que los moéviles y los procidimientos de la
burguesia son los mismos en todos los paises, por haber creido que a nuestro
incipiente desarrollo econémico podria aplicarse las leyes que rigen en los paises
saturados de industria y por haber dado a la palabra “burguesia” un significado mas
extenso del que tiene estricamente en otros pueblos. (1904).

En base de este diagnostico de la escena politica en aquel entonces, segiin Maeztu, antes
que con los partidos politicos — muy divididos, demasiado exclusivistas y poco eficaces - el
regeneracionismo deberia contar, principalmente, con el intelectual, porque tiene la capacidad
de provocar el cambio a través de la concienciacion nacional y la concepcion de “un ideal
agrupador de regiones antagonicas y de clases en pugna, un ideal que extrae su fuerza del mutuo
instinto de conservacion.” (1899).

Segin Gonzales Cuevas, en Maeztu actuaba un intensa influencia de la ideas de
Nietzsche con referencia al hombre dotado de ideas y voluntad para distinguirse sobre la masa
en inspirador y dirigente de la muchedumbre a una vida mas comprometida, mas dinamica y
mas ilusionante. En este aspecto, Maeztu encarnaba a este paradigma de superhombre sensato,
enérgico y con un espiritu analitico y critico agudo capaz de interpretar la realidad de la
sociedad como un fenémeno social dinamico con el objetivo de realizar grandes y ambiciosos
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proyectos economicos y sociales. Desde esta perspectiva, para Maeztu el verdadero patriotismo
seria un proyecto que involucra a toda la sociedad por el camino del progreso, y no de la
glorificacion del pasado. (2011, p. 102-103). En este sentido, Maeztu vio encarnada en la obra
de Joaquin Costa “la posibilidad de un patriotismo popular, de un patriotismo en el que se
fundaran las ideas de patria y pueblo, un patriotismo que propugna fundamentalmente la
educacion y el bienestar del pueblo.” (1911, p. 45).

Conclusiones

Muchos intelectuales que integraban las tres generaciones, 98, 14 y 27, como Unamuno,
Azorin, Ortega y Gasset, Rafael Alberti, tomaron consciencia de la urgencia de implicarse en
los asuntos sociales y politicas de su pais a través de producciones literarias a la altura de las
coyunturas nacionales.

Ramiro de Maeztu era uno de los intelectuales de la generacion del 98 que puso su
pluma al servicio de las inquietudes de su pueblo a través de sus decenas de articulos en varios
periddicos. El diagnoéstico, el comentario y, sobre todo, la critica eran sus principales armas
intelectuales para tratar con los mayores y urgentes problemas de su pais en busca de reformas
viables y eficaces.

Las reflexiones de Maeztu sobre el papel de la prensa y la literatura, en general, era
muy recurrentes y muy exigentes de reformas radicales. Abominaba de la produccion literaria
desvinculada de la realidad de la nacion y solo abocada zambullirse en mundos de ensuefios y
fantasias, de flores y amores furtivos. En cambio, abogaba por reflexiones ensayisticas sobre
la actualidad inmediata de la nacién con mensajes objetivos y con toque de “aldabonazos”,
como diria Ortega y Gasset, con la noble intencion de despertar las consciencias entumecidas,
despabilar los animos abulicos, zarandear las cabezas holgazanas e ilusionar las almas
desilusionadas.

En politica, se ha observado que la pluma de Maeztu era mas afilada y hurgaba en las
heridas de los males de la politica de Espafia de manera despiadada, pero justa y objetiva. En
efecto, el “cronista” se arremetia contra ... defectos ...criticandole su espiritu hermético y
vanaglorioso de no querer colaborar y no querer convencer a otros o debatir sino solo imponer
Por otra parte, elogiaba las buenas iniciativas como la de Maura en relacion con el tema de
Catalufia: en lugar de encender atin mas el fuego del separatismo, optd por encauzar aquel en
un sentido provechoso econdomicamente tanto para la propia Cataluiia como para toda la nacion
espafiola.
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Abstract

The purpose of this paper is to analyze Graham Swift’s short story Hinges, which will
be carried out considering several perspectives. The perspectives will gain contour based on
the dialogue Swift establishes with his readers, as he suggests that words carry out meanings
that deeply resonate with the emotions of the characters. Words never leave us without an
emotional response, which is, by extension, what Swift expects of his readers, and what
dialogism and reader response approaches suggest. How we can communicate honestly is a
derived topic, and words are part of this type of communication. What is more, the fact that
Annie thinks about reading a poem at her father’s funeral service leads us to think about the
role of poetry in our lives, as it offers us the opportunity to sympathize with the poetic persona’s
emotions.

Résumé

Le but de cet article est d’analyser la nouvelle Charniéres de porte par Graham Swifft,
résultant une analyse qui sera réalisée selon plusieurs perspectives. Les perspectives prendront
forme en fonction du dialogue que Swift établit avec ses lecteurs, car il suggere que les mots
vehiculent des significations qui résonnent profondément avec les émotions des personnages.
Les mots ne nous laissent jamais sans réponse émotionnelle, ce qui est, par extension, ce que
Swift attend de ses lecteurs, et ce que suggerent les approches du dialogisme et de la réponse
du lecteur. La maniére dont nous pouvons communiquer honnétement est un sujet dérivé, et les
mots font partie de ce type de communication. De plus, le fait qu’Annie pense lire un poeme
lors des funérailles de son pére nous amene a réfléchir sur le réle de la poésie dans nos vies,
car elle nous offre [’opportunité de sympathiser avec les émotions du personnage poétique.

Rezumat

Scopul acestui articol este de a analiza nuvela lui Graham Swift, Balamale, care va fi
realizata ludnd in considerare mai multe perspective. Perspectivele vor prinde contur pe baza
dialogului pe care Swift il stabileste cu cititorii sdi, deoarece pentru el cuvintele au semnificatii
care rezoneazd profund cu emotiile personajelor. Cuvintele nu ne lasa niciodata fara un
raspuns emotional, fiind ceea ce Swift asteaptd de la cititorii sdi si ceea ce sugereazd
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dialogismul si abordarile raspunsului cititorului. Cum putem comunica sincer este un subiect
derivat de aici, iar cuvintele fac parte din acest tip de comunicare. Mai mult, faptul ca Annie
se gdndeste sa citeascd o poezie la slujba de inmormdntare a tatdlui ei ne determind sda ne
gandim la rolul poeziei in viata noastra, de exemplu, ne oferd posibilitatea de a empatiza cu
emotiile eului liric.

Keywords: homo poeticus, empathy, emotions
Mots-clés: homo poeticus, empathie, émotions

Cuvinte-cheie: homo poeticus, empatie, emotii

Graham Swift (born in 1949, and living in a suburban area of London, England) is
mainly known to the international reading public as a novelist. Mainstream history of literature
books and various textbooks for university students, together with university lectures curricula
will definitely mention his novel Waterland (originally published in 1983) and the students
will be required to read it. However, he has also published short stories collections, such as
Learning to Swim and Other Stories (1982), as well as England and Other Stories (2014).
During the years 2021-2023, Swift has published in the magazine The New Yorker four short
stories: Blushes, on January 11, 2021, Fireworks, on January 17, 2021, Hinges on November
14, 2022, and Bruises, on September 25, 2023. Poetry is not absent from the works of Graham
Swift. All his poems are included in the autobiographical writings book called Making an
Elephant: Writing from Within, originally published in 2009.

The short story Hinges creates a familiar environment for a fiction world made up by
Graham Swift. Once we are dealing with readers who are familiar with all of Swift’s previous
writings, we can easily identify his preoccupation with the interior world of the characters, with
the workings of memory (JAMES, 2009, p. 131-154; MALCOLM, 2003, p. 24, p. 46), with a
feeling of nostalgia for and loss of a dear person which is depicted in lyrical terms. It is true
that in the short story Hinges, Annie, who is faced with the situation not only of having lost her
father, who has died recently, but also with taking part in his funeral ceremony and having to
present a speech. She finds herself at a loss for words, and thinks about reading a poem instead.
All throughout the short story, Annie expresses her feelings about her father indirectly, through
happenings in the past and focus on visual images, but not on words. We could assume that it
is hard for her to both find the right words and also to be able to express herself during such a
moment. Her loss of words can be considered a sign of the way she has experienced a
psychological shock and cannot come to terms with what has happened in reality. Throughout
the short story, she remembers a happening from her childhood, when she was nine years old,
and when her father had called a carpenter, an old friend of his, to fix the door. Annie feels
compassionate about the door, as if it were a person who was ill due to old age. Indeed, her
father tells her that the door is about ninety years old, just like other houses and doors which
were built around the same time in the neighbourhood. It was this time when she felt a strong
emotion, of love, towards her father’s friend, who was a grown-up man, of her father’s age.
The fact that Annie is emotionally numb during the time when she has to attend her father’s
funeral with her brother Ian, who are both adults, together with her mother, is compensated
through this memory. Psychologically speaking, we feel numb emotionally since this is a
defense mechanism we activate so that we do not break apart and continue to function. In this
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way, Annie can still find the means to control herself and eventually read the poem at the
funeral.

However, we notice the difficulty of the process. Annie is trying to cope with her loss,
and we witness, through access to her thoughts, her being very upset and disappointed with the
way the minister deals with a dead person he never knew and does not know, in fact, anything
about. She and her brother feel that no words they could say and no answers they could give to
the minister when he asked what he could say about their father feel honest and true enough.
They feel that the minister, during the funeral, is speaking about an entirely different person.

Annie tries to find a poem, as she does not know at first which poem she would read.
She tells this to the minister. While both Annie and Ian find the situation awkward, of having
to talk to the minister about their father, and they even seem furious and hurt about his choice
of words, the minister looks understanding, as he has often been in situations when he had
talked to people who have lost their dear ones. Annie and Ian’s mother even refuses to see and
talk to the minister until the day of the funeral. Significantly, while Ian and Annie do not find
the right words, in what they could say or in the words of the minister, their mother chooses a
more extreme solution, that of silence. Annie tries to resort to the language of gesture, clutching
her mother’s hand during the funeral, while the minister talks about her father, yet her mother
remains motionless, and irresponsive. This could be a sign of different ways of remaining numb
from the shock of the loss of someone. lan tries to talk about his father, but everything seems
awkward. Annie finds that he has not said anything that could show who their father was and
how they had felt towards him. Annie believes that not even the poem she had chosen, about
which we are not told what poem it was, expresses truly her feelings.

Readers would expect to hear that the poem could help deal with the situation, yet it
does not. Swift mentions that Annie had not even been inspired and had not even chosen well,
or this is what she thinks by the end of the funeral, when we find out she had chosen the poem
from a website with a selection of poems that could be read at funerals. Even the selection had
been done by someone else.

We can see how the brother, sister and mother try to rely on each other and to hope that
one of them would solve the situation. The mother lets her children talk and arrange what is to
be said with the minister, Annie relies on a poem and hopes her brother would find the right
words, the brother relies on Annie. They feel alone and not understood in their loss, as they do
not seem to trust the priest, and we see how they feel that he had not said in fact anything about
their father, or nothing that could be associated with him. However, they still felt that it could
have been their fault for not telling him the right words about their father.

We could speak of the stage of unacceptance and revolt over their loss within grief
work. (WETMORE, 1963; WORDEN, 2015). They are revolted at the minister’s choice of
words, such as when he asks them to give him a sketch of their father. The word sketch could
be associated with the idea that their father is nothing more than a sketch now, and no longer a
living person.

Knowledgeable readers of Swift’s work are used, from his novels, with characters
delivering their monologues and confiding only to them, while going through a process of
thorough self-analysis of their issues. In this short story, we have a few instances where Annie
recalls the episode with her father’s friend repairing their door’s hinges, and the episode where
her father believed that the mother of one of the girls Annie was friends with was a handsome
woman. The outcome is only suggested, and here as well no clear, direct explanations are given.
Readers assume, from the way Annie reacts emotionally when the minister says that their father
was a family man remembering this episode. The short story uses the same device of free
association and flashbacks which readers are used to from Swift’s previous work. However,
these familiar devices and fictional universe are presented in brief.
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Annie presents her feelings indirectly as she makes the connection, during her father’s
funeral, between the door in her childhood memory and her father’s coffin, since the material
they were made was the same, wood, they were fit to the dimensions of one person, and they
were created by means of carpentry.

The way Annie had reacted towards the door, as it was laid down to have its hinges
fixed, in her childhood, and had said “poor door,” reminds of a side of human nature that is
poetic. The Japanese have a concept referring, among others, to a feeling of empathy towards
things, mono no aware, which also refers to the awareness that everything is ephemeral.
(TOGASHI, 2009, p. 113-115). Indeed, Annie’s time was ephemeral with her father during
that day, when she had witnessed the door repaired, had experienced her first attraction towards
a man, and realized, likely, that she was growing up. She may have also felt that we are all
growing old, just like the door, and that we can lose everything, moments in our life, objects,
and loved persons.

The indirect communication, through visual means, in Swift’s short story Hinges, can
suggest to knowledgeable readers such notions of Japanese culture. What we can immediately
think of is the Japanese indirect communication style (CIUBANCAN, 2015; CLANCY, 2008),
based on the language of gestures and silence, which can give the interlocutor hints about what
is actually meant in the conversation. Readers can recall the way Annie held her mother’s hand
and she did not hold it back. Annie chose to read a poem, instead of talking about her own
feelings about her father, and the minister, as he suggested her to give him a signal if she felt
she was breaking down and he would step in front of the people present and say something
instead, seems to have understood what was happening from her language of gestures. He
seems to have understood that she felt at a loss of words, and had hoped to use the poem instead,
as he printed it for the ones attending and allowed Annie to have it before her and just read it.

During the moment of the funeral, Annie realizes she had felt the state of ephemerality
in her childhood and now in her adult years. She also expresses her need for poetry, which
could be considered a universally human one. Human nature may be related to a need for beauty
(SCRUTON, 2018, p. 9-16), a need for creativity, for art, for modifying one’s environment,
for science, etc. since it is through such needs that we can distinguish human beings from
animals. Here we notice a need for poetry, under the form of wishing to find sympathy,
connection with the others, emotionally, with one’s own emotions, and also the right words as
a poet expresses universal emotions that we all feel in various situations with words we may
not find as suitable as a poet can.

Poetry is a means of communication, just as any text is a form of communication which
the author wishes to transmit to the reader, regardless of the genre. Any text prompts a reaction
for the reader.

Atanasiu (2021, p. 29-43) writes about homo poeticus, which leads us to think, right
from reading the term, with no explanations, of the need we feel for poetry in our lives due to
our human nature. It can be seen as a basic need, just like the ones for survival including
physical resources, food, shelter, since, like beauty, it helps us with our well-being. While
beauty and poetry can be understood as helping us on a spiritual, psychological level, this level
of well-being is interconnected with the physical level of well-being. We are frequently
reminded by popular psychology that a positive state of mind can help us with our physical
health and well-being. Relaxing has positive effects on our bodies, while psychological stress
leads to harmful effects on our bodies as well. Weakened immunity and cardiovascular issues
are just some examples.

Atanasiu (2021) relates homo poeticus to the need to relate emotionally to other people
and the need for genuine friendships in our lives, where we can trust a friend to confess to him
or her.
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That poetry can be a significant and essential part of our lives can be further supported
by taking into consideration how writing haiku poems is a means of practicing Zen Buddhism
(Blyth, 1964), a form of religious faith mixed with philosophy (HAN, 2022; KEII &
SHEPHERD, 1990) and with a sense for art. (LOMAS et al, 2017; MUNSTERBERG, 1961;
SILVERMAN, 1973). Art can be seen as a need for beauty which is found through various
concepts such as wabi sabi (JUNIPER, 2011; KEMPTON, 2018), which shows appreciation
for both old and new things, and for things that show traces of time passing over them. Ikebana,
or the art of floral arrangement, includes this concept. (SINCLAIR, 2019). In the meantime,
looking at nature leads to a sense of being in harmony with it as it is, and becoming aware of
the present moment. A strong sense of observation can be developed from meditating in nature
and feeling in touch with its changes and specificities. The focus on the present moment
(ANALAYO, 2019) is very much visible in the scene where Annie notices every gesture of her
father and of his friend, as well as of the old door, and the way she is beginning to feel attracted
to a man as old as her father. She also feels conflicted wandering how it would be if Joe Short
was her father, and then feels guilty about this. We could sense here an element of
psychoanalysis, in the way the young girl compares the image of her father to Joe’s. We
generally fall in love with someone we find, unconsciously, resembling the image we had of
the opposite sex parent in childhood. Annie seems well aware of the projection, although it
may be the older Annie who realizes this retrospectively.

At the funeral, and at the funeral preparations, Annie, to whose thoughts the reader has
direct access, also seems very much aware of the present moment, due to her analysis of every
word, every gesture, every awkward situation, and every emotional reaction, of hers and of the
others.

In spite of Annie’s going back to the past, we feel her strong awareness of the respective
moment she describes, even in the flashback. Each and every gesture, each and every feeling,
each detail of the door are present here and now, drawing in the readers to actually feel there
with her. Everything is described in a very vivid manner, as if we were experiencing the
respective scenes ourselves. Exactly as in the haiku poems, the details, while apparently trivial
and belonging to our usual, everyday life routine, become significant for Annie with respect to
the relationship with her father. As a child, she had been attached to him, as we can see her
holding his hand when looking at the door being placed down, waiting to be fixed. We could
relate here our notions of Japanese culture traditional practices, based on our background as
readers that have become familiar with these practices due to the publication of books about
Japanese practices such as kintsugi. Kintsugi (SANTINI, 2019) refers to the practice of fixing
broken ceramic objects, by sticking the broken parts with liquid gold. In this way, the objects
are cared for, they still hold their emotional value, and are considered to now have a history
and to have acquired an even deeper meaning for the owner. The passage of time, the change
it brings to objects, and loving objects in their imperfection are part of the way the Japanese
understand the world through their specific mindset. The same kintsugi also applies to fixing
relationships, with the others and with oneself. It also involves accepting the imperfections of
the others and of your own personality. Indeed, the nostalgia Annie feels for her father, whom
she has lost, extends to his imperfections. While the minister presents a perfect image of her
father, perhaps in an attempt to comfort his family for their loss, and to show his emotional
support, his gesture is not appreciated. The minister may expect that persons who have lost
their dear ones wish to hear the best about them, as a means to show their affection towards
them. Yet, in the particular case of Annie and her brother, we can witness their going back and
forth in time, and still caring about their father in spite of his faults. The episode where it is
suggested that their father had, at least, been fancying Sally’s mother, is such an example. At
the same time, the fact of how he died, not even while playing golf, but while taking the golf
clubs out of the trunk, preparing to play golf. Thus, we could claim that there was nothing,
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apparently, heroic about his death, and nothing memorable about it. He was just a common
man with his faults, yet, his now middle-aged children still hold fond memories about him and
still care about him. We can see this indirectly from their behaviour, from how they feel at a
loss for words, for how they are not indifferent about the entire procedure of preparing and
holding on the funeral, and how they are easily affected emotionally by every word and idea
that is proposed to them by the minister. We can also see, indirectly, in the attitude of the
mother, how she is also not at all emotionally indifferent to the death of her husband. She
becomes completely irresponsive to any gesture of affection, such as her daughter’s trying to
hold her hand tightly, as she does not hold her daughter’s hand. She is also silent in that she
refuses to talk to the minister altogether and she does not actually exchange any words with
her children expressing her feelings about the passing away of her husband. While in Western
cultures silence can be seen as awkward in communication, in Japanese culture it can signal a
certain attitude and give clues regarding the way the person feels or regarding the message the
person wishes to communicate by suggestion. While her children struggle to find the right
words and realize how they cannot adequately express the way they feel and the way that other
should feel and understand the death of their father, she chooses to remain silent and not even
attempt to try putting her feelings into words. Readers have no access to the mother’s
perspective, yet her perspective is suggested indirectly. We could think that she is in so much
grief that she is one of the characters literally finding no words. While her children have
difficulties in choosing words and make some attempts to speak in public about their father,
she chooses to refuse any such attempt. We could understand this state of affairs as the mother
being now the one that needs the most emotional support from her children, who are middle
aged. As children grow up, they go through an exchange of roles, and will support their parents
emotionally and physically, by helping them out with various tasks.

While the situation looks difficult for them all, we can see clues regarding how they
wish and have wished in the past, to accept their father and husband from the perspective of
kintsugi. They have accepted him with both his faults and good parts, and have tried to mend
the issues that had appeared in their relationship. We can infer, as readers, that Annie and Ian’s
mother had moved on past their father’s remark about Sally’s mother being a handsome
woman, implying that he found her attractive. We do not know if more than words had occurred
and if he had had direct contact with Sally’s mother. Yet, from a dialogue between Annie and
Sally we can see how Sally had overheard her mother’s admiration for Joe Short, the friend of
Annie’s father who came to fix their door’s hinges and for whom she had felt her first attraction
to a grown-up man. Perhaps all of these episodes had remained at the level of daydreams and
nothing was transposed into reality. Even so, it may come up as disturbing and we could see
such episodes as showing off some of these characters’ flaws, over which the other characters
choose, however, to move past and eventually accept them as they are.

Next to her being anchored in the present moment, in the sense that Annie can describe
so vividly certain scenes, and raise the readers’ awareness to them, we can also see how she
feels the need for poetry in her life, in such moments as her father’s funeral.

Poetry has made up a large part of the history of humanity and has accompanied us
through various times. It has documented historical episodes, it has been used as a means to
tell the world epics such as The Illiad and The Odyssey. We could, therefore, claim, that it is a
need shown and felt universally by everyone. We can start from the age when we are children
and read nursery rhymes, stories in verse, then as we move on to our teenage years we try to
find someone who has experienced similar emotions to our own, and then carrying on further
to various other ages and life experiences, we can always find ourselves resonating with poetic
personas.

The reason why Annie resorts to reading a poem on the day of her father’s funeral is
not directly mentioned in the short story. It is inferred that she believes this could help her cope
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with having to speak in public about her father. She is also at a loss of words and cannot speak
about it herself. Yet, readers knowledgeable in psychology could feel that there is more than
this. Annie could feel the need for consolation from someone. She does not find it. Her mother
is numb from her own feelings about the loss of her husband and her children’s father, her
brother is also finding it hard to find the right words, the minister cannot connect to her as much
as he is trying to be understanding. Annie feels isolated, therefore, in her own experience of
her father’s loss, and may hope that a poem could help her find someone else’s similar
experience to her own. Once we find that someone else has experienced a life happening in a
similar way, we can feel some sense of consolation that we are not the only ones and that we
are, in fact, not alone. It could be compared to finding a way to deal with the experience by
having someone else next to us, sharing the same feelings as us, and thus accompanying us. It
is a means of emotional support.

Needing poetry in our lives can also be related to the way that it is a frequently
encountered experience at the age of adolescence to feel very sensitively towards lyrical
language, reading poems and even writing poems. Song lyrics are another means of making
poetry part of our lives at this age especially, as are writing song lyrics, making part of a band
and, more often, listening to music as a hobby.

While, in our society at present times we are appreciating the right to self-expression,
as we are living in an individualist society, we can see, as exemplified by the characters in the
short story Hinges, how, during the moment of their father’s and husband’s funeral, expressing
oneself becomes a difficult task. In such cases, a poem can become a means of expressing
through a poet’s words what we cannot express ourselves.

Expressing our feelings with the help of poets” words is not uncommon, and we can be
seen quoting various poetry lines or poems in their entirety if we relate to the way they express
the way we feel. Poetry, just like music, accompanies our life experiences at all times.
However, at some difficult points in our lives, as we can see in the case of Annie in the short
story Hinges, even a poem cannot truly express the way we feel. Besides, we can notice how
words and feelings may not match during our most difficult moments in life. We could think
about language being interconnected with reality, yet we are just given examples of how words
cannot express the interior, emotional reality of the characters directly involved in the
experience of losing their father and husband. The direct correspondence between words and
reality they designate is, thus, questioned. The words cannot be chosen adequately in the case
of the talks during the funeral in this short story.

Why does this happen? The issue has been approached in an interview with Swift, taken
by Treisman (2022). Treisman (2022) has noticed that “When Annie and her brother, [an, meet
with the minister, they are unable to come up with anything to say about their father that doesn’t
seem generic.” In response, Swift believes that his characters illustrate the usual expression
“lost for words” in a literal way, and that this is a universally human experience:

Most of us, when faced with a death, don’t know what to say. It’s human and natural,
which doesn’t keep it from being difficult, especially when you are formally required
to say something about the dead person. How do you briefly — and publicly — sum up a
person’s whole life and at the same time convey all your emotions about that person,
not least that of grief? The cliché is perfectly apt: we are “lost for words.” We find it
hard to put into words things that seem beyond words. I’ve always had a keen interest
in and respect for inarticulacy: the things that go unspoken inside people, the stories that
don’t get told, the things we just find hard to say. (SWIFT, in TREISMAN, 2022).

Thus, we could find that Swift is aware of the issue we notice himself. Indeed, this short story
deals with moments of silence and difficulties encountered to find the right correspondence
between emotions and words that could express them. At the same time, Swift acknowledges
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that formal language cannot be honest and even meaningful to a particular person’s situation,
when the interviewer asks about the hostility Annie feels towards the minister, while being
aware, at the same time, that he is simply being kind in his attitude. Swift claims that Annie is

aware that the minister has his comfortable stock of ready-made, practiced words and
phrases, and these — for both Annie and her brother — amount to a kind of pretense.
Annie doesn’t want to pretend; she would like to say something truthful, meaningful,
and individual about her father, but doesn’t know how to. Her childhood memory of the
door comes to her as a possible solution, but it stays, unreleased, in her mind. (SWIFT,
in TREISMAN, 2022).

Thus, Annie would like to present something personal to the audience on her father’s funeral.
However, she may think that the memory with the door and her associations between door and
coffin may be too personal and too intimate. Besides, if we think more about it, the audience
at the funeral may simply be expecting a formal ceremony and may not even sympathize with
such a personal memory as is the one of Annie. Her experience is a particular one, and the
poem can express a universal experience, which could make the audience at the funeral better
connect with it. Annie’s choosing the poem may be a sign that she is aware that the universal
experience expressed by the poem may be more appropriate than her own, particular one. After
all, a funeral is a formal ceremony, where plenty of questionable and unsuitable words can be
uttered. Formal occasions, readers can conclude, cannot fully contain honest feelings of those
involved. Sympathy from the participants can be simply based on politeness and formality,
which can be of little consolation.

The levels of subjectivity and objectivity of experience are, thus, present in the short
story in the account of Annie. On the one hand, she notices that she is aware of her subjective
experience related to the memories of her father, and of the way that other people, not knowing
her and him, cannot connect with this subjective experience, such as is the case of the minister.
Eventually, she seems to decide that the members of the audience at the funeral ceremony also
cannot connect with her subjective experience and she tries, instead, to find a solution to her
reading of the poem.

Annie may also think that her personal experience is too intimate to be shared, and she
may also not feel safe enough while speaking in public during the funeral ceremony. The
audience may be seen in comparison with the minister who, although willing to be
compassionate, cannot truly understand her and her brother’s feelings. Usually, a confession
of the characters can be done in front of the readers, as in all of the novels by Swift, or to a
therapist, as in Swift’s novel Out of this World, in the case of Sophie about her father. In the
case of Sophie, however, her father is still alive, and they have only been estranged.

We could speak of free associations (JONES, 2018) when it comes to our memories
coming back. Annie shows examples of free associations, as used by Freud in psychoanalytic
sessions with patients, starting from the moment of the funeral, from the coffin, then moving
on to her memory of the door when Joe Short fixed it, and which also involved her father. Her
father is also associated with the first man she feels erotic interest for. From these free
associations, as readers, we could speculate how the feeling of love towards her father, then
projected on Joe Short, returns now to suggest how she cared for her father and how she still
does.

The theories of dialogism (DE MAN, 1983; HIRSCHKOP, 1989; HOLQUIST, 2003;
SHEVTSOVA, 1992) and reader response criticism (BELL et al, 2019; LEITCH, 2014) have
related the text of the short story Hinges by Graham Swift to the context of today’s world and
to the context of our perception of poetry over the ages, together with the one of beauty. We
could claim that the soft power of Japanese culture can be seen as an influence in the way
Swift’s characters relate to the death of their father, even though this may not have been
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intended by the author. Cultures, however, while looking so different, can also have surprising
similarities, especially related to universal emotions related to universal life experiences.
Readers try to make sense of any text, and cannot help relating it to their own personal cultural
background, including knowledge of cultures and life experience. The comparison with
Japanese culture mindset helps show how poetry can be an integral and natural part of human
nature. Even psychoanalysis has relied on literary works to develop theories, such as in the case
of Freud (1924), whose very Oedipus complex was based on an ancient play. It may not be
incidentally that ancient dramas, comedies and tragedies have been written in verse. This may
have occurred in order to better and more genuinely express the emotions of the characters and
to make them more relatable to the readers. The need to feel understood, while otherwise
experiencing life in isolation, is a specific experience to Swift’s characters.

The intertextuality (ALLEN, 2011), where references to poems are present in stories,
and mixture of genres, where prose and lyricism mix, which are specific to challenging of
borders between genres starting with Modemism and then becoming more intense with
Postmodernism, can be seen in the specific case of the short story Hinges as being placed under
discussion. While in Swift’s previous works the poems were referenced in an identifiable way,
such as the Romantic poet John Keats in The Sweetshop Owner, about whose work Dorry,
William’s daughter, does her research, is present, with respect to how only things can remain
behind us with the passage of time. The reference is to Keats’ poem Ode on a Grecian Urn.
We can also notice the existence of intertextual references in the short story Hinges for readers
that are familiar with Swift’s previous works. The death of a father can be related to a poem by
Swift (2018, p. 168), To His Dead Father, or to the novel Last Orders. In To His Dead Father
we notice a wish of the son or daughter to better understand their father as eventually their ages
can overlap. In Last Orders, the step son, Vince, has a conflicting approach to his father, as he
had even refuses to take over his job. It happens, according to Freud (1924), for sons to have a
relationship of rivalry with their father originating in the Oedipal complex in early childhood
and then to continue it over their youth and adult years.

The need for communication comes across through poetry, literary works, art, beauty,
as well as through the need for therapy, psychology, in order to establish relationships of well-
being with the others and with oneself.
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Abstract:

This article offers a proposal for the integration of picture books in German as a foreign
language (GFL) lessons for younger learners as an alternative to conventional textbooks.
Firstly, the special characteristics of picture books are discussed. Then their didactic and
pedagogical advantages as well as the possible challenges in the context of foreign language
teaching are discussed. Picture books are recognised as effective tools in language teaching,
allowing young learners to explore authentic texts, interact with different challenges and
deepen their knowledge of the world. They enable learners to familiarise themselves with the
target language, immerse themselves in imaginary worlds, develop problem-solving skills and
reflect on their own feelings and experiences. As picture books contain both text and visual
elements, students can rely on the illustrations if they have difficulties understanding the
language, which often makes it easier or even possible to understand the language. Finally, a
suggestion for the didactic use of the picture book bése by Lorenz Pauli and Kathrin Schérer
(2016) in GFL lessons for younger learners is presented.

Zusammenfassung

Dieser Beitrag bietet einen Vorschlag zur Integration von Bilderbiichern in den DaF-
Unterricht fiir jiingere Lernende dar, als Alternative zu den herkémmlichen Lehrwerken.
Zuerst werden die spezifischen Eigenschaften von Bilderbiichern erértert. Danach folgt eine
Diskussion iiber ihre didaktischen und pddagogischen Vorziige sowie mdgliche
Herausforderungen im Kontext des Fremdsprachenunterrvichts. Bilderbiicher gelten im
Sprachunterricht als wirkungsvolle Hilfsmittel mit denen junge Lernende authentische Texte
erkunden, mit vielfiltigen Herausforderungen interagieren und ihr Wissen iiber die Welt
vertiefen kénnen. Sie ermoglichen es den Lernenden, sich mit der Zielsprache vertraut zu
machen, in Fantasiewelten einzutauchen, Problemlosungsfihigkeiten zu entwickeln und iiber
ihre eigenen Gefiihle und Erfahrungen zu reflektieren. Da Bilderbiicher sowohl Text als auch
visuelle Elemente bieten, kénnen sich die Schiilerinnen und Schiiler bei Verstindnisproblemen
an den lllustrationen orientieren, was oft das Sprachverstindnis erleichtert oder erst
ermoglicht. Abschliefiend wird ein Didaktisierungsvorschlag fiir den Einsatz des Bilderbuches
bose von Lorenz Pauli und Kathrin Schérer (2016) im DaF-Unterricht mit jiingeren Lernenden
vorgestellt.
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1. Einleitung

Seit der kommunikativen Wende sind in den Lehrwerken fiir Deutsch als Fremdsprache
hauptsichlich allgemeine Texte, Gebrauchstexte und Texte zu finden, die Lernende auf allen
Altersstufen darauf vorbereiten, sprachliche Situationen im téglichen Leben zu bewiltigen.
Literarische Texte sind in den Lehrwerken nur noch selten prisent (vgl. CERI 2011,
NEUHOFER, 2018). Dies spiegelt sich auch deutlich in den Themen, die moderne Lehrwerke
fiir Deutsch als Fremdsprache behandeln, wider. Bilderbiicher dagegen behandeln fiir Kinder
relevante Themen und vermitteln diese Themen auf einem narrativen Weg, was nicht nur als
eine reiche Inputquelle dienen kann, sondern auch eine der natiirlichsten Lern- und
Kommunikationssituationen im kindlichen Alltag darstellt. Nichtdestotrotz finden
Bilderbiicher im Fremdsprachenunterricht viel zu selten Beachtung. (vgl. GEYER, 2011).

Dieser Beitrag bietet einen Uberblick iiber die Merkmale von Bilderbiichern und deren
Potenziale zur Entwicklung der kommunikativen Kompetenz im Fremdsprachenunterricht.
Durch die Didaktisierung des Bilderbuches bdse von Lorenz Pauli und Kathrin Schéfer wird
Lehrenden ein Beispiel gegeben, wie sie Bilderbiicher im Unterricht mit jiingeren Lernenden
einsetzen konnten.

2. Merkmale des Bilderbuches

Thiele (2003, S. 71) definiert das Bilderbuch als ,,eine spezielle Untergattung der
Kinderliteratur, die in der Regel 30 Buchseiten nicht iiberschreitet und sich durch eine eigene
Wechselbeziehung von Bild und Text auszeichnet. Abraham und Knopf (2022, S. 4)
bezeichnen das Bilderbuch als ,,Bild-Text-Symbiosen mit grolem &sthetischem und nicht
minder groBBem didaktischem Potenzial“, wobei seine Zuordnung schwer einem spezifischen
Genre sein kann. Auch die langjdhrigen Diskussionen {iber die Gattungszugehdrigkeit der
Bilderbiicher fiihrten zu keiner endgiiltigen Losung, denn wie Abraham und Knopf (2022, S.
4) konstatieren, konnen Bilderbiicher episch, dramatisch oder lyrisch sein. Auch weitere
genrespezifische Einteilungsversuche, z.B. Wimmelbiicher, Mérchenbilderbiicher, Comics,
Sachbilderbiichersind laut beiden Autoren nicht immer ganz einfach und eindeutig. Obwohl
Bilderbiicher mit ihren Erzidhl-Bild-Strukturen am héufigsten fiir den Adressatenkreis von
Kindern gedacht werden, ist Kiimmerling-Meibauer (2012) der Auffassung, dass manche
Werke nicht leicht der Kinder- und Jugendliteratur oder der Erwachsenenliteratur einzuordnen
sind, da sie dieselben ,,Themen, Formen und narrative/n/ Strukturen“ behandeln.
(KUMMERLING-MEIBAUER, 2012, S. 52). So adressieren immer mehr Bilderbiicher All-
Age-Zielgruppen und konnen als All-Age-Literatur bezeichnet werden.

Beim Bilderbuch handelt es sich um einen multimodalen Text, bei dem die
Informationsvergabe an den Leser in einer ,,Kombination aus bildlichen und verbalen Codes,
die in Abhéngigkeit und Wechselwirkung zueinanderstehen® erfolgt. (STAIGER, 2022, S. 14).
Das Bild und der Text sind einzigartig miteinander verbunden und ergeben zusammen ein
Gesamtbild. Dennoch verfiigen das Bild und der Text gleichzeitig iiber eine eigene Narration,
die sich einerseits auf der Textebene und andererseits auf der Bildebene abspielt. Beide
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zusammen erdffnen aber eine neue Dimension, die von Thiele als ,,fantasiestiftende dritte
Ebene* (THIELE, 2003, S. 65) benannt wird. Durch eine gleichzeitige Auseinandersetzung mit
Bild und Text wird die vollkommene Bedeutung der Geschichte entschliisselt. Den Mehrwert
von Bilderblichern machen insbesondere das ,,Spannungsfeld und das bimediale
Wechselverhiltnis von Bild und Text, die zu den ganz eigentiimlichen Wirkweisen von
lustration und Bild im Text fiihren* (DINGELMAIER, 2018, S. 88) aus.

Nikolajeva und Scott konstatieren (2001, S. 2), dass das Bild und der Text die
Geschichte parallelisierend, ergénzend, erweiternd, gegensitzlich oder widerspriichlich
erzahlen konnen. Der Text und das Bild sind gleichwertig, sie unterstiitzen sich gegenseitig
und generieren gemeinsam den Sinn. Der Rezipient muss aber neben dem Text auch das Bild
dekodieren, was einerseits das Textverstehen erleichtern, andererseits aber auch
beeintrachtigen kann. Das passiert vor allem, wenn Bild und Text im Widerspruch
zueinanderstehen.

Staiger (2020, S. 15-23) ist der Uberzeugung, dass sich die Bilderbuchanalyse nicht
ausschlieBlich auf den Text oder auf das Bild beschrianken darf. Aus diesem Grunde schlégt er
ein fliinfdimensionales Modell vor, das sich wie gefolgt zusammenfassen lésst:

- Narrative Dimension:

o Was wird erzahlt? (Thematik, Handlung, Figuren, Raum, Zeit)
o Wie wird erzdhlt? (Erzdhlperspektive, -modus, Zeitdarstellung, Ort des
Erzéhlens, weitere Aspekte)

- Bildliche Dimension: visuelle Gestaltung, Design und Typografie (Linie, Farbe, Raum,
Flache, bildnerische Technik, Komposition, Textur, bildnerischer Stil, Bildfolgen,
Seitenlayout, Typografie)

- Verbale Dimension: sprachliche Gestaltung (Wortwahl, Satzbau, Textgestaltung, Stil)

- Intermodale Dimension: Wechselseitiges Verhéltnis von Bild und Schrifttext
(Symmetrie, Komplementaritit, Anreichung, Kontrapunkt, Widerspruch)

- Paratextuelle und materielle Dimension: was den Text umschlieBt — Peritext:
(Buchformat, -grofe, -form, Seitengrofle, -form, Umschlag, Schutzumschlag,
Vorsatzpapier, Titel und Titelseite, Papiersorte, Bindung).

Der Autor weist darauf hin, dass sich die einzelnen Kategorien jeweiliger Bereiche
nicht immer trennscharf abgrenzen lassen, denn sie stehen in einem Zusammenhang.
(STAIGER, 2020, S. 15).

Das Modell von Staiger bietet Lehrkriaften bei der Unterrichtsplanung ein solides
Geriist fiir die eigene Auseinandersetzung mit dem Bilderbuch sowie eine Hilfe bei der
Erstellung der Aufgaben fiir Lernende, die sich nicht nur auf den Inhalt des Bilderbuches
beziehen, sondern sprechen auch andere wichtige Dimensionen des Bilderbuches an.

Luptowicz und Kraft (2019, S. 12-18) differenzieren zwischen thematischen und
inhaltlichen, kiinstlerischen und &sthetischen sowie sprachlichen und erzihlerischen Kriterien.
Die von den Autorinnen ausgearbeiteten Qualitétskriterien zur Auswahl von Bilderbiichern
erweisen sich im Rahmen des Fremdsprachenunterrichts besonders hilfreich. Sie ermoglichen
es Lehrenden, ein Bilderbuch schrittweise zu analysieren und unterstiitzen sie dabei, anhand
dieser Kriterien das passende Bilderbuch fiir ihren DaF-Unterricht auszuwéhlen.

3. Potenziale des Bilderbuches im Fremdsprachenunterricht
Gute Bilderbiicher behandeln diverse Themen auf eine kindgerechte Weise. Einerseits
greifen sie allgemeine Themen mit den realitétsnahen Inhalten aus dem Kinderalltag auf, geben

Bescheid tiber Sachthemen, regen Fantasie an, sie widmen sich aber auch Tabuthemen wie
Scheidung, Krankheit, Tod, Rassismus, LGBT-Themen usw. (vgl. MULLER-BRAUERS et
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al., 2022). In einer Welt, die oft von oberflichlichem Konsum und ecindimensionalen
Sprachstrukturen geprégt ist, bieten qualitétsvolle Bilderbiicher einen wertvollen Gegenpol,
indem sie Kinder mit reicher und komplexer Sprache in Kontakt bringen und deren
Wahrnehmung schirfen.

Aufgrund ihrer besonderen Merkmale (wie Bild, Bild-Text-Beziehung, Multimodalitit,
Interaktion) eroffnen das Bilderbiicher vielfiltige Themen und Erscheinungsformen und haben
aufgrund ihres geringeren Umfangs ein unerschopfliches Potenzial fiir den Erstsprachen- und
den Fremdsprachenunterricht. Dennoch sollte immer im Hinterkopf behalten werden, dass
Bilderbiicher nur scheinbar einfach sind, da sie den Kindern tatsdchlich komplexe Themen
vermitteln und fiir sie literarisch anspruchsvoll sein konnten.

Aus unserer Sicht konnen Bilderbiicher als Ausgangspunkt fiir die Entwicklung der
kommunikativen Kompetenz in der Erst- und in der Fremdsprache dienen. Mit fiir Kinder
ansprechenden und interessanten Themen lassen sich im Unterricht viele Sprechanlésse
organisieren, die sinnvoll eingebettet sind und einen konkreten Bezugspunkt haben. Dadurch
lassen sich die Erzihlfahigkeit und andere Aspekte des literarischen Lernens vorantreiben. Vor
allem durch gemeinsame und sprachlich begleitete Bilderbuchbetrachtung und das dialogische
Vorlesen von der Lehrkraft konnen Sprachbarrieren tiiberwunden und mangelhafte
Sprachkenntnisse gefordert werden. Als authentische literarische Texte ermdglichen
Bilderbiicher wichtige Leseerfahrungen, die zur Lesesozialisation und Entwicklung der
literarischen Kompetenzen beitragen. Im Fremdsprachenunterricht besteht jedoch die Gefahr,
dass Kinder aufgrund geringer Sprachkenntnisse iiberfordert werden und anstatt
Lesemotivation Lesefrust erleben. Ohne ausreichenden Wortschatz in der Fremdsprache
konnen Geschichten ndmlich nicht verstanden werden und daher kann auch nicht die Funktion
des literarisch-dsthetischen Lernens realisiert werden. Daher ist es entscheidend, beim Einsatz
von Bilderbiichern im Fremdsprachenunterricht, dass die Thematik des Bilderbuches bzw.
Wortschatz und sprachliche Strukturen, die im Text vorkommen, vorentlastet werden. Der
Rezeptionsprozess wird ohne ausreichende Vorentlastung sehr erschwert bzw. kommt gar nicht
zustande.

Hering (2016), Alt (2017) und Néger (2017) fiihren eine Menge praktischer Beispiele
fiir den Einsatz und die Auswahl hochwertiger Bilderbiicher an, mit denen Kinder zu Hause,
im Kindergarten oder in der Schule an verschiedene Themen herangefiihrt werden und sich mit
dem Medium Bilderbuch vertraut machen konnen. Bereits Bilderbiicher fiir Kleinkinder nutzen
einfachere Erzéhlstrukturen, eine formelhafte Sprache und ein Erzdhlschema, was es den
jungen Rezipienten erleichtert, der Geschichte zu folgen und sie spéter nachzuerzihlen. Laut
Hering (2016: 45) machen gerade die Bilder ,,die duBere wie innere Welt schon fiir die
Kleinsten zuginglich“, denn manchmal konnen Worter fiir das kindliche Verstehen
iiberfordernd werden bzw. es wiirde eine fiir die Kinder zu anspruchsvolle Erklérung benotigt.
Das Bild unterstiitzt gleichzeitig die ErschlieBung und das Aneignen der neuen, unbekannten
Worter. Wenn Worter und Bilder dazu noch in einem narrativen Kontext vorkommen, ist der
Lerneffekt neuer Begriffe betrdchtlich hdher. (HERING, 2016, S. 46). Da sich in Bilderbiichern
gewisse sprachliche Strukturen oft wiederholen, kénnen diese gezielt gefordert werden, damit
sich Kinder mit Strukturen vertraut machen und lernen, sie im dialogischen und spéter im freien
Gesprich richtig einzusetzen. So konnen gewisse Worter und Wendungen durch spielerische
und dramapéddagogische Methoden gelernt werden. Spiele wie z. B. Memory, Paare suchen,
Bild-Wort-Puzzles, Rollenspiele, Pantomime usw., die von Lehrkréften fiir ein ausgewéhltes
Bilderbuch ausgearbeitet werden, konnen die Rezeption und die Produktion gezielt
unterstiitzen. (vgl. NAGER, 2017, SARVARI, 2015). Durch kreatives und spielerisches
Umgehen mit sprachlichen Strukturen und dem neuen Wortschatz wird der fiir das
Bilderbuchverstehen erwartete und verlangte lexikalische und grammatische Sprachstand
gewihrleistet und gleichzeitig vorangetrieben. Der Rezeptionsprozess beim Lesen des
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Bilderbuches wird dadurch erleichtert bzw. iiberhaupt ermdglicht. Diese kreativen und
spielerischen Ansétze fordern nicht nur das Verstdndnis fiir das Bilderbuch, sondern tragen
auch zur Sprachentwicklung bei, was Bilderbiicher als effektives Medium fiir die
Sprachforderung auszeichnet. (vgl. SARVARI, 2015).

Burwitz-Melzer (2012) vertritt die Auffassung, dass Bilderbiicher zur Entwicklung
interkultureller Kompetenzen beitragen konnen. Mit passenden Bilderbiichern, in denen
meistens Gleichaltrige als Protagonisten vorkommen, konnen das Fremdverstehen und die
Fahigkeit zur Empathie gefordert werden, wobei junge Leser mit kindgeméfl behandelten
Themen andere Welten kennenlernen, sich mit anderen Normen und Werten vertraut machen
und lernen, diese mit eigenen zu vergleichen und das Anderssein zu respektieren.

3.1. Das Paradox des Bilderbuchs im Fremdsprachenunterricht

Das Konzept der Early Literacy in einer Fremdsprache befindet sich in einem teilweise
paradoxen Verhiltnis zum entsprechenden Konzept in der Muttersprache. Wéhrend bestimmte
Grundprinzipien der Early Literacy in der Erstsprache auch auf den Fremdsprachenunterricht
iibertragen werden konnen, besteht ein wesentlicher Unterschied, darin, dass die Forderung der
Early Literacy in der Fremdsprache in der Regel weder gleichzeitig noch auf die gleiche Weise
wie in der Muttersprache erfolgt. Dies liegt daran, dass der Lernkontext und die Exposition
gegeniiber der Sprache in einer fremdsprachigen Umgebung oft eingeschrénkter sind, was eine
angepasste Herangehensweise erfordert.

In Slowenien beispielsweise begegnen die meisten Lernenden der deutschen Sprache
erst im Bildungskontext im Alter von neun bzw. zwolf Jahren. Das bedeutet, dass sie zu diesem
Zeitpunkt bereits einen Teil der Literacy in ihrer Muttersprache schon erworben haben.
Einerseits sind sie mit Bilderbiichern vertraut, sie kennen einige fiir ihr Alter geeignete
Geschichten in ihrer Muttersprache und auch Vorleserituale. Obwohl das Bilderbuch eins der
ersten Mittel ist, mit dem Early Literacy erfolgreich gefordert wird, konnen junge Lernende
dieses Medium als zu kindisch und fiir ihr Alter nicht mehr passend empfinden (vgl. JAZBEC,
2022). Andererseits ist die wichtigste Voraussetzung fiir den Umgang mit fremden literarischen
Texten nicht ganz erfiillt; das ausreichende Vokabular in der zu erlernenden Sprache ist oft zu
gering, als dass sie Gesamttexte in der Fremdsprache selbst lesen und verstehen konnten.
Altersaddquate, authentische Texte mit denen junge Lernende sprachlich nicht iiberfordert
werden, sind trotz des groBen Angebots nicht einfach zu finden.

Fiir den Einsatz der Bilderbiicher im Fremdsprachenunterricht mit jiingeren Lernenden
ist es von besonderer Wichtigkeit, dass Themen Lernende ansprechen, fiir sie eine
Herausforderung darstellen, sie zum Nachdenken und Reflektieren anregen, sprachlich nicht
zu kompliziert sind und von der Gestaltung her altersgemil3 sind. Bei der Auswahl der
passenden Bilderbiicher sollte darauf Wert gelegt werden, dass Themen der Bilderbiicher
kreative und problemorientierte Aufgaben ermoglichen, die Lernende noch zusétzlich fordern,
iiber das Gelesene nachzudenken und auf ihre eigene Welt zu {ibertragen.

Das Vorleseritual im  Fremdsprachenunterricht erfordert eine spezielle
Herangehensweise, bei der die Lernenden sowohl sprachlich als auch inhaltlich auf die
Geschichte vorbereitet werden. Mit dem Einsatz eines authentischen Textes, in unserem Fall,
eines Bilderbuches werden Lernende mit der authentischen Sprache konfrontiert, was den
sprachlichen Input noch hochwertiger und abwechslungsreicher macht. Nur wenn Lernende
sprachlich ausgeriistet sind, wird das Horverstehen bzw. das Mitverfolgen der Geschichte
ermOglicht. Die Lehrkraft sollte sich bei der Unterrichtsplanung gut tiberlegen, welche Worter,
Phrasen und grammatische Strukturen unbedingt vorentlastet werden miissen, damit Lernende
beim Zuhdren nicht iberfordert werden und beim dialogischen Lesen aktiv mitmachen konnen.
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4. Das Bilderbuchs bdse statt einer Lehrwerklektion

Titel: bose
Autor: Lorenz Pauli
Illustration: Kathrin Schérer
Verlag: Atlantis/Orell Fiissli
Erscheinungsjahr 2016
ISBN 978-3-7152-0720-9
32 Seiten, Gebunden
ab 4 Jahren

Abb. 1 Bilderbuch bose; Bildquelle: https://m.media-
amazon.com/images/I/41cHzsg9A6L. SX402 BO1.204,203.200_.jpg

In diesem Kapitel méchten wir am Beispiel des Bilderbuches bdse von Lorenz Pauli
und Kathrin Schifer zeigen, worauf eine Lehrkraft im Prozess der Unterrichtsvorbereitung
achten sollte.

Das Bilderbuch mit dem Titel bdse erschien bei dem Atlantis Verlag im Jahr 2016.
Schon die Titelseite des Buches ist mehrdeutig und weckt Interesse. Abgebildet sind Tiere, die
schon Kleinkindern wohl gut bekannt sind und nicht gerade mit dem Titel bdse verbunden
werden. ,,Wer ist bose? Was bedeutet bose?* konnten die Fragen der Kinder schon vor dem
Lesen lauten. Das Vorlesen des Buches kann mit einem Vor-dem-Lesen-Gesprich eingeleitet
werden, was Kinder darauf vorbereitet, dass sie sich auf die im Buch vorgestellten Nuancen
des Bosen und des Guten konzentrieren und diese wahrnehmen bzw. im Nachgesprach dariiber
nachdenken und reflektieren.

Bei der Auswahl und der Analyse vom Bilderbuch bdse orientierten wir uns an den
Qualitdtskriterien von Luptowicz und Kraft (2019, S. 13), die eine relativ schnelle
Einschitzung des Bilderbuches ermoglichen. Die Lehrkraft sollte sich laut diesen Kriterien
Gedanken zu thematischen und inhaltlichen, kiinstlerischen und dsthetischen, sprachlichen und
erzahlerischen Aspekten eines Bilderbuches machen.

Nachfolgend présentieren wir unsere schnelle Analyse des Bilderbuches ,,bdse®.

4.1. Erfiillung der thematischen und inhaltlichen Kriterien

Die Protagonisten dieses Bilderbuches sind Tiere. Die Geschichte spielt auf einem
Bauernhof, wo Tiere gemeinsam im Frieden leben und alle brav sind. Kinder kénnen sich leicht
in die Situation hineinversetzen und sich mit Tieren gut identifizieren, indem sie auch selbst
erzéhlen, wann sie brav sind. Eine auf den ersten Blick idyllische Welt, in der alles in Ordnung
ist, bietet weitere Ankniipfungspunkte fiir das Gesprich vor dem Lesen. Doch Tiere kdnnen
auch anders sein. Eine Ziege, ein Hund, eine Taube, eine Katze, ein Pferd und Schweine
unterhalten sich und zeigen, wie bose sie sein konnen. Sie spielen Streiche und lachen dariiber.
Der Hund erschreckt den Hahn (siche Abb. 2), die Ziege frisst alle Blumen im Garten auf, die
Taube macht ihr Geschift auf den Hut des Bauern, das bose Schwein frisst das Futter allein.
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v’ gv.\

Abb. 2: Der zum Tode erschreckte Hahn (S. 4-5); (Bildquelle: https://kathrinschaerer.ch/wp-
content/uploads/2016/10/bo%CC%88se2.jpg)

Alle lachen iiber die Bosartigkeit der anderen, nur die nicht, die das Bose auf eigener
Haut erlebten. Die Katze verkiindet, sie sei an der Reihe, weil das Pferd zu brav fiir Boses sei
und sie konnte andere deswegen nicht zum Lachen bringen. Gerade in dem Moment erscheint
die Maus, die die ganze Zeit Futter gesucht hat. Die Katze beobachtet sie und bereitet sich auf
die todliche Jagd vor. Alle Tiere beobachten und warten, was passiert. Die Spannung wéchst
und spitzt sich an. Die Maus findet ein paar K&rner nahe beim Pferd und beginnt zu fressen.
Die Katze belauert die Maus und wartet auf den richtigen Moment, bis das Pferd plotzlich das
Bein hebt und auf die Maus tritt. Alle Tiere sind geschockt und entsetzt. Keiner lacht. Ein fiir
Leser schockierender Moment, der die Emporung ausldst. Das Pferd wendet sich den anderen
zu und verkiindet, ab heute gehorten ihm alle Miuse. Die Katze findet eine Ausrede und
entfernt sich. Der Hund, der das bdse Spiel angefangen hat, fragt das Pferd, warum es so was
Gemeines gemacht hat. An der Stelle kommt es zu einer Wendung, die wieder mal alle
iiberrascht. Das Pferd erklirt, dass die Katze Miuse nur aus Langeweile fangt und tot liegen
lasst. Dann hebt es das Bein auf und die kleine unverletzte Maus bedankt sich, dass sie sich vor
der Katze verstecken konnte.

Das Bilderbuch behandelt somit eine wichtige philosophische Thematik, und zwar den
Unterschied zwischen ,,gut* und ,,bose*. Hinsichtlich des Themas lésst sich dieses Bilderbuch
der All-Age-Literatur zuordnen und kann sowohl Erwachsenen als auch Kindern Impulse fiir
weitere Gespriache und Reflexionen geben.

Laut Verlagsempfehlung ist das Bilderbuch fiir Kinder ab vier Jahren geeignet. Obwohl
Tiere héufig als Protagonisten in Bilderbiichern fiir Kinder vorkommen und auch in anderen
Geschichten Streiche spielen, lésst sich bei dieser Geschichte nicht ausschlielen, dass fiir die
Mehrheit der Kinder die Auseinandersetzung mit unterschiedlichen Aspekten des Guten und
des Bosen nicht eindeutig zu begreifen ist. Es wire moglich, dass Kinder den tieferen Sinn der
Geschichte verpassen wiirden, weil sie von dem Geschehen iiberwiltigt werden. Genau das
verbirgt aber ein grofles Potenzial fiir die Behandlung dieses Bilderbuches im
Fremdsprachenunterricht mit Kindern in der zweiten Triade (9 bis 12 Jahre), die sich mit dieser
Thematik leichter auseinandersetzen und mit denen anhand der Bilder des nicht zu
komplizierten Textes und aller Leerstellen viele Aspekte der beiden Gegenpole angesprochen
werden konnen.

4.2. Erfiillung der kiinstlerischen und isthetischen Kriterien

Im Bilderbuch bdse lésst sich ein sehr gelungenes Zusammenspiel der textuellen und
der bildlichen Elemente erkennen. Grof3e, bunte und realitdtsnahe Bilder regen fiir sich zum
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Ansehen und zur genauen Betrachtung an. Der Illustratorin ist es gelungen, Tiere auf jeder
Seite so emotional zu prisentieren, dass sich Kinder noch intensiver in jede im Text
beschriebene Situation hineinversetzen und sie miterleben konnen. Sie konnen Angst, Schreck,
Zufriedenheit, Schelmerei, Schadenfreude, Emporung, Trauer, Hilflosigkeit, Zufriedenstellung
anhand der Bilder erkennen, was sich im Fremdsprachenunterricht als eine grofle
Unterstlitzung zum Textverstehen erweist. Aufschlussreich bebilderte Seiten helfen Kindern
unbekannte Vokabeln zu entschliisseln, sich in Tiere und ihre positiven und negativen Gefiihle
einzuleben, z.B. schelmisch Freude der Ziege zu teilen (siche Abb. 3), und Empathic bzw.
Mitleidgefiihl zu entwickeln, (siche Abb. 4). Stellenweise sind Bilder so aussagekriftig, dass
keine Erklarung der abstrakten Begriffe notig ist.

Abb. 3: Die zufriedene Ziege, nachdem sie alle Blumen im Garten gefressen hat. (S. 7);
(Bildquelle: https://m.media-amazon.com/images/I/61jQ0ySvzNL.jpg)

Abb. 4: Entsetzte und geschockte Bauernhoftiere (S. 14-15);
(Bildquelle: http://www.altwerden-spaeter.blog/wp-content/uploads/2016/12/0720-9 Boes S_16-

17.ipg)

Die Schrift ist groB8 genug, damit Kinder, denen vorgelesen wird, die Geschichte
mitverfolgen konnen und diejenigen, die schon selbst lesen, nicht iiberwéltigt werden. Auch
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die durch den farbigen Hintergrund erkennbare visuelle Trennung des Textes auf einigen Seiten
ergibt ein gutes Bild-Text-Zusammenspiel, wozu die hervorragend eingesetzte Abwechslung
der Farbintensitdt zur Aussagekraftigkeit noch zusétzlich beitridgt. Des Weiteren wird mit
visuellen Elementen, d. h. mit fett gedruckten Wortern und den Majuskeln, die einige
Gerdusche und Stimmen verschriften, das Bild-Inhalt-Verhiltnis noch deutlicher.

4.3. Erfiillung der sprachlichen und erzihlerischen Kriterien

Das Bilderbuch bose zeichnet eine sehr lebendige Sprache aus. Mit der Auswahl der
Worter gelingt es dem Autor die Geschichte einem ungeiibten Leser und einem Leser mit
geringem Vokabular ndherzubringen und gleichzeitig einen Spannungsbogen aufzubauen. Das
Bild und der Text nehmen Bezug aufeinander und ergénzen sich. Anhand der Bilder lassen sich
die Handlung und vor allem die Emotionen auch ohne Text nachvollzichen. Der Autor
verwendet einen parataktischen Stil, Sitze sind kurz, auf komplexe Satzstrukturen wird ganz
verzichtet. Viele wortliche Reden, von denen sich einige stets wiederholen (z.B. ,,Meistens
oder fast immer. Aber ... schaut!), tragen zur anschaulichen und lebendigen Sprache bei. Der
Text basiert hauptsichlich auf fiir Muttersprachler einfachen und alltdglichen Wortern. Im
Fremdsprachenunterricht sollten die Schliisselworter jedoch gut vorentlastet werden, damit das
Textverstehen sichergestellt wird.

Da unsere schnelle Analyse zeigt, dass das Bilderbuch bédse alle relevanten Aspekte
umfasst, haben wir uns entschieden, eine Didaktisierung fiir den DaF-Unterricht zu entwickeln.

5. Didaktisierungsvorschlag

In diesem Didaktisierungsvorschlag liegt der Fokus auf der Behandlung des
Bilderbuches im Grundschulbereich mit Lernenden, die zwischen 9 und 12 Jahre alt sind. Der
hier vorgestellt Didaktisierungsvorschlag wurde in der Praxis mit einer vierten Klasse an einer
slowenischen Grundschule erprobt. Prisentiert und kommentiert werden einige Lern-
/Lehraktivititen fiir die Einfiihrungs-, Durchfithrungs- und Abschlussphase, die sich mit
jingeren DaF-Lernenden in der Praxis als gelungen erwiesen. Wir mdchten noch einmal
hervorheben, dass der Schwerpunkt unseres Didaktisierungsvorschlags auf der Nutzung des
Bilderbuches zur Entwicklung der Sprachkompetenz liegt und nicht primér auf die
Entwicklung literarischer Kompetenz abzielt. Es ist uns wichtig zu unterstreichen, dass unser
Didaktisierungsvorschlag sich primir auf die Nutzung des Bilderbuches als Werkzeug zur
Sprachkompetenzentwicklung konzentriert, und nicht hauptséchlich auf die Entwicklung der
literarischen Kompetenz Fahigkeiten abzielt.

e Vor dem Lesen: Einfiihrungsphase

In der Vorentlastungsphase sollten sich Kinder zuerst mit den Schliisselvokabeln
vertraut machen, die fiir das Verstehen der Geschichte in der deutschen Sprache wichtig sind.
Da im Bilderbuch verschiedene Tierbezeichnungen und Tierstimmen vorkommen, ist es
essenziell, dass Kinder diese Bezeichnungen kennenlernen. Fiir die erste Aktivitit kann die
Lehrkraft z.B. laminierte farbige Bilder mit Tieren aus dem Bilderbuch vorbereiten. Auf der
Vorderseite sollten die Tiere abgebildet sein und auf der Riickseite passende Sdtze aus der
Geschichte (z.B.: Die Maus sucht Futter. / Der Hund bellt. / Die Ziege meckert. / Das Schwein
grunzt und quiekt. / Das Pferd wiehert. / Die Taube fliegt.)

Kinder bilden einen Stuhlkreis und die Lehrkraft zeigt die einzelnen Bildkarten mit
Vorderseite nach oben nacheinander. Sie spricht jedes einzelne Wort laut und deutlich. Kinder
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betrachten Bilder und wiederholen Worter. Die Lehrkraft wiederholt den Prozess mehrmals
und variiert dabei die Bilder. Zum Schluss fordert sie Kinder auf, Tiere alleine zu benennen.

Die zweite Aktivitdt konzentriert sich auf die Benennung der Tierlaute, die im Buch
vorkommen, bzw. der Verben, die in der Geschichte mit den Tieren verbunden sind. Dafiir
werden die Riickseiten derselben Bildkarten verwendet. Diesmal wird der Wortschatz im
Kontext présentiert und mit passenden Bewegungen ergéinzt. Die Anwendung der TPR-
Methode (Total Physical Response), die Worter mit Bewegungen verkniipft, erweist sich als
besonders effizient, da sie eine ganzheitliche Sprachlernerfahrung ermoglicht. (vgl. GERING
2010). Die Lehrkraft unterstiitzt das Erlernen des nétigen Wortschatzes, indem sie auch die
Anweisungen der Geschichte anpasst, z. B. ,,Schaut die Bilder! Beobachtet die Bilder!” Beide
Verben kommen nimlich in der Geschichte hiufig vor. Das spielerische Uben der Nomen-
Verb-Verbindungen sollte jedes Mal mit der Phrase ,,Alle lachen.“ beendet und pantomimisch
begleitet werden. Dadurch wird sichergestellt, dass auch die Phrasen, die in der Geschichte
eine wichtige Rolle spielen, verstanden werden.

Die dritte Aktivitdit vor dem Lesen fokussiert sich auf zentrale Adjektive und
Adverbien, die fiir das Verstehen der Geschichte wichtig sind. Besondere Bedeutung haben
hier die Adjektive gut und bose sowie die Adverbien meistens und fast immer. Die Lehrkraft
kann diese Begriffe auf Slowenisch bzw. in einer anderen Erstsprache einfithren und Kinder
dazu ermuntern, sie pantomimisch darzustellen., AnschlieBend koénnen auch die beiden
Adverbien in diese Ubung integriert werden. Der Einsatz dramapidagogischer Elemente, die
das Hineinversetzen in verschiedene Rollen ermdglichen, konnte zur Festigung der Adjektive
und Verben sehr effektiv genutzt werden.

Die vierte Aktivitdt vor dem Lesen zielt darauf ab, Lernende bei ihrer Interpretation der
Konzepte ,,Gut* und ,,Bose zu unterstiitzen. Lernende konnen sich sprachlich dazu duflern
oder Szenen nachspielen, die gute und bose Handlungen veranschaulichen.

Nach diesen Aktivititen sind Lernende mit dem grundlegenden Wortschatz vertraut
und auf das Thema vorbereitet. Die Lehrkraft nimmt nun das Bilderbuch bése zur Hand und
Lernende konnen den neuen Wortschatz direkt mit der Titelseite des Bilderbuches praktisch
anwenden (siche Abb. 1).

e Wihrend des Lesens: Durchfithrungsphase

Fiir das Lesen der Geschichte empfehlen wir das dialogische Vorlesen, bei dem im
Gegensatz zum klassischen Lesen das Gesprach zwischen der Lehrkraft und den Lernenden im
Vordergrund steht. Lehrkraft und Lernende sollten in einem Stuhlkreis sitzen, so dass das
Betrachten der Bilder fiir alle moglich ist. Wichtig ist, dass die Lehrkraft beim Vorlesen
deutlich und langsam spricht, auf die Bilder zeigt und den Text mit Pantomime unterstiitzt.
Lernende sollten immer genug Zeit zum Betrachten jeder neuen Seite haben. Wihrend des
Lesens sollte die Lehrperson zusétzliche Fragen stellen oder. Anmerkungen zu den Bildern und
dem Text machen, um das Verstindnis einzelner Textpassagen zu tiberpriifen. Zu komplizierte
Worter kdnnen auch mit einfacheren Synonymen ersetzt werden (z.B. anstindig mit brav,
verdattert mit geschockt/iiberrascht). Um die Geschichte lebendiger zu gestalten, kann die
Lehrkraft bei der wortlichen Rede auch ihre Stimme versetzen, z.B. eine andere Stimme fiir
den Hund, die Ziege etc. verwenden. Gezielt sollte sie auch die Lautstirke, das Tempo, die
Gerdusche und Pausen einsetzen. Beim dialogischen Vorlesen ist es wichtig, dass die Lehrkraft
den Kindern zuldsst, die Geschichte zu kommentieren, Worter nachzusprechen, ihre
Erstsprache zu benutzten usw. Auf unklare Stellen oder Anmerkungen der Lernenden sollte sie
sofort eingehen, um kontinuierliches Mitverfolgen zu erméglichen. Die Geschichte kann
mehrmals vorgelesen werden, wobei bei jedem weiteren Lesen Lernende eingeladen werden

69



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

sollten, mitzumachen z.B. einzelne Phrasen nachzusprechen, auf die Bilder zu zeigen,
pantomimisch die Situationen zu imitieren, Gefiihle der Tiere zu prisentieren, usw.

e Nach dem Lesen: Abschlussphase

Nach dem Vorlesen der Geschichte kann zunichst an die Vorentlastungsphase
angekniipft werden, um Lernende zu ermdglichen den zuvor erlernten Wortschatz zu
wiederholen und situativ anzuwenden. Hierfiir eignet sich ein von der Lehrkraft geleitetes
Frage-Antwort-Spiel. Die Lehrkraft blittert das Bilderbuch zuriick und Lernende benennen
dabei die Tiere, imitieren ihre Laute, beschreiben Bilder. AnschlieBend werden
Verstdndnisfragen zu einzelnen Bildern gestellt um bestimmte Situationen aus dem Buch
aufzugreifen. Die Geschichte bédse lisst sich durch die Inszenierung einzelner Szenen aus dem
Bilderbuch effektiv zusammenfassen. Lernende werden in Gruppen aufgeteilt und bekommen
Rollen zugewiesen. Ein Lernender spielt ein Tier, das Streiche spielt, wihrend die anderen
Gruppenteilnehmer Tiere spielen, die beobachten und dariiber lachen. Zum Schluss wird die
Reihenfolge im Buch nachgestellt. Wenn sichergestellt wird, dass alle Lernenden die
Geschichte nachvollziehen kénnen und den ausreichenden Wortschatz fiir die Teilnahme an
der Diskussion beherrschen, kann das Gesprich iiber das Gute und Bése mit den Fragen ,,Wer
ist hier bose? Was Boses hat dieses Tier getan? Wie fiihlt sich der Geschidigte? usw.” zu
einzelnen Szenen eigeleitet werden. Zum Abschluss konnen Lernende handlungsorientierte
und kreative Aufgaben in Einzel-, Partner- oder Gruppenarbeit 16sen, wobei sie selbst
entscheiden, was sie machen mochten. Sie konnen z.B. die Geschichte nachzeichnen, sie
inszenieren, das Ende dndern, Liigenstellen einbauen, Elfchen-Gedichte zum Thema Gut und
Bose schreiben, usw.

6. Fazit

Zusammenfassend ldsst sich feststellen, dass trotz einiger Herausforderungen, die der
Einsatz der Bilderbiicher im Fremdsprachenunterreicht wegen geringer Sprachkenntnisse der
Lernenden mit sich bringt, Bilderbiicher so viele Potenziale bergen, dass es sich lohnt,
Lernende in eine fremdsprachliche Lesewelt dadurch zu begleiten. Dies zeigt sich am Beispiel
des Bilderbuches bése, fiir das ein Didaktisierungsvorschlag ausgearbeitet wurde. Dieser
Vorschlaf verdeutlich, dass sich verschiedene Themen im DaF-Unterricht fiir junge Lernende
auch ohne Lehrwerke, sondern mithilfe von diversen Bilderbiichern bearbeiten lassen. Im
Unterschied ~zum  Einsatz  bei  muttersprachlichen = Lemenden  sollte  bei
Fremdsprachenlernenden insbesondere auf die Wortschatzebene Riicksicht genommen
werden. Bevorzugt wird ein spielerischer und methodenvielfdltiger Umgang mit dem
Vokabular, das im Bilderbuch vorkommt, wodurch nicht nur an das Thema herangefiihrt wird,
sondern das wortliche Verstehen der Geschichte sichergestellt wird. Erst wenn diese Grundlage
geschaffen ist, konnen Lernende in die Geschichte eintauchen, sie miterleben, beim Lesen bzw.
Vorlesen genieBen, sich nach dem Lesen dariiber austauschen und schlieBlich {iber neue
Konzepte nachdenken. Bei der Auswahl von Bilderbiichern fiir den Fremdsprachenunterricht
ist es wichtig, Themen auszuwihlen, die Lernende ansprechen und an ihre Erfahrungswelt
ankniipfen.
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Abstract

Multilingualism, intercomprehension and translation play an important role in the
context of globalization and can be found in everyday life as well as in all other areas.
Technical languages also have a special importance here, especially since technical language
skills, alongside intercomprehensive skills and knowledge of foreign languages, are among the
most important skills of a translator. The focus of the article is to show that knowledge of
foreign languages facilitates communication in everyday language as well as in the area of
educational and technical language.

Résumé

Le multilinguisme, l'intercompréhension et la traduction jouent un réle important dans
le contexte de la mondialisation et se retrouvent dans la vie quotidienne ainsi que dans tous
les autres domaines. Les langues techniques revétent ici également une importance
particuliere, d'autant plus que les compétences linguistiques techmniques, aux cotés des
compétences intercompréhensibles et de la connaissance des langues étrangeres, font partie
des compétences les plus importantes d'un traducteur. L'objectif de l'article est de montrer que
la connaissance des langues étrangeres facilite la communication dans le langage courant
ainsi que dans le domaine du langage pédagogique et technique.

Rezumat

Multilingvismul, intercomprehensiunea §i traducerea joaca un rol important in
contextul globalizarii si pot fi intalnite atdt in viata de zi cu zi, cdt si in toate celelalte domenii.
Limbajele de specialitate ocupa si ele un loc important in acest context, cu atdt mai mult, cu
cdt competentele lingvistice specializate se numara printre cele mai eficace abilitati ale unui
traducator, alaturi de cele intercomprehensive si de limbi straine. Articolul isi propune sa
arate ca abilitdtile lingvistice si cunoasterea limbilor strdine faciliteazd comunicarea in toate
Sferele vieti.
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Keywords: multilingualism, interkomprehension, communication, translation, foreign
languages, language for special purposes

Mots-clés: multilinguisme, intercompréhension, communication, traduction, langues
étrangeres, langue de spécialité

Cuvinte-cheie: multilingvism, intercomprehensiune, comunicare, traducere, limbi strdine,
limbaje de specialitate

Mehrsprachigkeit, Interkomprehension und Ubersetzung spielen im Kontext der
Globalisierung eine bedeutende Rolle und sind sowohl im Alltag als auch in allen anderen
Bereichen anzutreffen. Fachsprachen bekommen hier auch einen besonderen Stellenwert,
zumal fachsprachliche Kompetenzen, neben den interkomprehensiven Kompetenzen und die
Kenntnis von Fremdsprachen zu den wichtigsten Fihigkeiten eines Ubersetzers gehdren. Der
Schwerpunkt des Beitrags besteht darin zu zeigen, dass Fremdsprachenkenntnisse die
Kommunikation sowohl in der Alltagssprache als auch im Bereich Bildungs- und Fachsprache
erleichtern.

In unserer heutigen Gesellschaft sollten rezeptive Teilkompetenzen im
Fremdsprachenunterricht stirker gefordert werden, um die individuelle Mehrsprachigkeit der
Lernenden zu begiinstigen. Daflir wére es angebracht, einen interkomprehensionsbasierten
Ansatz im Unterricht einzubringen, wie zum Beispiel das EuroCom-Konzept! (mit den
Varianten EuroComRom, EuroComGerm u.a.). Die EuroCom-Methode geht auf sieben
sprachliche Transferbasen zuriick? (Die Sieben Siebe) und nutzt dabei gezielt die vorhandenen
Sprachkenntnisse & Englischkenntnisse der Lernenden, um diese systematisch und einfach an
das globale Verstindnis von Lesetexten & Horbeispielen in mehreren romanischen oder
germanischen Fremdsprachen heranzufiihren, ohne dass diese nach der klassischen (oft
unattraktiven und mithsamen) Methode von Null aus gelernt werden muss.

Der Anstof3 zu diesem Thema stammt aus den Jahren in denen ich als Mitarbeiterin
innerhalb Forschergruppe der Frankfurter Romanistik am EuroComRom-Projekt titig war und
geht auf verschiedene Studien von Prof. Horst G. Klein (Neuere Forschungen zur europdischen
Interkomprehension®), von Christina Reissner (Fachsprachen und Interkomprehension®), aber
auch auf das Seminar ,,Tests und Ubungen zur romanischen Interkomprehension zuriick, bei
welchem ich als wissenschaftliche Hilfsassistentin von Professor Klein an der Johann
Wolfgang Goethe Universitit in Frankfurt am Main mitwirken durfte.

!'Vgl. http://www.eurocomprehension.eu/rom/indexrom.htm

2 Vgl. Stegmann, Tilbert, Klein Horst, EuroComRom — Die sieben Siebe. Romanische Sprachen sofort lesen
konnen, Shaker Verlag, Aachen, 1999.

3 Klein, Horst, Rutke, Dorothea (Hrsg.), Neuere Forschungen zur europdischen Interkomprehension, Editiones
EuroCom, Vol. 21, Shaker Verlag, Aachen, 2004.

4 Reissner, Christina, Fachsprachen und Interkomprehension. In: Klein, Horst, Rutke, Dorothea (Hrsg.), Neuere
Forschungen zur europdischen Interkomprehension, Editiones EuroCom, Vol. 21, Shaker Verlag, Aachen, 2004,
S. 135-154
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1. Einleitung:

Im ersten Teil des Beitrags werden die Vorteile der Mehrsprachigkeit beleuchtet und
die Bedeutung einer mehrsprachigen Gemeinschaft hervorgehoben. Das beste Beispiel dafiir
stellt die Europapolitik dar, welche den Nutzen der Mehrsprachigkeit in allen Bereichen
anerkannt hat und in allen Landern der Europdischen Union fordert: ,,One of the central goals
of European language policy is plurilingual competence.” (REISSNER, 2019, S. 205). Die
europdische Identitét steht im Zeichen der Vielfalt und des Kulturverstidndnissses, wobei die
Mehrsprachigkeit das wichtigste Bindeglied zwischen den verschiedenen Léndern Europas
darstellt.

Die Mehrsprachigkeit ist sowohl fiir die Entwicklung des jeden einzelnen von uns
wichtig, aber auch fiir die gesamte Gesellschaft: ,,Mehrsprachigkeit stellt eine wichtige
natiirliche Ressource in unserer globalisierten Gesellschaft dar, die sowohl fiir den Einzelnen
als auch fiir die Gesellschaft von Bedeutung ist.“ (RIEHL, 2006, S. 15). Wie Doris Sava in
Paradigmen der Wissensproduktion und Wissensvermittlung® bemerkt, ist es wichtig
einzusehen, dass sich der Begriff des Pluringuismus nicht auf die Vollkompetenz in
verschiedenen Sprachen beizieht: ,,Mehrsprachigkeit heifit nicht Vollkompetenz in mehreren
Sprachen, sondern ein rezeptives Hor- und Leseverstindnis.” (SAVA, S. 251).

Um diese Kompetenzen zu fordern und die Lernenden an die Sprachenvielfalt Europas
heranzuziehen, lisst sich die EuroCom-Methode im Sprach- und Ubersetzungsunterricht
hervorragend einsetzen. Nicht zuletzt werden dadurch auch die sprachenpolitischen Ziele der
Europédischen Kommission in Briissel erfiillt (KLEIN / STEGMANN, 1999, S. 9) und den
Lernenden Fremdsprachenkenntnisse viel einfacher vermittelt.

1.1. Vorteile der Mehrsprachigkeit. Perspektiven fiir Studium und Beruf

Mehrsprachigkeit stellt die Grundlage fiir das Fortbestehen der sprachlichen und
kulturellen Vielfalt Europas dar. Sie erleichtert die Kommunikation sowohl im Alltag als auch
im Beruf und hilft Sprachbarrieren abzubauen und die Interaktion zwischen den Menschen im
Alltagsleben und in allen Arbeitsbereichen zu fordern.

Ein aktuelles, sehr nahes Beispiel einer mehrsprachigen Gemeinschaft findet sich in
unserer unmittelbaren Umgebung, in Temeswar, Ruméinien, in einer Stadt die 2023
Europiische Kulturhauptstadt war®. Das ruménische Banat ist fiir seine Mehrsprachigkeit und
fiir die interkulturelle Vielfalt als einzigartiges Phidnomen in Europa zu betrachten und
verdeutlicht wie der Plurilinguismus, die Geschichte und die Existenz dieser Region geprégt
und geformt hat. Nicht zuletzt hat das multikulturelle Gepridge des Banats dazu beigetragen,
dass im Banat, in Temeswar zahlreiche kulturelle Institutionen, Bildungseinrichtungen,
Vereine und Organisationen entstanden sind, die ihrerseits, die Begegnung zwischen
Angehdrigen unterschiedlicher Kulturen fordern. ’

Die Sprachenvielfalt im Banat ist ein Reichtum fiir die ganze Gemeinschaft, da jede
einzelne Sprache unmittelbarer Ausdruck von Kultur sowie individueller und kollektiver
Identitdt ist. Diese Volkervielfalt, die unter bestimmten geographischen und politischen
Bedingungen im Laufe der Jahrhunderte entstanden ist, prigt auch heute die interethnischen
Beziehungen zwischen diesen Minderheiten. Damit verbunden ist die Tradition der

5 Vgl https://www.ceeol.com/search/viewpdf?id=911811 und http://uniblaga.eu/wp-
content/uploads/CVs/Sava_Pub.pdf

¢ Timisoara 2023 — European Capital of Culture, vgl. https:/timisoara2023.eu/en/

7Vgl. Dascalu-Romitan, Ana-Maria. "Mehrsprachigkeit und interkultureller Dialog in Temeswar" Germanistische
Beitridge, vol.45, no.1, 2019, pp.78-93. https://doi.org/10.2478/gb-2019-0021
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Mehrsprachigkeit und die Toleranz gegeniiber dem anderen, gegeniiber dem Fremden und den
anderen Kulturen im Banat.

Anhand der Geschichte der Stadt Temeswar ldsst sich erkennen, dass dank der
Sprachenvielfalt und der ethnischen, religidsen und kulturellen Vielseitigkeit diese Stadt und
die Region Banat Ausdruck eines einzigartigen Phanomens in Europa sind. Wenige Stidte
konnen auf eine derartige Geschichte und Traditionsvielfalt zuriickblicken wie Temeswar. Die
Mehrsprachigkeit und der interkulturelle Dialog haben zum Aufschwung der Stadt beige-
tragen und ihre Menschen wurden durch die multikulturelle Erziehung und Entwicklung
gepragt: ,,Im Geiste dieser interkulturellen Diversitét besteht unsere Aufgabe darin, die
Sprachenvielfalt Temeswars weiterhin zu fordern, die kulturellen Werte zu erhalten und sie
jingeren Generationen zu vermitteln, um unseren Standort in der grof3en europdischen Familie
mit Freude und Stolz zu behaupten.“ (DASCALU-ROMITAN, 2019, S. 92).

1.2. Entwicklung rezeptiver Mehrsprachigkeit

Rezeptive Mehrsprachigkeit stellt eine Form interkultureller Kommunikation dar, bei
welcher die Redner jeweils die Sprache der anderen Person ausreichend verstehen, aber ihre
eigene Muttersprache sprechen. Sie beruht auf den gezielten Erwerb von Teilkompetenzen mit
modularen Aufbaumdglichkeiten auf der Basis der kognitiven Nutzung der Ahnlichkeiten
zwischen den Sprachen. Beim Erwerb rezeptiver Kompetenzen geht es vor allem um den
vielfachen Einsatz nicht nur fiir eine Sprache, sondern gleichzeitig fiir alle Sprachen derselben
Sprachfamilie. (KLEIN / STEGMANN, 1999, S. 9).

Zugleich bildet die rezeptive Mehrsprachigkeit die Grundlage der EuroCom-Methode
und ermdglicht den Erwerb von Lese- und Horkompetenzen in den nahverwandten Sprachen
der drei groBBen Sprachfamilien (EuroComRom, EuroComGerm und EuroComSlav). Dabei
wird das bereits vorhandene Sprach- und Weltwissen aktiviert, so dass der Lernende
Verwandtschaftsbeziehungen zu anderen dhnlichen Sprachen erkennen kann. Dadurch werden
die Lese- und Horkompetenzen gefordert und die Motivation der Lernenden steigt, so dass sich
die EurCom-Methode im Sprachunterricht als sehr erfolgsorientiert erweist.

2. Von der Intercomprehension zur Eurocomprehension

Interkomprehension beschreibt die Fahigkeit, in einer Gruppe von Sprachen, die einen
gemeinsamen Ursprung haben, kommunizieren zu konnen. Sie bezieht sich auf das Verstéindnis
einer fremden Sprache, die vorher nicht gelernt wurde: ,,Interkomprehension bedeutet das
Verstehen einer fremden Sprache, ohne diese zuvor formal erlernt zu haben.
‘Interkomprehension’ wurde in der Linguistik als Kriterium herangezogen, um Sprachen
gegeniiber den Dialekten zu definieren: Sprachen seien gegeneinander (weitgehend) nicht
interkomprehensiv, Dialekte seien fiireinander (weitgehend) interkomprehensiv.*
(MEISSNER, 2004, S. 97).

Die Romanische Interkomprehension nimmt sich vor, die Beziehung zwischen den
romanischen Sprachen hervorzuheben und davon ausgehend, die Grundlage fiir das Lese- und
Horverstehen innerhalb der romanischen Sprachfamilie zu ermoglichen.

EuroCom (Akronym fiir Europdische Interkomprehension in den drei groBen
Sprachgruppen Europas — die romanische, die slawische und die germanische Gruppe) — ist ein
Projekt der Frankfurter Universitdt, das von Professor Klein und Professor Stegman entwickelt
wurde. EuroCom ist eine Mehrsprachigkeitsmethode zum Erwerb nahverwandten Sprachen.
Die EuroComRom-Methode bezieht sich auf den Erwerb von Fremdsprachenkenntnissen in
der romanischen Sprachfamilie und auf die Forderung rezeptiver Kompetenzen
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(Lesekompetenz in allen Sprachen einer Sprachgruppe). Bei EuroCom geht es darum,
,Mehrsprachigkeit iiber den Einstieg in rezeptive Kompetenzen modularisiert zu erreichen®.
Gleichzeitig werden dadurch Teilkompetenzen erworben (z. B. fachsprachliche
Kompetenzen). Das Projekt der Frankfurter Forschergruppe wurde sowohl in Schulen als auch
an Universitdten erfolgreich eingesetzt und setzt sich zum Ziel, den Lernenden,
Mehrsprachigkeit in einer schnellen, attraktiven Art zu ermoglichen. EuroCom zeigt, dass man
durch die Kenntnis der Muttersprache und einer einzigen Fremdsprache der Sprachfamilie
schon viel Wissen mitbringt, so dass man in kurzer Zeit, Texte in allen verwandten Sprachen
verstehen kann.

Durch die EuroCom-Methode gelang es Horst Klein und Tilbert Stegmann zu zeigen,
dass die Nutzung vorhandener Sprachkenntnisse, das Erlernen anderer Sprachen fordert. Dabei
geht es vor allem, den Lernenden zu verhelfen, Féhigkeiten zu erwerben, die ihm ermoglichen,
sich mit der fremden Sprache intensiv auseinanderzusetzen und vor allem Lese- und
Horkompetenzen zu erzielen. Der Begriff Eurokomprehension (Eurocomprehension) ,,ist ein
Neologismus, der von Horst G. Klein 1997 gepriagt wurde. Er meint das umfassende Verstehen
der Europder auf der Grundlage einer sprachen- und sprachenfamilieniibergreifenden
Interkomprehension.“ (MEISSNER, 2004, S. 97).

Im Unterschied zum klassischen Fremdsprachenunterricht, zeigt die EuroCom-
Methode bereits von Anfang an, dass der Lernende aus einem einfachen Text in der neuen
Fremdsprache schon viel verstehen kann, wobei vorhandene, aber unverwendete Kompetenzen
aktiviert werden (auf Vorwissen zuriickgreifen / das Erkennen von Bekanntem in Fremdem —
z. B. durch Sprachverwandtschaft und durch Fremdworter / Internationalismen).

In seinem bekannten Buch Europa international. Einfiihrung ins Leseverstehen
beschreibt Horst Klein Transferbasen fiir die Zielsprachen Franzosisch, Italienisch, Spanisch,
Portugiesisch, Katalanisch und Ruménisch. Die Verwendung dieser Transferbasen
ermdglichen dem Lernenden, die Beziehungen zwischen den Sprachen leichter zu erkennen
und somit den Spracherwerb zu fordern.

Beim Einsetzen der Erschliefungsstrategien (Sieben Siebe — 7 Transferbereiche:
internationaler =~ Wortschatz; ~ panromanischer =~ Wortschatz; ~ Verwandtschaft — der
Lautverbindungen; Verbindung zw. Graphie und Aussprache; syntaktischer Transfer; Transfer
morpho-syntaktischer Elemente und Transfer von Pré- und Suffixen) merkt der Lernende, dass
er schon viele Informationen aus den verwandten Sprachen versteht und somit auch der Erwerb
einer Sprachlernkompetenz unterstiitzt wird. Damit leistet die EuroCom-Methode einen
entscheidenden Beitrag zur Férderung der Europdischen Mehrsprachigkeit, des interkulturellen
Lernens und Verstidndnisses und erleichtert die Kommunikation zwischen den Bewohnern
Europas. Nicht zuletzt lernen die Studierenden dabei auch die kulturelle Vielfalt Europas
kennen.

Reissner erkennt, dass das Hauptziel interkomprehensiver Methoden darin besteht,
rezeptive Sprachkompetenzen zu entwickeln (Entwicklung von Lese- und Horkompetenzen)
und diese fiir den Sprachgebrauch einzusetzen.

Die Anwendung der EuroCom-Methode zeigt, dass diese interkomprehensive Methode
einen wichtigen Beitrag zur Interkomprehensionsforschung leistet und somit das
Textverstindnis und demzufolge den Transfer erleichtert. Zugleich wird die EuroCom-
Methode auch dafiir verwendet, um fachsprachliche Lese- und Horkompetenzen in einzelnen
Fachsprachen zu entwickeln.
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Ziel der Forschergruppe EuroCom:
EuroCom — EuroComprehension (Akronym fir einen qualitativen Sprung bei der
europdische Interkomprehension in den drei Praxis Europdischer Mehrsprachigkeit

groBen Sprachengruppen Europas, der . zu erreichen
romanischen, slavischen und germanischen) >

Mehrsprachigkeit férdern Erwerb rezeptiver Kompetenzen durch

- ausgehend von der Frankfurter Lese- und Horkompetenz

Romanistik, hat die EuroCom-
Forschergruppe einen Sprachver-
mittlungsansatz zum Erreichen einer
rezeptiven Kompetenz in allen Umgang mit digitalen Medien
romanischen Sprachen entwickelt

Interkomprehension

Multimediale Lehrmaterialien

Lésung der technischen Probleme

Technik von A bis Z

Abbildung 1: EuroCom — Europiische Interkomprehension
3. Interkomprehension und Fachsprachen

Das 21. Jh. Kennzeichnet sich unter anderem durch die Entwicklung verschiedener
Spezialgebiete / Fachgebiete und der damit verbundenen Fachsprachen. Mit der Entwicklung
von Fachsprachen entsteht auch der Bereich der Fachsprachenlinguistik. In Anlehnung an
Spillners Erkenntnis, dass es keine Fachsprache eines Faches gibt, ,sondern nur
fachsprachliche Textsorten*®, unterstreicht Reissner die Schwierigkeit, den Terminus
Fachsprache zu definieren. Dabei werden die Begriffe ,,fachsprachlich, ,,fachspezifisch* und
,»ein bestimmtes Fach betreffend* herangezogen.

Dank der internationalen Terminologie, der &hnlichen formalen Strukturen in
verschiedenen Sprachen, der kurzen Sitze und des neutralen Stils eignen sich fachsprachliche
Texte sehr gut fiir die Anwendung interkomprehensiver Strategien.

Fachsprachliche Texte kénnen erfolgreich im Rahmen eines
interkomprehensionsorientierten Unterrichts eingesetzt werden und fordern den Erwerb
rezeptiver Fertigkeiten: ,,Fachsprachliche Texte bieten sich in aller Regel fiir
interkomprehensive Strategien in besonderem MaBle an. Die Terminologie etwa in den
Naturwissenschaften ist hochgradig international, Lehrbiicher, Abhandlungen zu bestimmten
Themenbereichen, Forschungsberichte etc. folgen i.d.R. leicht nachvollziehbaren formalen
Kriterien. Der neutrale fachsprachliche Stil zeichnet sich u.a. durch kurze Sétze, Parataxen und
im Vergleich zur Allgemeinsprache stark eingeschrinkten Gebrauch der Tempora aus.
Kennzeichnend fiir Fachsprachen ist weiterhin das formale Kriterium der Monosemierung, was
die hohe Anzahl von Fachtermini erklért. Sie erleichtern die ErschlieBung eines Fachtextes in
einer bislang unbekannten Sprache in hohem Maf3e. (REISSNER, 2004, S. 137).

Durch den Einsatz der EuroCom-Methode wird das Verstdndnis fachsprachlicher Texte
erleichtert und zugleich der Erwerb fachsprachlicher Lese- und Hérkompetenzen gefordert.

8 Vgl. Spillner, Bernd, Zur kontrastiven Analyse von Fachtexten — am Beispiel der Syntax von Wetterberichten.
In: Schlieben-Lange, Kreuzer, 1983, S. 111.
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4. Fachsprache und Interkomprehension — FEinsatz juristische Fachtexte im
Unterricht

Um die Beziehung zwischen Fachtexten und Interkomprehension in den Vordergrund
zu stellen, zieht Reissner die Auseinandersetzung mit juristischen Fachtexten heran. Der
erfolgreiche Transfer juristischer Fachtexte ist jedoch nur dann mdoglich, wenn folgende
Voraussetzungen erfiillt werden:

e Texte miissen auf einer vergleichbaren und damit transferierbaren Grundlage

basieren (demselben Rechtssystem angehdren und einheitliche formale Strukturen

aufweisen)

e Texte miissen eine dhnliche formale Struktur aufweisen

e ohne Kenntnis der Rechtsordnung ist auch bei Vertrautheit fachspezifischen

Vokabulars das Verstindnis eines juristischen Fachtextes nicht automatisch

gewdhrleistet

Der Transferprozess ist nur dann realisierbar, wenn die formale Struktur der Texte
dhnlich ist. Wird diese Voraussetzung erfiillt, so kann die Anwendung der EuroCom-Methode
das Verstindnis von fachsprachlichen Texten erleichtern und somit den Zugang zu
Fachsprachen gestatten. Zugleich wird der ErschlieBungsprozess erleichtert und die Motivation
und das Selbstbewusstsein der Lernenden angeregt. Daraus lassen sich verschiedene
Lernstrategien und Assoziationshilfen ableiten, die es dem Studierenden ermdglichen,
vorhandene Kenntnisse einzusetzen und neue Kompetenzen zu entwickeln.

5. Interkomprehension und Ubersetzung - Interkomprehensives Experiment im
Ubersetzungsunterricht mit Studenten der Politehnica-Universitit Temeswar
(Universitatea Politehnica Timisoara)

Im letzten Teil des Beitrags wird auf ein interkomprehensives Experiment
zuriickgegriffen, das Christina Reissner fiir die Anwendung der EuroCom-Methode in ihrem
Artikel Fachsprachen und Interkomprehension (REISSNER, 2004, S. 150) angewendet hat. Es
handelt sich dabei um einen juristischen Fachtext, ndmlich folgenden Ausschnitt aus der
Verfassung des Staates Andorra (Constitucio del Principat d’Andorra):

Constitucid del Principat d"’Andorra

Titol I

De la sobirania d'Andorra

Article 1

1. Andorra és un Estat independent, de dret, democratic i social. La seva
denominaci¢ oficial és Principat d'Andorra.

2. La Constituci6 proclama com a principis inspiradors de I'accié de 1'Estat andorra el
respecte i la promoci6 de la llibertat, la igualtat, la justicia, la tolerancia, la defensa dels drets
humans i la dignitat de la persona.

3. La sobirania resideix en el poble andorra [...].

4. El régim politic d'Andorra és el Coprincipat parlamentari.

Abbildung 2: Auszug aus der Verfassung des Staates Andorra
Die Aufgabe der Testpersonen besteht darin, einen katalanischen Verfassungstext

sinngemél ins Deutsche zu {ibertragen. Dabei soll auf Ruméinisch-, Franzosisch-, Italienisch-
und / oder Spanischkenntnisse zuriickgegriffen werden.

79



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

Von Reissners Studie ausgehend, habe ich im Rahmen meines Unterrichts dieses
interkomprehensive Experiment mit Studenten im 1. Jahrgang, Studiengang Ubersetzen und
Dolmetschen (Englisch-Deutsch) an der Fakultit fiir Kommunikationswissenschaften’ der
Politehnica-Universitit Temeswar'’, Ruminien, durchgefiihrt. 20 ruménische Studenten haben
an diesem Experiment teilgenommen und sich mit dem katalanischen Text ,,Auszug aus der
Verfassung des Staates Andorra®“ (Constitucio del Principat d Andorra) auseinandergesetzt.
Die Aufgabe bestand darin, den juristischen Text sinngemif ins Deutsche zu iibersetzen. Bei
der Ubersetzung konnten die Studierenden auf die Ruminisch- und Franzdsischkenntnisse
zuriickgreifen. Der Transfer erfolgte ohne Sprachkenntnisse des Katalanischen, wobei die
Studenten ihr sprachliches Wissen und Weltwissen einsetzen konnten.

Am Anfang des Ubersetzungsprozesses wurden der Texttyp und die Textsorte bestimmt
und die Studenten bemerkten, dass die Erkennung der Textart einfach war und dass die Struktur
juristischer Texte dhnlich wie im Ruménischen oder im Deutschen ist. Zugleich konnten sie
fachsprachliche Termini nachweisen und feststellen, dass die internationale Terminologie, die
ErschlieBung des Textes auf lexikalischer Ebene erleichtert. Zu diesen fachsprachlichen
Termini gehoren: constitucio, estat, sobirania, dret, democratic, social, denominacio oficial,
principis, llibertat, justicia, drets humans, régim politic, parlamentari u.s.w

Was die Auswertung der Ergebnisse betrifft, konnte man feststellen, dass 90% der
Studenten den Inhalt erfasst haben und dass manche von ihnen sogar den ganzen Text korrekt
ins Deutsche iibersetzt haben. 4 % der Studenten brachen das Experiment ab, wihrend andere
das Phinomen der Kontextfalle (,,De la sobirania d’Andorra®) 16sen konnten. 5 Studenten
haben ,,sobirania® mit Souveranitit iibersetzt (Lautentsprechung) und dabei das 4. Sieb der
EuroCom-Methode eingesetzt (Prozess der semantischen ErschlieBung). Durch die
Anwendung der EuroCom-Methode konnten die Studenten auf Vorkenntnisse zurtickgreifen,
kognitiv arbeiten, die eigenen Vorkenntnisse systematisieren und einsetzen, sich mit der
Hypothesengrammatik beschaftigen und den Text korrekt erschlieen. Zugleich konnte man
erkennen, dass die Verwendung der Euro-Com-Methode und der 7 Siebe die Motivation der
meisten Studierenden gefordert hat.

Schlussfolgerungen

Die kulturelle und soziale Vielfalt Europas beruht wesentlich auf der Vielfalt seiner
Sprachen beruht. Die individuelle Mehrsprachigkeit, ldsst sich anders als Multilinguismus
gezielt férdern, vor allem durch entsprechende Erziehungsprogramme. Neben Kindern, die in
multilingualen Familien aufwachsen und so gleichsam naturwiichsig plurilingual werden,
haben viele Europder monolingualer Herkunft zusétzlich zu ihrer Erstsprache eine oder gar
mehr andere Sprachen hinzugelernt. Plurilinguismus und Ubersetzung sind unersetzliche
Verfahren fiir den Umgang mit multilingualen Verhidltnissen. Um in multilingualen
Gesellschaften oder Orten kommunizieren zu konnen, muss man entweder selbst plurilingual
sein oder Ubersetzer bemiihen. Wer die Sprache seines Partners, seiner Kollegen, seiner
Bekannten usw. nicht kann, braucht Ubersetzer.

Die sinngemiBe Ubersetzung eines Textes hingt nicht nur von den Sprach- und
Fachkenntnissen des Ubersetzers ab, sondern auch vom Zeitpunkt an welchem der Transfer
stattfindet. Bei der Analyse des Ubersetzungsprozesses gelangt Bogdan Dascilu zu folgenden
Erkenntnissen: ,,Am constatat ca adeseori sentimentul de corectitudine sau de incorectitudine
a traduceri nu depinde numai de performanta traducatorului, ci si de distanta temporala dintre
momentul 1n care s-a facut traducerea si momentul in care ea este receptata, intrucat, cu cat

% Facultatea de Stiinte ale Comunicarii din cadrul Universitatii Politehnica Timigoara, https:/sc.upt.ro/ro/
10 Universitatea Politehnica Timisoara, https://www.upt.ro
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aceasta distanta este mai mare, cu atat insatisfactia fata de calitatea traducerii poate sa creasca,
din cauzi ci in acest ristimp limba noastri a evoluat.“!' (DASCALU, 2012, S. 102).

Aufgrund der analysierten Studien und Fakten, gelangen wir zur Schlussfolgerung, dass
die Ubersetzung einen wichtigen Beitrag zur Forderung der Mehrsprachigkeit, der
Interkomprehension und des interkulturellen Dialogs leistet und dass die
Fremdsprachenkenntnisse in unserer heutigen Gesellschaft sowohl im Alltag als auch im
Studium oder im Berufsleben unentbehrlich sind. Lehr- und Lernmethoden wie EuroCom
tragen in diesem Sinne zur Forderung der sprachlichen Vielfalt in Europa bei und lassen sich
— wie wir im Rahmen des oben dargestellten Experimentes — im Unterricht an Schulen und
Universititen sehr gut einsetzen und tragen zu einem attraktiven und erfolgreichen Unterricht
bei.

Was die Beziehung von Mehrsprachigkeit, Interkomprehension und Ubersetzung
betrifft, ist ein eindeutiges Verhiltnis zwischen diesen Bereichen festzustellen, Bereiche, die
sich in ihrer Wechselwirkung gegenseitig fordern. Dank mehrsprachlicher und
interkomprehensiver Kompetenzen wird der Ubersetzer in seiner Titigkeit wihrend des
Ubersetzungsprozesses  deutlich unterstiitzt und kann diese auch beim Transfer
fachsprachlicher Texte erfolgreich einsetzen. Nicht zuletzt werden dadurch auch die
interkulturellen Kompetenzen gefordert und die Sprachenvielfalt Europas in den Vordergrund
gestellt.

Die Auswertung des interkomprehensiven Experimentes mit den Studenten zeigte, dass
ein interkomprehensionsorientierter Unterricht es moglich macht, Sprachvergleiche im
Ubersetzungsunterricht einzusetzen und dass die Studeierenden, anhand der EuroCom-
Methode neue Fremdsprachen entdecken und Sprachkenntnisse erwerben konnten.
Interkomprehensionsorientierte Ansdtze konnen bei mehrsprachigen Lernenden eingesetzt
werden, um den Studierenden zu helfen, fremde Sprachen leichter zu lernen. Die Strategien
des Sprachvergleichs erleichtern zugleich das Verstédndnis fachsprachlicher Texte und helfen
den Lernenden, auch ihre muttersprachlichen Kenntnisse und ihr Weltwissen einzubringen.
Gleichzeitig haben die Lernenden Fachtermini, Fremdworter, Internationalismen usw. in
anderen Sprachen leichter erfassen und iibersetzen.

Nicht zuletzt erleichtert der Umgang mit neuen Lernmethoden, mit digitalen Medien
und multimediale Lehrmaterialien den Erwerb rezeptiver Kompetenzen und begiinstigen die
individuelle Mehrsprachigkeit der Lernenden.s

AbschlieBend ldsst sich erkennen, dass die Anwendung der EuroCom-Methode im
Sprachunterricht sehr niitzlich ist und den Spracherwerb in einer attraktiven und spannenden
Art und Weise erleichtert. Ferner kann man feststellen, dass interkomprehensive Lemn- und
Lehrstrategien (Eurokomprehension), ein wichtiges Lern- und Lehrmittel im Rahmen der
Mehrsprachigkeitsdidaktik darstellen. Die Voraussetzung fiir den Erwerb rezeptiver
Kompetenzen stellt hier der Appell an das Vorwissen der Studierenden, aber auch die
Bereitschaft der Lehrer, rezeptive Mehrsprachigkeit zu lehren und Interkomprehension zu
trainieren (KLEIN, 2002, S. 43).

'Vgl. https://www.revista-studii-uvvg.ro/wp-content/uploads/2012/07/10.-Articol-Bogdan-Mihai-Dascalu-
11.06.2012.pdf

81



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

BIBLIOGRAFIE

ABRASHI, Teuta, Ellen Tichy & Doris Sava (Hrsg.), Germanistik in Mittelost-und
Siidosteuropa: Bildung und Ausbildung fiir einen polyvalenten Arbeitsmarkt, Peter
Lang GmbH, Internationaler Verlag der Wissenschaften, 2020

BAR, Marcus, Europdische Mehrsprachigkeit durch rezeptive Kompetenzen: Konsequenzen
fiir Sprach- und Bildungspolitik, Editiones EuroCom, Shaker Verlag, Aachen, 2004

DASCALU, Bogdan Mihai, The Diary of an European: Titu Maiorescu. Multilinguisme and
Translation, ,,Studii de stiintd si culturd”, 2012, nr. 2, S. 99-103; https://www.revista-
studii-uvve.ro/wp-content/uploads/2012/07/10.-Articol-Bogdan-Mihai-Dascalu-
11.06.2012.pdf

DASCALU, Bogdan Mihai, SERBAN, Gabriela, Lingvistica romdnd din Banat. Cronologie §i
statistici, Bucuresti: Editura Academiei Roméane / Timisoara: Editura David Press Print,
2021

DASCALU-ROMITAN, Ana-Maria, Mehrsprachigkeit und interkultureller Dialog in
Temeswar, Germanistische Beitrige, vol.45, no.l1, 2019, S.78-93.
https://doi.org/10.2478/gb-2019-0021

KLEIN, Horst & STEGMANN, Tilbert, EuroComRom — Die sieben Siebe. Romanische
Sprachen sofort lesen konnen, Shaker Verlag, Aachen, 1999

KLEIN, Horst G., Entwicklungsstand der FEurocomprehensionsforschung. In: Kischel,
Gerhard, EuroCom — Mehrsprachiges Europa durch Interkomprehension in
Sprachfamilien. Tagungsband des internationalen Fachkongresses zum Europdischen
Jahr der Sprachen 2001. Hagen, 9.-10. November 2001, Shaker Verlag, Aachen, 2002,
S. 40-50

KLEIN, Horst G. & Reissner, Christina, EuroComRom. Die historischen Grundlagen der
romanischen Interkomprehension, Shaker Verlag, Aachen, 2003

KLEIN, Horst G., Grofie Europder — Transkulturelle Texte zum Leseverstehen romanischer
Sprachen. EuroCom Stufe I, Shaker Verlag, Aachen, 2004

MEISSNER, Franz-Joseph, Meissner, Meissner, Claude, Klein, Horst G., Stegmann, Tilbert
D.: EuroComRom — Les sept tamis: lire les langues romanes dés le départ, Editiones
EuroCom, Vol. 6, Shaker Verlag, Aachen, 2004

MEISSNER, Franz-Joseph, EuroComprehension und Mehrsprachigkeitsdidaktik. Zwei
einander erginzende Konzepte und ihre Terminologie. In: Rutke, Dorothea & Weber,
Peter (Hrsg.): Mehrsprachigkeit und ihre Didaktik. Multimediale Perspektiven fiir
Europa, Asgard Verlag, Sankt Augustin, 2004, S. 97-116

REISSNER, Christina, Fachsprachen und Interkomprehension. In: Klein, Horst, Rutke,
Dorothea (Hrsg.), Neuere Forschungen zur europdischen Interkomprehension,
Editiones EuroCom, Vol. 21, Shaker Verlag, Aachen, 2004, S. 135-154

REISSNER, Christina (Hrsg.), Romanische Mehrsprachigkeit und Interkomprehension in
Europa, ,,Romanische Sprachen und ihre Didaktik®, Band 32, ibidem-Verlag, Stuttgart,
2011

REISSNER, Christina, SCHWENDER, Philipp, Translanguaging et intercomprehension —
deux approches a la diversité linguistique?, Cahier de L'Ilob, Vol. 10, 2019, S. 205-
227

RIEHL, Claudia Maria, Aspekte der Mehrsprachigkeit: Formen, Vorteile, Bedeutung, in:
Detlef Heints, Jiirgen Eugen Miiller, Ludger Reiberg: Mehrsprachigkeit macht Schule,
,,Ko0lner Beitrdge zur Sprachdidaktik®, 4, Gilles & Francke Verlag, Duisburg, 2006

SAVA, Doris / Stefan Sienerth (Hrsg.): Literaturgeschichte und Interkulturalitit. Festschrift
fiir Maria Sass, Peter Lang, Berlin, 2019

82



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

SAVA, Doris, ,Paradigmen der Wissensproduktion und Wissensvermittlung”,
KRONSTADTER BEITRAGE ZUR GERMANISTISCHEN FORSCHUNG, Bd. 20,
S. 243-253; https://www.ceeol.com/search/viewpdf?1d=911811

SPILLNER, Bernd, Zur kontrastiven Analyse von Fachtexten — am Beispiel der Syntax von
Wetterberichten. In: Schlieben-Lange, Brigitte, Kreuzer, Helmut (Hg,), Fachsprache
und Fachliteratur, Vandenhoeck & Ruprecht, Gottingen, 1983, S. 110-123

83



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

LINGUISTIC CONSIDERATIONS ON THE CANTAR DE MIO
CID: ORIGINAL, VERSION, TRANSLATION

CONSIDERATIONS LINGUISTIQUES SUR LE CANTAR DE
MIO CID: ORIGINAL, VERSION, TRADUCTION

CONSIDERATII LINGVISTICE DESPRE CANTAR DE MIO
CID: ORIGINAL, VERSIUNE, TRADUCERE

Prof. Ana-Maria GRIGORE
Doctoranda,

Universitatea ,,Alexandru loan Cuza”, lasi
Scoala Doctorala de Studii Filologice
E-mail: ana_maria.grigore99@yahoo.com

Abstract

The purpose of this article is to conduct a comparative analysis among three editions
of the Cantar de mio Cid ftext, one of the most realistic chivalric songs in medieval literature.
Since during that period the peninsular Romance dialects had not reached a sufficient degree
of standardization, fluctuations for the same linguistic phenomenon will be observed in the
following examples. Furthermore, the proposed subject is even more interesting as differences
deepen when printed versions from the South American area are consulted. This is why, in
order to carry out this analysis, three editions of the text have been compared: Peninsular
Spanish, American Spanish and Romanian.

Résumé

Le but de cet article est de réaliser une analyse comparative entre trois éditions du texte
Cantar de mio Cid, /'un des chants de geste les plus réalistes de la littérature médiévale. Etant
donné que, pendant cette période, les dialectes romans péninsulaires n'avaient pas atteint un
degré suffisant de standardisation, des fluctuations pour le méme phénomeéne linguistique
seront observées dans les exemples suivants. De plus, le sujet proposé est d'autant plus
intéressant que les différences se creusent lorsque des versions imprimées de la zone sud-
américaine sont consultées. C'est pourquoi, afin de mener a bien cette analyse, trois éditions
du texte ont été comparées : l'espagnol péninsulaire, l'espagnol américain et le roumain.

Rezumat

Scopul acestui articol este acela de a realiza o analiza comparativa intre trei editii ale
textului Cantar de mio Cid, unul dintre cele mai realiste cantece de vitejie din literatura
medievald. Deoarece in perioada respectiva dialectele romanice peninsulare nu ajunseserd la
un grad suficient de fixare, vor fi observate in exemplele urmdtoare oscilatii pentru acelasi
fenomen lingvistic. Mai mult decit atit, subiectul propus este cu atit mai interesant cu cadt
diferentele se addncesc atunci cand sunt consultate versiuni tiparite in zona sud-americand.
Acesta este motivul pentru care, in vederea realizarii acestei analize, au fost comparate trei
editii de text: in spaniola peninsulard, spaniola americand, respectiv limba romdnd.
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Actul traducerii

Traducerea este o formd de contact lingvistic, un proces constitutiv prin care
traducatorul reuseste cu ajutorul anumitor modele sa alcatuiascd o norma. Prin intermediul
acestui act complex se incearca transmiterea (si intelegerea) unor continuturi de la o comunitate
la alta, fara a distorsiona textul prin interventiile traducétorului. Acesta din urma este pus in
situatia de a face anumite sacrificii si trebuie sa aleaga dintr-o gama variata de posibilitati acea
variantd convenabili in functie de contextul cu care se confrunti. !

Prin varietatea situatiilor prezentate in urmadtoarele pagini sunt urmarite mai multe
limite ale acestui contact lingvistic Intre limbi: traducitorul, limba in care se traduce, respectiv
cititorul (cel caruia i se adreseaza continutul si pentru care sunt cautate solutii optime pentru a
intelege continuturile vehiculate). Diferentele se pot adanci si mai mult atunci cand acelasi
cuvant are mai multe intelesuri, iar deosebirile ce stau la baza continuturilor unei limbi pot
ingreuna si mai mult actul traducerii. In urmitoarele pagini vor fi urmdrite aspecte legate de
traducerea textelor vechi castiliene in limba romana, fiind vizate nu doar particularitatile celor
doua limbi (limba sursa, respectiv limba tintd), ci si asemandrile si deosebirile in plan fonetic,
lexical, morfologic si sintactic, in diacronie si sincronie. Pentru ilustrarea trasaturilor relevante,
textul propus spre analiza este epopeea anonima medievala ce tematizeaza faptele cavalerului
Rodrigo Diaz de Vivar, intitulatd Cantar de mio Cid.

Cantar de mio Cid. Cantec de vitejie

Considerat drept unul dintre cele mai realiste cantece de vitejie din literatura medievala,
acest poem epic spaniol a circulat inca din secolul al XI-lea prin viu grai (BERCESCU, 1978,
p. 133), prin intermediul unei forme de artd populara specifica perioadei medievale, mester de
Jjuglaria (GARCIA, 2022). Artistii ambulanti calitoreau din oras in oras pentru a-i delecta pe
oamenii din diferitele clase sociale prin intermediul poeziilor si cantecelor, iar aceastd forma
de divertisment popular a capatat o importanta culturald deosebita in epoca medievala spaniola.
In urma unor cercetiri realizate de cétre specialistii in domeniu, apare ipoteza conform cireia
manuscrisul ce dateaza inca din veacul al XIII-lea, atribuit lui Per Abbat este, de fapt, o copie
dupd un alt manuscris: «El manuscrito conservado del Cantar de Mio Cid esta plagado de
correcciones, tachaduras, borraduras de toda clase. No todas han de atribuirse al copista [...]
abundan las que tienen suficiente entidad como para precisar que el manuscrito conservado del
Cantar es una copia hecha teniendo a la vista el original.» (GUTIERREZ AJA, 2003, p. 318).

In ceea ce priveste structura externi a operei mentionate anterior, trebuie precizat faptul
cd aceasta are o structura tripartita, iar fiecare capitol este intitulat in mod sugestiv: Cantar del

» 7

! Pentru explicatii suplimentare cu privire la acest contact ,,exploziv” intre limbi pot fi consultate publicatii cu
caracter teoretic si practic, precum lucrarea lui Umberto Eco, 4 spune cam acelasi lucru — Experiente de traducere.
Sunt redate situatii interesante pentru domeniul traductologiei si, de asemenea, sunt problematizate aspecte
pornind de la experientele personale ale traducatorului.
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destierro (Exilul), Cantar de las bodas de las hijas de Cid (Nunta fiicelor Cidului), respectiv
Cantar de la afrenta de Corpes (Jignirea din padurea Corpes).

Deoarece 1n perioada respectiva dialectele romanice peninsulare nu ajunsesera la un
grad suficient de fixare, vor fi observate In exemplele urmatoare oscilatii pentru acelasi
fenomen lingvistic. Mai mult decat atat, subiectul propus este cu atat mai interesant cu cat
diferentele se adancesc atunci cand sunt consultate versiuni tipdrite in zona sud-americana.
Acesta este motivul pentru care, in vederea realizarii acestei analize, au fost comparate trei
editii de text.

Pentru a identifica asemanadrile si deosebirile dintre cele doua limbi amintite anterior,
au fost consultate: editia de text publicata de catre Ramon Menéndez Pidal, Poema de mio Cid
(1961) si traducerea aferentad realizatd de catre Victor Bercescu, ,,Cantecul Cidului. Studiu
introductiv”, aparuta In Poeme epice ale evului mediu (1978). Cea de-a treia editie de text care
va fi amintita Tn aceastd lucrare apare sub atenta coordonare a editorului Luis Rutiaga in anul
2007, In Mexic, iar aceasta va fi utila pentru a ilustra diferentele dintre spaniola peninsulara si
cea vorbita in cealalta parte a Oceanului Atlantic.

Nivelul fonetic

Primul nivel al limbii avut in vedere este cel fonetic, unde pot fi identificate numeroase
particularitati. In ceea ce priveste vocalele, trebuie precizat faptul ci in epoca medievala acestea
erau lungi, pronuntate mult mai clar, iar diftongii si triftongii apareau intr-un numar redus de
cuvinte. (HANSSEN, 1913, p. 12).

Spre deosebire de el castellano medieval, in norma actuala se constatd o tendintd
crescutd de diftongare, iar vocalele se clasifica in vocale tari (vocales fuertes): a, e, o, respectiv
vocale slabe (vocales débiles): i, u. (HANSSEN, 1913, p. 12).

Interesant este si cazul laringalei / care nu se pronunta in spaniola moderna. Pe baza
unor analize amanuntite despre felul in care se pronuntau cuvintele in epoca medievala, se
constatd faptul ca acest sunet era unul aspirat, devenind ulterior, prin evolutie foneticd, mut.

Pornind de la conventiile stabilite in AFI, se poate realiza transcrierea fonetica a
cuvantului Aincado: [hiy 'ka 00] (limba medievald), respectiv [if) 'ka 80] (limba moderna).

Grafemului j din limba spaniola 1i corespunde sunetul [h] existent in limba roméana: ['a
xo/], [ro 'xi 0o]. Nu poate fi mentionat acelasi lucru despre perioada medievald unde, in
cuvintele gjo si rojizo, j = [y] (HANSSEN, 1913, p. 12), [’a yo], respectiv [ro ‘yi 0o].

Nu in ultimul rand, la nivel fonetic poate fi amintit grafemul x, a carui evolutie fonetica
poate fi urmaritd in urmatoarele exemple: [a wk ‘shi ljos] (limba medievald), [a w ‘si ljos]
(limba actuala).

Nivelul lexical

Pentru a ilustra asemanarile si deosebirile dintre cele doud limbi la nivel lexical, am
extras cateva versuri reprezentative din poemul Cidului, pe care le redam in randurile
urmatoare:

«E entrando a Burgos, ouieron la siniestra.» (Poema de mio Cid, 1961, p. 9).

,»lar la Burgos, stand la stinga corbul negru se afld.” (BERCESCU, 1978, p. 144).

«Y cuando entraron en Burgos, la vieron a la siniestra.» (Cantar de Mio Cid, 2007, p.
13).

Daca 1n limba medievala corespondentul termenului ,,stAnga’ este «siniestra», din lat.
sinister, -tri (REAL ACADEMIA ESPANOLA), in limba actuald este utilizat lexemul
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«izquierday, provenit din vasco, ezkerra. Acesta din urma este justificat etimologic, deoarece
capatd sensul de «torpe» sau «torcido» (neindemanatic) ( DECEL).

Explicatia termenului in limba romana, ,,stanga” este oferitd de catre Lazar Saineanu si
are la baza un alt motiv interesant, mana stanga fiind ,,mana cea obosita, cea lenesa (in
opozitiune cu mana dreapti, considerati ca activi si harnicd).” (SAINEANU, 1938).

«Megio mio Cid los ombros, en grameo la tiesta.» (Poema de mio Cid, 1961, p. 9)
,Mio Cid dadu din umeri si din cap el clatind.” (BERCESCU, 1978, p. 144).
«Movidé mio Cid los hombros y sacudi6 la cabeza.» (Cantar de Mio Cid, 2007, p. 13).

Traducatorul Victor Bercescu opteaza pentru pastrarea sintagmei «mio Cid», desi exista
corespondente in limba tintd (Cidul meu, domnul meu). Substantivul cid < ar. hisp. sid < ar.
clas. sayyid (domn) ( DECEL) apare in nenumadrate rinduri in opera si este apelativul prin care
este amintit celebrul razboinic spaniol Rodrigo Diaz de Vivar, datorita faptelor sale méarete de
vitejie. In ultima editie de text consultatd, publicatd in Mexic, nu se inregistreaza modificari in
ceea ce priveste aceasta sintagma.

O alta situatie interesanta este n cazul substantivului comun ,,cap”, inregistrat in limba
medievald cu forma tiesta, provenit din lat. testa, -ae (REAL ACADEMIA ESPANOLA),
respectiv cu varianta cabeza < lat. vulg. capitia < lat. caput, -itis in limba actuald. Termenul
romanesc este mostenit din latina, avand acelasi etimon mentionat anterior, caput, -itis. Acestea
sunt doar cateva exemple extrase In urma consultarii materialelor mentionate. Ambele exemple
din limba spaniola sunt articulate cu articolul hotarat feminin Za, in vreme ce substantivul in
limba romana este nearticulat, deoarece este precedat de prepozitia compusa din.

Nivelul morfologic

In ceea ce priveste nivelul morfologic, este important de mentionat faptul ci apar
numeroase schimbari, dintre care vom aminti urmatoarele exemple:

«Martin Antolinez, fodes ardida langa!» (Poema de mio Cid, p. 11).
,»Tu, Martin Antolinez, esti mare viteaz, ti-o spun!” (BERCESCU, 1978, p. 146).
«Martin Antolinez, vos que tenéis ardida lanza.» (Cantar de Mio Cid, 2007, p. 17).

Primul caz semnalat este cel al numelui Martin Antolinez, ambele substantive proprii
aflate in cazul vocativ, izolate de restul enuntului prin virgula. In traducerea realizati de citre
Victor Bercescu, dupa editia de text a scriitorului Ramon Menéndez Pidal, se observa
introducerea pronumelui personal fu cu rol emfatic, in vreme ce in varianta publicatd in 2007
in zona sud-americana este utilizat pronumele vos, de aceasta datd in semn de curtoazie/respect.
Acesta din urma cere ca forma verbala personald si fie la persoana a II-a numarul plural. Daca
acest fenomen predomina in limba medievala, acesta nu s-a conservat in varianta actuald a
castilienei. Cu toate acestea, in anumite regiuni din America Latina, acesta 1nca se utilizeaza,
inlocuind forma pronominala «tu». Fenomenul avut in discutie se numeste voseo si este specific
in zonele aflate de cealalta parte a Oceanului Atlantic. In functie de nivelul sociocultural, dar
si de zona geografici, intrebuintarea acestei forme poate fi considerati nepotrivitd, peiorativa.?

2 «Se ha considerado que ti constituye en estos usos un grado intermedio entre vos (forma no marcada para el
trato de confianza) y usted (forma de respeto). Otros autores entienden que se trata mas bien de dos sistemas que
conviven: el local (usted / vos) y el general (usted / t). En cualquier caso, el uso de los tres pronombres, alli
donde existen, esta sometido a condiciones variables y sutiles relativas a la intimidad o la formalidad de la
situacion, las intenciones del hablante, su edad e incluso el sexo de los interlocutores.» (REAL ACADEMIA
ESPANOLA, 2009, p. 323).
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In perioada medievala, pronumele vos se utiliza pentru a face referire la una sau mai
multe persoane. Forma a ajuns sa fie inlocuitd treptat, mult mai tarziu in limba, de vuestra
merced (astdzi usted). Pronumele vos utilizat pentru doua sau mai multe persoane s-a inlocuit
cu variantele vosotros/as, care nu s-au consolidat insa nici in America Latina, nici in Canarias
si Andalucia. (REAL ACADEMIA ESPANOLA, 2009, p. 323).

Pentru a mentine aerul epocii, Victor Bercescu introduce un element de oralitate, care
nu isi are corespondentul in editia de text din care a realizat traducerea, asezandu-1 la finalul
enuntului: ,,ti-o spun!”.

In versul imediat urmitor se remarca un alt fenomen interesant pentru perioada avuta
in discutie, asezarea verbelor la finalul enuntului:

«Si yo biuo, doblar ues he la foldada.» (Poema de mio Cid, 1961, p. 11).
,De trdiesc, iti dublez solda, sa o afle orisicine.” (BERCESCU, 1978, p. 146).
«Si yo vivo, he de doblaros, mientras pueda, la soldada!» (Cantar de Mio Cid, 2007,

p- 7).

In primul exemplu redat anterior se remarca existenta unei perifraze verbale, perifiasis
de obligacion (REAL ACADEMIA ESPANOLA, 2009, p. 539), in care forma auxiliarului
haber 1a prezent (he) este postpusa, iar infinitivul doblar antepus. In traducerea sa, Victor
Bercescu opteaza pentru acelasi verb, a dubla, 1a modul indicativ, timp prezent, urmat de un
alt element de oralitate care nu isi gaseste corespondentul in varianta spaniold, menit sa
contureze spiritul epocii: ,,sd o afle orisicine”. Editia de text publicatd in Mexic mentine aceeasi
perifraza mentionata anterior, dar o adapteaza conform normelor actuale, cu auxiliarul antepus:
he de doblaros, la care se constata si atasarea pronumelui os la forma verbala nepersonala.

Nivelul sintactic

La nivel sintactic pot fi trase cateva concluzii pertinente, dupd analiza unor versuri
reprezentative din poem:

«Alli pienffan de aguijar, alli fueltan las riendas.» (Poema de mio Cid, 1961, p. 9).

»31 la drum gindind sa plece, friul cailor slabira.” (BERCESCU, 1978, p. 144).

«Ya aguijaban los caballos, ya les soltaban las riendas.» (Cantar de Mio Cid, 2007, p.
13).

Analizand verbele evidentiate in exemplele mentionate anterior, se constata faptul ca
difera timpul verbal utilizat.

Jueltan este o forma verbald personald, aflatd la modul indicativ, timp prezent.
Traducerea acestui termen in roména, prin verbul s/a@bird, mentine topica specifica limbii vechi,
cu postpunerea formei verbale personale, aflata de aceasta data 1a modul indicativ, timp perfect
simplu. A treia editie de text consultata inregistreaza verbul soltar (=a elibera, a da drumul), la
modul indicativ, timp imperfect, realizand totodata un efect stilistic.
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«Ala' exida de Biuar|,Sta un corb pe-un ram la | «Cuando de Vivar salieron,
ouieron la corneja dieftra, |dreapta din Bivar cénd o [ vieron la corneja diestra,
pornira.
Y cuando entraron en Burgos,
E entrando a Burgos | Iar la Burgos, stind la stanga | la vieron a la siniestra.»

ouieron la f[inieftra.» corbul negru se afla.”
(Poema de mio Cid, 1961, (Cantar de Mio Cid, 2007, p.
p. 9). (BERCESCU, 1978, p. 146). 13).

in primul exemplu evidentiat se remarca un substantiv care ilustreazi ideea de plecare:
«ala' exida» (=la iesirea), In vreme ce in traducerea romaneasca se opteaza, din nou, pentru o
forma verbala personala la perfect simplu (,,pornird™). In editia de text din 2007 apare o alti
forma verbald personald, indicativul prezent al verbului salir (=a iesi). La nivel semantic,
ambele optiuni corespund cu forma nominala inregistrata in editia de text din 1961 a lui Ramo6n
Menéndez Pidal.

Raportul de coordonare se realizeaza in ambele versiuni spaniole prin intermediul
conjunctiei coordonatoare copulative y (cu varianta e atunci cand sunetul imediat urmator i),
in vreme ce in traducerea roméneasca apare un raport de coordonare adversativa, realizatd cu
ajutorul conjunctiei iar.

Mai mult decat atat, tot la nivel sintactic poate fi remarcat faptul ca, spre deosebire de
cele doua versiuni in limba spaniold, unde subiectele sunt subintelese (fiind exprimate anterior
in enunt, aparand la persoana a IlI-a plural), traducerea romaneasca prezinta si doud subiecte
exprimate (,,sta un corb”, ,,corbul negru se afla”). Acest substantiv indeplineste o alta functie
sintactica 1n cele doua editii de text In limba spaniold, aceea de complement direct.

Aspectele redate anterior sunt doar cateva exemple care ilustreaza asemanarile, dar mai
ales deosebirile dintre limba alfa si limba beta® 1a nivel fonetic, lexical, morfologic si sintactic,
atat In diacronie, cat si in sincronie.

In urma celor mentionate mai sus, este evident faptul ci aseminarile dintre cele doua
limbi sunt justificate, deoarece atat roména, cat si spaniola sunt limbi romanice si prezintd o
serie de caracteristici mostenite din limba latina. Totodata, deosebirile remarcate sunt un bun
prilej de a studia mult mai aprofundat felul in care au evoluat cuvintele de-a lungul timpului in
cele doud limbi. Studiul devine unul mult mai complex in momentul in care este amintita si
problema variatiei lingvistice dintre spaniola peninsulara si cea vorbita in zona aflata in cealalta
parte a Oceanului Atlantic. Desi baza limbii este una comunad, intr-un sistem lingvistic atat de
complex (fiind vorba despre o comunitate imensad de vorbitori de spaniold), diferentele care
apar sunt vizibile. Este imposibila cunoasterea tuturor modurilor prin care se poate manifesta
o limba. Studierea tuturor varietitilor care apar intre cele doud zone hispanice este, de
asemenea, un obiect interesant ce merita abordat in lucrarile viitoare.

3 Denumirile pe care le foloseste Umberto Eco pentru a desemna limba sursi (limba din care se traduce) si limba
tinta (limba 1n care se traduce) in 4 spune cam acelasi lucru. Experiente de traducere.
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Abstract

In the context of an increasingly globalized society, the multitude and variety of legal
cases within the European Union and at national levels has catalyzed the emergence of legal
translation as a focal point of interest among both scholars and practitioners. This
phenomenon is especially pronounced in the context of language pairs such as Romanian and
English, which present complex challenges due to their distinct legal systems and linguistic
families. This paper aims to elucidate the landscape depicted by various theorists and authors,
highlighting the unique nature of the disparities between the legal systems and language
families involved, and the consequent challenges imposed upon translators. It seeks to
underscore the cultural, linguistic, and dynamic divergences inherent in this field, proposing
that these can be mitigated through the implementation of diverse pedagogical and practical
strategies.

Résumé

Dans le contexte d'une société de plus en plus globalisée, la multitude et la variété des
litiges juridiques au sein de l'Union européenne et au niveau national ont catalysé l'émergence
de la traduction juridique en tant que centre d'intérét a la fois pour les universitaires et les
praticiens. Ce phénoméne est particulierement prononcé dans le contexte de paires de langues
telles que le roumain et l'anglais, qui présentent des défis complexes en raison de leurs
systemes juridiques et familles linguistiques distincts. Cet article vise a élucider le paysage
dépeint par divers théoriciens et auteurs, en soulignant la nature unique des disparités entre
les systemes juridiques et les familles linguistiques concernés, et les défis qui en découlent pour
les traducteurs. Il cherche a souligner les divergences culturelles, linguistiques et dynamiques
inhérentes a ce domaine, en proposant qu'elles puissent étre atténuées par la mise en ceuvre de
diverses stratégies pédagogiques et pratiques.
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Rezumat

In contextul unei societdti din ce in ce mai globalizate, multitudinea si varietatea
proceselor din cadrul Uniunii Europene si nationale a catalizat emergenta traducerii juridice
ca punct de interes atdt pentru cercetdtori, cdt si pentru practicieni. Acest fenomen este cu
precddere pronuntat in contextul unor perechi de limbi precum romdna §i engleza, care
prezintd provocari complexe din cauza sistemelor de drept si familiilor lingvistice distincte din
care fac parte. Aceastd lucrare isi propune sa ilustreze peisajul descris de diversi teoreticieni
si autori, subliniind natura unicd a disparitatilor dintre sistemele juridice si familiile
lingvistice implicate, precum si provocarile ce se impun traducdtorilor. Lucrarea isi propune
sa sublinieze diferentele culturale, lingvistice si de dinamicd inerente acestui domeniu,
sugerdnd posibilitatea de a le limita prin implementarea diverselor strategii pedagogice §i
practice.

Keywords: legal language, law systems, cultural gap, romance languages
Mots-clés: langue juridique, systemes juridiques, fossé culturel, langues romanes

Cuvinte-cheie: limbaj juridic, sisteme de drept, discrepante culturale, limbi romanice

Introduction

When it comes to translation in the immense landscape of communication we can easily
compare it to a silent waiter at a busy restaurant. The heads turn towards the waiter only when
he knocks over the serving cart and makes some undesirable noises. Sometimes the mistake
can be as much as poorly chosen word order-a fork dropped on the floor or failure to achieve
the meaning of the source text-a broken glass, but sometimes the waiter can tear down a candle
on the table and set the whole place on fire causing way more damage than mere noise. The
comparison belongs to Mark Polizzotti, author and linguist, in a well stated New York Times
opinion and translates the complexity of legal translation into common language as clearly as
possible. Society as we know it today was shaped throughout time by human decisions which
were based primarily on good or bad communication skills; Starting with humoristic culinary
mistranslations we can easily find in restaurant menus and ending with military wars as a
consequence, this paper aims to underline the importance that translators must give to cultural
nuances, fundamental knowledge in the field they operate and exquisite attention to political
and legal details.

Up to this point, the most famous example of mistranslation is from Japanese to
English. It remains infamous in its field, highlighting the significance of the discussions and
the overall importance of this paper. In 1954, at Potsdam, leaders from the Allied Powers
convened to create and release what is later mentioned as "The Potsdam Declaration" on July
26th. This declaration set forth Japan's surrender conditions during World War II, concluding
with a strict caution that non-compliance would lead to immediate and total devastation. Japan
remained silent until Prime Minister Suzuki was asked to formally articulate Japan's stance in
an international press event. Suzuki's response was the single word: "mokusatsu" (A £%). This
term, blending the concepts of "silence" (2K, moku) and "kill" (#%, satsu), can be understood
in several ways, primarily as "to disregard" or "to treat with silent disdain" and "to withhold
comment." This ambiguity led to misinterpretation. During the international discourse,
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Suzuki's "mokusatsu" was taken as Japan's dismissal of the Allies' ultimatum, interpreted as a
defiant refusal to surrender. This misunderstanding precipitated the dropping of atomic bombs
on Hiroshima and Nagasaki on August 6th and 9th, 1945, marking one of history's most
catastrophic events in terms of human loss. The "mokusatsu" episode exemplifies the critical
role of precise communication in international relations and the severe implications that can
arise from misinterpretations due to cultural differences.

There are plenty of other such mistranslations in history, leading to political tensions
and legal consequences and even deaths out of which we recall Nikita Khrushchev’s translation
in 1956: “We will bury you” or the case of Hitoshi Igarashi, the Japanese translator of Salman
Rushdie’s “The Satanic Verses.” The relevance of these examples stands at the core of their
happening: overlooking the power of mistranslation and the importance of cultural nuances in
formal contexts. One can observe that in the first mentioned example the translation was made
from Japanese into English which are not only two different languages but also belong to two
different language families: Japonic and Indo-European. This scenario stands as a perfect
introduction to the paper’s main actors: Romanian and English, which are placed in the relevant
context: law cases.

Which are the biggest challenges faced by translators when operating from Romanian
to English or vice versa? Are today’s professionals equipped enough to win the battle of
linguistic equivalence in two different language families? What about the equivalence in terms
of law systems? The present paper underlines the most proliferated opinions of major authors
in the recent vivid landscape of legal translation at a national and international level in
Romania.

Worst case scenario

Many experts state that achieving true equivalence in legal translation is akin to chasing
a mirage. Some describe it as unpredictable, while others deem it a compromise. This implies
that translators should primarily aim for functional equivalence, focusing on the essence and
overall intent rather than a word-for-word replication. Literal translations, while preferred by
some legal professionals, are often found to be inadequate due to the inherent discrepancies
between different legal systems. The primary goal then becomes ensuring that the translated
text makes sense to its intended audience, bearing in mind the text's purpose and the broader
context. The ease or challenge of legal translation mostly depends on the similarities between
the respective legal systems and languages. These translation scenarios might be classified as
described by Cao (CAO, 2007, p. 30-31) in four different scenarios.

When both the legal systems and languages share similarities, such as between Spain
and France a close alignment scenario is identified; Both Spanish and French are romance
languages and both countries have civil law systems with Napoleonic influence. The same
situation applies to Romanian and Spanish or Romanian and French, given their linguistic
origins and legal backgrounds.

In cases where legal systems align but the languages diverge, like translating German
laws into French, the process remains manageable but slightly more challenging and translators
find themselves in the second scenario facing a linguistic gap.

Things get a little more complicated when the legal structures differ but languages share
similarities, as in translating German legal documents into Dutch, the task becomes more
intricate mainly due to potential linguistic pitfalls leading to the third scenario, systemic
misalignment.

Last but not least, the worst case scenario for any legal translator stands for the scary
complete disparity. The most daunting scenario arises when both the legal systems and
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languages lack common ground, exemplified by translating English Common Law into
Romanian.

The most interesting aspect, by far, about legal language is that it is very often mistaken
to be an instrument which has the purpose to function only in the legal profession. Studies have
shown that legal texts can address, according to their structure and meaning, either everybody
who is under their jurisdiction, when it comes to laws, or the parties, when it comes to a law
case. (MATILLA, 2016, p. 137). Regarding the particular relationship between Romanian and
English according to the purpose of this paper it is necessary to look closer to the translation
of law case material in order to understand the consequences which occur due to
mistranslations based on the complete disparity scenario that is implied. According to a case
study on which the present research is based it can be shown that different types of errors can
be identified in the translation of legal texts, more precisely civil or criminal sentences and
criminal conclusions. The indicators which were used in the aforementioned study aim to make
a quality assessment of an official document on several language levels according to an
evaluation grid based on the American Translators Association model. (PUNGA,
UNGUREAN 2022, p. 28-29). The results of the study show that functional mistakes were
identified mainly because of the lack of equivalence between the two law systems (common
law versus continental law). In order to identify the cause of these mistakes it is necessary to
look closely at the two most important obstacles in romanian to english legal translation: the
law systems and language families.

Different law systems

Legal documents are fundamental components of any legal system, and while Romania
operates within the civil law tradition, the Common Law system, primarily employed in
countries like the U.S. and the U.K., presents distinct differences in the realm of legal
documents.

Common Law relies heavily on case law, with legal precedents shaping and guiding
contract interpretation and enforcement. The principle of 'freedom of contract' allows parties
significant autonomy in drafting contracts, and courts generally uphold the intentions of the
parties involved. In contrast, Romanian contract law leans on a comprehensive Civil Code.
While Romanian law recognizes the freedom of contract, it is subject to more extensive
statutory regulations and interpretations by civil law scholars and legal experts. The influence
of case law in Romania is not as pronounced as in the Common Law system.
Wills and testaments in Common Law systems typically follow specific statutory requirements,
including the necessity of witnesses and notarization in some cases. In the United States, for
instance, the Uniform Probate Code provides a framework for drafting and executing wills,
ensuring their validity. Comparatively, Romania allows for both handwritten and notarial wills,
providing more flexibility in terms of form. While Romanian law also sets out rules for wills
in its Civil Code, there is a broader range of options for testators. It is important to note that
Romania, like Common Law jurisdictions, emphasizes testamentary freedom, allowing
individuals to dispose of their assets as they see fit within the bounds of the law. Up until this
point there is no identification of possible cultural gaps of misunderstandings since the
examples given by this specific branch of law are easy to distinguish and confusion risks are
down to a minimum but as we dig deeper into the procedural aspects of the two systems some
inevitable, bigger obstacles surface.

For example in the Common Law system, the concept of deeds and titles is integral to
property law. Deeds, often recorded in a public registry, serve as the primary instruments for
conveying property rights. The system of 'title insurance' is prevalent in the United States,
where companies offer insurance against defects in titles, providing added security to property
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buyers. Romania, however, operates with a different approach. While the transfer of property
rights also relies on deeds and titles, the emphasis lies on notarization rather than title insurance.
Romanian property transactions involve drafting sale-purchase agreements, and notaries play
a significant role in ensuring the legality and enforceability of these documents. Subsequently,
the transfer of ownership is recorded in the Land Book, similar to the public registry system in
Common Law jurisdictions.

Common Law places a strong reliance on case law and statutory regulations, providing
flexibility and autonomy to parties involved in legal documents. Romania, as a civil law
jurisdiction, relies more on codified laws and civil codes. Understanding these differences is
crucial for individuals and businesses navigating legal matters in these jurisdictions. While the
fundamental principles of legal documents persist, the legal contexts and procedures
surrounding them can vary significantly. In the Common Law system, legal rights are deeply
rooted in the principles of individualism and adversarial justice. These rights are often
enshrined in constitutional documents, such as the United States Constitution, and
subsequently interpreted and expanded upon through case law. Common Law places a strong
emphasis on precedent, meaning that prior court decisions set legal standards and serve as
guidance for future cases. One of the most fundamental legal rights in the Common Law system
is the right to a fair trial. This encompasses the right to legal representation, the right to remain
silent, the right to a jury trial in certain criminal cases, and protection against self-incrimination.

Romania, along with many continental European countries, operates within the
framework of the Civil Law system. In this tradition, legal rights are typically codified in civil
codes and statutes, with a more comprehensive and detailed approach compared to the
Common Law's reliance on precedent. Legal rights are seen as emanating from statutes, and
their interpretation tends to be more straightforward. In Romania, the protection of legal rights
often takes an administrative and inquisitorial approach. Courts and authorities are tasked with
ensuring the application of the law and protecting individuals' rights rather than relying solely
on adversarial advocacy. This is particularly evident in criminal proceedings, where the judge
plays a more active role in directing the case and overseeing the investigation.
The differences in how legal rights are understood and protected between the Common Law
and Romanian Civil Law systems reflect their respective legal traditions and historical
developments. Common Law prioritizes individual rights, with a strong focus on precedent and
adversarial proceedings. Legal professionals, such as lawyers, play a vital role in advocating
for these rights in court. In contrast, the Romanian Civil Law system places a greater emphasis
on codified legal rights, with a focus on legal certainty and uniformity. The judge's role is more
proactive in ensuring that the law is correctly applied, and that individuals' rights are protected.
Moreover, the Common Law system often features expansive interpretations of legal rights
through case law, allowing for the evolution of legal protections over time. In contrast, the
Romanian Civil Law system relies on legislative changes to modify legal rights.
While both the Common Law and Romanian Civil Law systems are dedicated to safeguarding
legal rights, their approaches differ substantially. Common Law leans on precedent, advocacy,
and a strong emphasis on individual rights, with legal professionals serving as champions of
those rights. In contrast, Romanian Civil Law relies on codified rights, administrative
procedures, and a more active judicial role in overseeing cases.

Understanding these differences is vital for legal professionals, individuals, and entities
operating within these legal traditions. As the main differences between the law systems in
terms of ideologies and procedures are pointed out, another important aspect to be taken in
account by translators and interpreters are the institutions which differ, sometimes
fundamentally. A good example is the Romanian term “Judecétorie” often translated with the
English “Law court”. A law court is an institution that is superior in rank to what in Romanian
is called “judecatorie” and functions at county level. The correct translation would be “district
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court”, which would rightly indicate the city-level rank of the institution referred to in the
original document. (PUNGA, UNGUREAN, 2022, p. 26).

When considering a legal case in which one of the parties is an english-speaking one
and has the right to receive the conclusions of all the trial proceedings in his/her native language
this would mislead the respective party into going to a totally different institution hence missing
the trial, resulting in legal consequences up to delaying the final sentence.

Different language families

By their very nature, languages are distinct from each other, varying across multiple
dimensions rather than just one. Typically, the analysis of a language's framework is segmented
into several grammatical categories or analytical layers. These include the study of sound
systems (phonology), word formation (morphology), vocabulary (lexis), sentence construction
(syntax), and meaning (semantics), as outlined by Crystal (2008).

The differences between Romanian and English, more precisely the differences
between romance languages and indo-european languages, come as very fertile ground for
research in the field of legal translation based on two main reasons:

e the importance of Latin originated terms in both Civil Law and Common Law systems
e the use of English as a Lingua Franca in Civil Law system countries

Latin, while not currently the primary language utilized in legal settings, has made a
lasting impact on the terminology and stylistic elements of the legal lexicon in contemporary
languages. In both Romance languages and English, the lexicon derived from legal Latin has
been predominantly preserved in its original state or has undergone minimal alterations. These
Latin-origin terms serve as borrowed elements or foundational models for the creation of new
vocabulary in contemporary languages. Examples of such borrowings in English encompass
terms like: "legislator," "cession," "regime," "constitution," "adjudication," "clause," and "act,"
all of which trace their roots back to Latin. Additionally, modern legal documents frequently
incorporate Latin phrases, whether as specific terms, expressions, or maxims, often aiming to
enhance the rhetorical impact of the legal texts.

Viewed from a certain angle, as suggested by some scholars, Latin serves as a stylistic
tool designed to captivate audiences or to demonstrate the expertise of those within the legal
profession, thereby lending both substance and prestige to the rhetoric of legal discourse. Even
amid calls for greater simplicity in legal documents, Latin terms continue to find their place
within the language of law, particularly in the realm of legal reasoning. Critics of extensive
language reform maintain that Latin expressions have their utility, providing precision and
reducing the potential for misunderstanding. These advocates argue that such unequivocal
terminology could facilitate the creation of a universal "lingua franca" for legal practitioners.
(ORTS, 2017).

Regarding the application of archaic terms, Romanian translators typically opt for
contemporary and broadly understood terminology over older expressions. It's uncommon for
translators to prefer phrases like “the construction of the contract” instead of “the interpretation
of the contract,” or “the sale of said and such products” rather than “the sale of these products.”
When it comes to technical translations, legal texts stand out as demanding the highest level of
expertise due to the need for a deep understanding of nuanced language, specific lexical and
syntactical features, and the specialized interpretation of particular terms.
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Conclusions: Bridging the gaps between the legal knowledge and the linguistics skills
throughout translators training and evaluation

Whether we are talking about translating laws or translating documents in law cases,
the legal discourse and language stands out as being the oldest one from the set of specific
purpose languages and despite being here for quite some time, still the one posing most
difficulties to practitioners throughout the world. Amongst the complete and various challenges
that are standing in front of a professional legal translator in general we can distinguish a series
of specific obstacles encountered by translators operating in the pair of languages Romanian
and English. As the present article underlines that the two most important characteristics of thi
case are their distinct origins in terms of language families and in terms of legal systems we
can anticipate a series of solutions in order to upgrade the quality of legal translators in the
aforementioned set of languages.

The education in legal translation inherently spans multiple disciplines. Typically,
training in this field can cater to undergraduates pursuing a degree in translation or graduate
students in modern languages or law (though it's not uncommon to encounter professionals
such as translators aiming to specialize in legal translation). Despite the varied backgrounds,
expertise, and interests of these actors, their training in legal translation tends to converge on
several key aspects: understanding various concepts, translation strategies, and techniques;
prioritizing the creation of the target text over the translation process itself; and focusing more
on specific terms (micro-level analysis) rather than the text as a whole (macro-level analysis).

In the realm of legal translation training, several specific skills need to be honed, and
among these, the examination of source texts primarily engages with communicative and
textual, intercultural, and domain-specific expertise. While it's acknowledged that all related
skills are critical and should be integrated throughout the educational process (especially the
professional, interpersonal, and instrumental skills, which are crucial for analyzing source texts
through the utilization of specialized documents at advanced stages), they are deemed
secondary to the primary objective of establishing a framework for source text analysis in legal
translation training. To excel in legal translation from a communicative and textual perspective,
translators need to possess deep understanding of both general and specialized legal
terminologies within at least two distinct legal traditions or systems. This encompasses not just
proficiency in the specific language of law (including terms, phrases, and concepts) but also in
general language skills (such as writing effectively and comprehending texts composed in legal
jargon). Additionally, they should be well-versed in the conventions of text composition,
various types of legal documents, and the range of styles encountered within legal discourse.
Intercultural skills in legal translation involve grasping how legal systems reflect the cultural
dynamics of specific societies, recognizing that laws evolve alongside societal changes.
Translators need to be well-acquainted with the socio-political context, traditions, and
customary laws of the countries or regions they are dealing with.

Translators are frequently recognized as pivotal figures in bridging the gap between
groups that differ linguistically and culturally, serving as crucial intermediaries in the exchange
of ideas and information. An adept translator is expected to exhibit proficiency in several key
areas relating to both cultures involved: an understanding of societal aspects such as history,
folklore, traditions, customs, values, taboos, as well as competencies in communication
(encompassing written, oral, and non-verbal forms), alongside technical expertise. However,
for an individual to effectively function as a cultural mediator, a foundational understanding of
culture itself is imperative. An examination of cultural studies swiftly unveils the complexity
of defining culture, suggesting that translators, particularly those focusing on legal translation,
must possess a comprehensive educational background in cultural studies to achieve
professional status. This emphasis on a thorough grounding in cultural studies underscores the
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importance of a multidisciplinary approach in developing the skills necessary for effective
translation and cultural mediation. (DEJICA, 2013, p. 11-29).

Expertise in the subject matter entails a comprehensive understanding of different legal
families or traditions, the structure and branches of legal systems, sources of law, key concepts
and institutions, and both substantive and procedural laws, including the variations across legal
systems. The depth of this knowledge varies with the translator's level of competence and stage
of training. Although not expected to be legal experts, translators should be capable of
consulting specialized resources to address translation challenges. Legal translation training
usually builds on a foundational level of translation skill, suggesting that trainees come with
some prior knowledge in translation principles, which the training aims to augment with legal-
specific insights.

The relationship between law and culture underscores the importance of understanding
legal texts within their cultural and jurisdictional contexts, highlighting the inherent
asymmetries between different legal systems, a major challenge identified by legal translation
scholars like Saréevié¢ which stands out even more in the present scenario. These characteristics
of legal translation underscore the complexity of translating legal texts, where identifying the
specific language, system, culture, and genre-related features is crucial. Even if these aspects
might seem evident to translators, novice translators need to be trained to recognize these traits
to ensure accurate and effective translations in order to avoid becoming the waiter who knocks
over the cart and sets the restaurant on fire.
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Abstract

The purpose of this article is to demonstrate the potential of using multimedia
translation as a useful resource for teaching foreign languages. Also, it aims to offer a
reflection on the challenges and obstacles faced by Spanish students and translators when
working with this type of content, which requires a high level of competence, experience and
creativity for an efficient and faithful translation of the original text. This is why this work
focuses on the analysis of a chapter of a Spanish series entitled "Extra", whose character is
educational, which is aimed at secondary and preparatory language classes with a view to
identifying and overcoming these difficulties and developing strategies to improve the
understanding and translation of audiovisual content.

Résumé

L’objet de cet article est de démontrer le potentiel d’utilisation de la traduction
multimédia comme une ressource utile pour [’enseignement des langues étrangeres. Il vise
également a offrir une réflexion sur les défis et les obstacles auxquels sont confrontés les
étudiants et les traducteurs d’espagnol lorsqu’ils travaillent avec ce type de contenu, qui
nécessite un haut niveau de compétence, d'expérience et de créativité pour une traduction
efficace et fidele au texte original. C’est pourquoi ce travail met I’accent sur [’analyse d’'un
chapitre d’une série espagnole intitulée "Extra”, dont le caractére est éducatif, qui s adresse
aux classes de langues secondaires et préparatoires en vue d’identifier et de surmonter ces
difficultés et a développer des stratégies pour améliorer la compréhension et la traduction des
contenus audiovisuels.

Resumen

El proposito de este articulo es demostrar el potencial de utilizar la traduccion de
contenidos multimedia como un recurso util para la ensefianza de lenguas extranjeras.
Asimismo, se ofrece una vision general de los retos y los obstaculos a los que se enfrentan los
estudiantes y traductores de espariol a la hora de trabajar con este tipo de contenidos, que
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requieren un alto nivel de habilidad, experiencia y creatividad para lograr una traduccion
eficaz y fiel al texto original. Por ello, en este trabajo se pone el foco en el andlisis de un
capitulo de una serie espariola titulada “Extra”, cuyo cardcter es educativo, la cual esta
dirigida a clases de idiomas de secundaria y preparatoria con miras de identificar y superar
estas dificultades y desarrollar estrategias para mejorar la comprension y la traduccion de
contenidos audiovisuales.

Keywords: Language teaching, Audiovisual translation, Extra series, comedy humor,
educational purposes

Mots-clés: Enseignement des langues, Traduction audiovisuelle, Série Extra, humour dans la
comédie, fins éducatives

Palabrasclave: Ensefianza de lenguas, Traduccion audiovisual, Serie Extra, humor en la
comedia, fines educativos

1. Introduccion

El uso de la traduccién de contenidos multimedia para la ensefianza de lenguas
extranjeras como el espafiol y el arabe presenta un conjunto unico de desafios y obstaculos,
que podemos resumir en dificultades lingiiisticas, matices culturales y consideraciones técnicas
que requieren especial atencion para conseguir una traduccion efectiva y fiel al original que
sea optima y efectiva en la ensefianza de lenguas. En este estudio, pretendemos analizar,
comparar y discutir diversos obstaculos y desafios a la hora de traducir y adaptar un contenido
multimedia en espafiol para hablantes de arabe que desean aprender el espafiol a través de un
contenido audiovisual.

Con miras de comprender, demostrar y superar estas dificultades y obstaculos, hemos
centrado nuestraatencion en analizar un capitulode una serie espafiola titulada Extra”
(estilizado como "Extr@"). Es una serie de television educativa de idiomas similar a Friends,
producida en Espafia entre 2002 y 2004. Esta dirigida a clases de idiomas de secundaria y
preparatoria, y ofrece versiones en arabe, inglés, francés, y aleman.

La serie sigue a un grupo de amigos que trabajan como becarios en un periddico ficticio
llamado Extra. La serie fue creada por Louise Clover, y producida por Globomedia y emitida
por Chanel 4. Tuvo un gran éxito en Espafia y en el extranjero, ya que se emitié en mas de 20
paises. Mas bien, fue elogiada por su humor, sus personajes entrafiables y su enfoque educativo
del aprendizaje de idiomas. Dicha serie fue nominada en varios premios, incluyendo el Premio
TP de Oro a la Mejor Serie de Television.

2. Marco teorico

Desde los afios 80 del siglo XX, las nuevas tecnologias se han ido introduciendo
gradualmente en la enseflanza de segundas lenguas en universidades de todo el mundo.
Diversos estudios han demostrado que el uso de videos educativos es significativamente
efectivo para el desarrollo de las habilidades de escucha, de traduccion y de adquisicion del
vocabulario Wagener, D., (2006) o White et al. (2000). De igual modo, se ha corroborado que
mejora la pronunciacion de nuevos idiomas Ortiz et al. (2012).

El espafiol es una lengua con una gran diversidad dialectal, e incluso es un idioma
romance que se habla en Espafia, América Latina y otras partes del mundo. Segun el Instituto
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Cervantes, alrededor de 580 millones de personas hablan espafiol, de las cuales 438 millones
son hablantes nativos (POZO, 2023). En Espafia, el espafiol es la lengua oficial de todas las
comunidades auténomas, excepto en Catalufia, Comunidad Valenciana, Galicia, Pais Vasco y
Navarra, donde comparte este estatus con otras lenguas cooficiales (Constitucion Espaiiola, art.
3).

Ademas de la lengua oficial y las lenguas cooficiales, Espafia cuenta con una amplia
variedad de dialectos o acentos, sin contar la gran variedad de acentos que existen en
Iberoamérica. Los dialectos son variantes de una lengua comun que identifican a sus hablantes
y que a menudo se expresan a nivel fonético, fonoldgico, morfosintactico y léxico (Miranda &
Monhaler, 2003). Los dialectos del espafiol en Espana se pueden dividir en dos categorias
principales: Dialectos septentrionales: hablados en la mitad norte de la Peninsula Ibérica.
Dialectos meridionales: hablados en la mitad sur de la peninsula ibérica (CLINTER, 2023).

Los dialectos septentrionales Los dialectos meridionales
* Dialecto castellano: es el dialecto mas * Dialecto andaluz: Se habla en el sur de la
extendido en Espafia. Se habla en el peninsula.
centro y el norte de la peninsula.
 Dialecto aragonés: Se habla en el noreste | ¢ Dialecto andaluz oriental: Se habla en el
de la peninsula. sureste de la peninsula.
* Dialecto riojano: Se habla en el norte de * Dialecto extremefio: Se habla en el
la peninsula. suroeste de la peninsula.
* Dialecto churro: Se habla en el noroeste * Dialecto canario: Se habla en las Islas
de la peninsula. Canarias.
* Dialecto leonés: Se habla en el noroeste  Dialecto manchego: Se habla en el centro
de la peninsula. de la peninsula.
* Dialecto madrilefio: Se habla en la
Comunidad de Madrid.
* Dialecto murciano: Se habla en la Region
de Murcia.

Los dialectos espafioles en Espafia son una muestra de la riqueza y de la diversidad de
esta lengua. Cada uno tiene caracteristicas propias que lo hacen tnico y lo identifican con una
region o comunidad. Sin embargo, dichaversatilidad de dialectos puede plantear importantes
desafios y obstaculos para los estudiantes y traductores de espafiol.

De una parte, los discentes de espafiol pueden encontrar dificultades para comprender
e interpretar correctamente conversaciones en dialectos con los que no estan familiarizados.
Esto se debe a que los dialectos pueden presentar diferencias en el vocabulario, la
pronunciacion, la gramatica y la sintaxis. Por ejemplo, el espafiol de Andalucia se caracteriza
por el uso del seseo, la pérdida de la distincion entre la ¢ y la z, y la elision de la /d/ final de
silaba Gerardo Lissardy (2016). Estos rasgos pueden dificultar la comprension del espafiol
andaluz para un estudiante que esté acostumbrado al espaiiol estandar.

De otra parte, los traductores de espafiol pueden enfrentar dificultades para adaptar y
traducir un contenido audiovisual que incluya dialectos. Esto se debe a que los dialectos pueden
presentar diferencias en el significado de las palabras, las expresiones idiomaticas y las
referencias culturales. Por ejemplo, la palabra "churro" tiene diferentes significados en Espafia
y en América. En Espaiia, "churro" consiste en una masa frita en forma de baston, mientras que
en América se refiere a un tipo de pan dulce Gerardo Lissardy (2016).
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2.1. Obstaculos y retos de un traductor

Para entender los principales retos y obstaculos que enfrenta el traductor
contemporaneo, resulta necesario centrar nuestra atencion en el campo de la traduccion
audiovisual, que consiste en la traduccion no solo de imagenes sino también de sonidos. En
suma, la traduccion audiovisual se refiere "al proceso de transferir el contenido de un texto
audiovisual de una lengua a otra". Es usada en: anuncios, documentales, videos de
entrenamiento, entrevistas, y conferencias entre otros. Conviene sefialar que existen diferentes
tipos de traduccion audiovisual: subtitulos, doblaje, transcripciones y adaptacion de
videojuegos.

De lo anterior, dicha traduccion brinda una importancia significativa a la traduccion de
los aspectos culturales del texto y del audio. El proposito no es solo proporcionar una
traduccion precisa que mantenga el tono original del texto, sino también incluir una traduccion
que se adapte a la cultura de la lengua a la que se traduce. En este contexto, la autora Rosa
Agost (1999) advierte que las referencias culturales son elementos que definen la identidad de
una sociedad, y que pueden incluir; lugares, costumbres, historia, arte, celebridades,
gastronomia, unidades de medida o moneda, entre otros. Esto quiere decir que la traduccion
audiovisual requiere un conocimiento profundo por parte del traductor de los modismos, jergas
y lenguaje coloquial de la lengua a la que traduce.

La tradicion audiovisual cobra especial relevancia en la traduccion de contenidos de
ficcion(como peliculas), que requiere la traduccion y la adaptacion de chistes, tacos o
expresiones locales. En este sentido, “Extra” es una serie de humor, ¢ incluso el humor es una
caracteristica humana universal, cuya expresion esta influenciada por la cultura y los grupos
sociales, por lo que el humor es particularmente importante en esta obra. En las peliculas
originales, los chistes a menudo involucran personajes y situaciones que son familiares para el
publico de la cultura de origen, pero que pueden resultar desconocidos para el publico de la
cultura de destino. Esto puede dificultar que los chistes sean efectivos en las audiencias de la
cultura de destino. Gor Ballester, Lucia. (2015).

Los traductores deben ser capaces de comprender las referencias culturales del humor
original y crear chistes nuevos que sean efectivos para el publico de la cultura de destino. Esta
tarea puede resultar sumamente desafiante en numerosas ocasiones. El proceso de traduccion
puede llegar a ser muy complejo por obstaculos adicionales, como las limitaciones del formado.
La traduccion debe coincidir con el movimiento y la velocidad de habla de los actores, y
ademas, el mensaje debe estar encapsulado en el espacio limitado de una o dos lineas que
permite los subtitulos.

2.2. Tipos de traduccién audiovisual

Como se menciond anteriormente, existen diversos tipos de traduccion audiovisual,
incluidos: subtitulos, transcripciones, doblaje y videojuegos. Este articulo se centra en la
produccion y la traduccion de subtitulos de contenidos audiovisuales para estudiantes arabes
que estan aprendiendo el espafiol. En otros términos, son videos que aportan contenidos
lingiiisticos y educativos de alto nivel. A titulo de ejemplo, los estudiantes que estudian idiomas
extranjeros, les puede resultar especialmente util escuchar videos en espafiol con subtitulos en
espaflol, es decir, la transcripcion textual del audio contenido en el video.

La transcripcion lingiiistica implica la conversion escrita del contenido de un video o
un audio, y existen dos enfoques principales. El primer enfoque es la transcripcion palabra por
palabra, donde cada sonido pronunciado se registra en el documento, capturando incluso las
palabras inacabadas, las repeticiones y los rellenos. En este método, se incluyen detalles como
las interacciones entre los individuos y los errores de pronunciacion, asimismo se transcriben
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con precision ortografica. Este estilo se utiliza cominmente en transcripciones juridicas. En
cambio, la transcripcion editada o inteligente selecciona cuidadosamente los sonidos
relevantes, y excluye dudas, tics y pausas o repeticiones superfluas. Este enfoque se somete a
una revision exhaustiva de estilo para asegurar que el texto fluya de manera coherente y
corregir cualquier posible error gramatical.

Esta forma de presentar el contenido es muy util tanto para estudiantes como para
profesores a la hora de presentar vocabulario o explicar como se usa la lengua en ciertos
contextos. El gran avance que supone el uso del video en el aula es que nos permite poner en
contexto el vocabulario y las diferentes situaciones que encontramos en la utilizacion del
lenguaje. Por tanto, la posibilidad de escuchar y leer al mismo tiempo es beneficiosa para
aprender correctamente la pronunciacion, e incluso para adquirir y comprender un nuevo
vocabulario y conceptos en contexto. Por consiguiente, la sincronizacion de la transcripcion
del audio del video en subtitulos es especialmente ventajosa en el proceso de la ensefianza de
idiomas, puesto que permite trabajar no solo la comprension, sino también la pronunciacion y
la competencia.

Por tanto, la transliteracion palabra por palabra o editada tiene claras ventajas en
comparacion con la presentacion de los subtitulos tradicionales, cuyo objetivo fundamental es
transmitir de manera escrita el mensaje del hablante al espectador en su propio idioma. De esta
manera, el espectador puede disfrutar de la voz original, mientras lee los subtitulos traducidos
para comprender plenamente el contenido comunicado. Para lograr un resultado de alta calidad,
es necesario tener un profundo conocimiento de la cultura asociada con ambos idiomas para
garantizar que la traduccion refleje con precision el lenguaje y las expresiones utilizadas en el
material original. Ademas, la duracion de la traduccion desempeia un papel crucial, ya que el
traductor debe considerar el tiempo necesario para que el espectador lea comodamente el texto
en la pantalla. Este estudio no incluye el caso del doblaje, y de la adaptacion de videojuegos,
ya que extenderia innecesariamente el alcance de este estudio, y pedagogicamente hablando no
son tan utilizados en la clase con los subtitulos y transliteraciones.

2.3. Diferentes métodos de traduccion

Conviene sefialar que existen numerosos métodos utilizados actualmente en la
traduccion, y aunque existen algunas diferencias en dichos métodos usados por varios autores,
entre ellos mencionamos: Malone 1988, Newmark 1988, Molina & Hurtado 2002 y Han 2012.
A continuacion, resumimos los métodos de traduccion basandonos en los planteamientos de
Ghada El-Gergawi, (2023):

a) Traduccion palabra por palabra: el objetivo de esta traduccion se centra en
traducir con precision cada palabra del texto original a una palabra en el idioma de destino.
Esta técnica es util para preservar la precision y la exactitud del texto, pero puede dar como
resultado traducciones poco naturales o idiomaticas.

b) Traduccion literaria: Esta traduccion se enfoca en traducir obras literarias, como
poemas, novelas, cuentos y obras de arte. El traductor debe tener un profundo conocimiento de
la literatura y la cultura de ambos idiomas para producir una traduccion precisa y fiel al espiritu
original del texto.

¢) Traduccién fiel: Esta traduccion se enfoca en transmitir el mensaje y las ideas
originales del autor o del escritor del texto original, conservando tanto el significado como el
estilo del texto. El traductor debe tener un profundo conocimiento del idioma original y del
contexto cultural para producir una traduccion fiel que capture la esencia del texto original.

d) Traduccién semantica: Este tipo de traduccion se enfoca en preservar el significado
semantico del texto original, y garantizar que el significado se transmita de manera precisa y
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clara en el idioma de destino. El traductor debe seguir las reglas gramaticales y lingiiisticas del
idioma de destino para producir una traduccion fluida y comprensible.

e) Traduccién adaptada: Esta traduccion se centra en adaptar el texto original al
idioma de destino, teniendo en cuenta las diferencias culturales y lingiiisticas entre ambos
idiomas. El traductor puede hacer cambios en el estilo, la estructura y el vocabulario del texto
original para que sea mas apropiado al publico objetivo.

f) Traduccion libre: el objetivo de este tipo de traduccion es crear una nueva obra
literaria en el idioma de destino, inspirada en el texto original. El traductor tiene mas libertad
para expresar sus propias ideas y creatividad, pero debe mantener la esencia del texto original.

g) Traduccion idiomatica: Esta traduccion se enfoca en traducir expresiones
idiomaticas y proverbios del idioma original al idioma de destino. Estas expresiones suelen
tener significados figurados o simbodlicos que son dificiles de traducir directamente. El
traductor debe encontrar equivalentes idiomaticos en el idioma de destino para preservar el
significado original de las expresiones.

h) Traduccién comunicativa: Esta traduccion se enfoca en presentar el significado
contextual del texto de manera que el lector pueda entender facilmente. El traductor debe
considerar el nivel de conocimiento del idioma del lector y utilizar un lenguaje claro y
accesible.

2.4. La traduccion audiovisual como objeto de estudio

La traduccion audiovisual también puede ser un objeto de estudio en si mismo. Los
estudiantes pueden aprender sobre las diferentes técnicas y estrategias utilizadas para traducir
materiales audiovisuales, asi como sobre los retos que presentan estos materiales. Esto puede
ayudar a los estudiantes a desarrollar habilidades de pensamiento critico y analisis, asimismo
a comprender mejor la naturaleza del lenguaje y la comunicacion. Por ejemplo, los estudiantes
pueden analizar como se adaptan los chistes y los juegos de palabras al traducirlos de un idioma
a otro.

De similar modo, pueden estudiar como se utilizan las diferentes técnicas de doblaje
con el objetivo de crear una experiencia natural y fluida para los espectadores. En la actualidad,
existe una carencia de estudios o investigaciones cientificas que profundicen en las diferentes
técnicas y estrategias disponibles. En este sentido, Roberto Mayoral Asensio sostiene que el
objeto de estudio de la traduccion audiovisual exige actividades empiricas, tanto
experimentales como de investigacion socioldgica.Empero, estas actividades a menudo van
mas alld de las habilidades de los académicos universitarios en el area de la traduccion
audiovisual, dado que exigen conocimientos y experiencias rigurosos en campos de gran
especializacion como la psicolingiiistica o los sondeos de opinion. En consecuencia, los

estudiosos universitarios de la traduccion audiovisual siguen siendo "de letras".!

2.5. La traduccion audiovisual en la ensefianza de lenguas especificas

La traduccion audiovisual resulta particularmente util en la ensefianza de lenguas
especificas que tienen una fuerte tradicion audiovisual, como el inglés, el espafiol o el francés.>
La abundancia de materiales audiovisuales en estos idiomas brinda a los estudiantes una rica
exposicion lingtiistica y cultural. Por ejemplo, los estudiantes de espafiol pueden aprender sobre

! Mayoral Asensio, Roberto. "Nuevas perspectivas para la traduccion audiovisual." Universidad de Granada, n.d.
Accessed December 13, 2023. https://www.ugr.es/~rasensio/docs/Nuevas_Perspectivas TAV.pdf

2 Otero del Castillo, Angela. (2020). La traduccion audiovisual en la ensefianza de lenguas extranjeras:
Subtitulacion y doblado en el aula de ELE (Trabajo Fin de Master). 10.13140/RG.2.2.12525.67044
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la historia y la cultura de Estafia y Latino América viendo peliculas y programas de television
de ambos paises.

Es mas, la traduccion audiovisual y la educacion de lenguas estdn estrechamente
relacionadas. La traduccion audiovisual puede utilizarse como una herramienta eficaz para la
ensefianza de lenguas extranjeras, asi como un objeto de estudio en si mismo. Por ello, la
formacion de traductores audiovisuales es esencial para garantizar la accesibilidad de los
materiales audiovisuales a nivel mundial y para promover el intercambio cultural.

En este mismo hilo de ideas, cabe mencionar que uno de los autores que esta explorando
el potencial de la traduccion audiovisual es José Luis Talavan quién en su obra, La traduccion
audiovisual: una perspectiva creativa y cultural, introduce nuevos métodos para el uso de
peliculas en la clase.’Este autor propone una nueva vision de la traduccion audiovisual,
poniendo el foco en la creatividad y la adaptacion cultural, mediante la cual critica la
traduccion audiovisual tradicional, que a menudo se centra en la precision literal a costa de la
naturalidad y la fluidez del dialogo (Talavan: 2007). Un concepto novedoso en su obra es el
Sfunsubbing y fundubbing como enfoques de traduccion audiovisual que priorizan la creatividad
y la adaptacion cultural sobre la precision literal. El funsubbing, es priorizar el humor y la
creatividad sobre la traduccion literal, y fundubbing es combinar la traduccién con la
adaptacion cultural para crear una experiencia de visionado mas natural (Talavan: 2007).

2.6. Complejidades lingiiisticas
2.6.1. Dialectos y variaciones regionales

La diversidad dialectal en el espafiol y el &rabe moderno es asombrosa y muestra como
la lengua puede evolucionar y adaptarse a las diferentes culturas y geografias. Tomamos el
ejemplo del espafiol: en Espafia, encontramos un abanico de acentos, desde el espafol andaluz,
con su caracteristico seseo, hasta el espafiol catalan, que incorpora algunas palabras propias de
esta region. En América Latina, cada pais tiene su propio acento distintivo; el espafiol argentino
se destaca por su “yeismo", y el voseo, mientras que el espafiol mexicano tiene una
pronunciacion muy particular de la "lI" y la “y". Ademads, dentro de cada lengua hallamos
registros bien marcados que pueden llegar a ser incluso opuestos. Lo que se conoce como nivel
culto y nivel coloquial, Fernandez, Francisco. (2019).*

En cuanto al arabe moderno, podemos explorar su diversidad a lo largo del mundo
arabe. En el Magreb, que comprende Marruecos, Argelia y Tunez, se habla el arabe magrebi,
con influencias beréberes y francesas. En el Levante, que incluye paises como Libano, Siria y
Palestina, el arabe levantino es prominente, con caracteristicas unicas en fonética y
vocabulario. Mientras tanto, en los paises del Golfo Arabigo, como Qatar y Emiratos Arabes
Unidos, el arabe del Golfo presenta sus diferencias en pronunciacion y léxico.’

De lo anterior, es menester elegir el dialecto adecuado para llegar eficazmente a la
audiencia. Por ejemplo, si una empresa desea lanzar una campafa publicitaria en Argentina,
seria contraproducente utilizar el acento mexicano. Del mismo modo, si un programa de
noticias se transmite en Marruecos, el uso de un dialecto del Golfo puede alienar a la audiencia
local, o si se trasmite en Arabia Saudi un programa de radio en dialecto marroqui seria dificil
de entender para la audiencia del pais. La seleccion precisa del dialecto es esencial para
garantizar que el contenido sea relevante y que tenga un impacto positivo en el publico objetivo.

3 Talavén, José Luis. La traduccién audiovisual: una perspectiva creativa y cultural. Madrid: Arco/Libros, 2017
4 Fernandez, Francisco. (2019). La diversidad dialectal del espaiiol. Madrid: Arco/Libros

> Al-Bustani, Kamal. (2012). The Dialects of Arabic: A Linguistic Introduction. Cambridge: Cambridge University
Press
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La importancia de elegir el dialecto adecuado no solo se aplica al espafiol y al arabe
moderno, sino que es un desafio comun en muchas lenguas del mundo. Por ejemplo, en inglés,
la diversidad de acentos y dialectos es notoria. El inglés britanico varia significativamente de
una region a otra, con diferencias marcadas entre el acento londinense, el escocés o el galés.
En los Estados Unidos, el inglés también muestra notables variaciones, desde el acento surefio
de Texas hasta el acento de Nueva Inglaterra.

La eleccion del dialecto adecuado es vital en todos estos casos. En el &mbito de la
traduccion y la localizacion de contenido, la seleccion cuidadosa del dialecto garantiza que el
mensaje llegue de manera efectiva a la audiencia deseada, evitando malentendidos y alienacion.
Esto también es aplicable en la musica, el cine y la publicidad, donde el uso de un dialecto
especifico puede conectar mas profundamente con la identidad y la cultura de una comunidad.
En resumen, la variacion dialectal es un fenomeno comtn en muchas lenguas, y la eleccion del
dialecto adecuado es crucial para garantizar la relevancia y el impacto del contenido en diversas
regiones y culturas.

2.6.2. Ventajas de usar el arabe clasico moderno o fusha en la traduccién audiovisual

El arabe estandar moderno, conocido también por sus siglas en inglés Modern Stand
Arabic®o fusha en 4rabe clasico, es una forma estandarizada del 4arabe clasico que es
comprendida por hablantes de todos los dialectos arabes. Asi el arabe estaindar moderno se
convierte en una opcion ideal para la traduccion audiovisual, puesto que garantiza que el
contenido traducido llegue al mayor ntimero de audiencia en todo el mundo arabe.” Ademads de
esta ventaja, existen otros beneficios especificos en el campo de la traduccion audiovisual. En
este contexto, aproximamos a las elucidaciones de Eid Mahmoud y El-Aissami Tarek (2018)%:
* Peliculas y television: MSA se puede usarse para traducir una amplia gama de peliculas y

programas de television, desde comedias y dramas hasta documentales y programas de

noticias. Su naturaleza formal lo hace adecuado para un contenido serio e informativo,
mientras que su flexibilidad le permite acomodar humor y expresiones coloquiales
cuando es apropiado.

* Subtitulos: MSA es adecuado para subtitulados debido a su estructura concisa y clara. El
uso de vocabulario y gramatica estandar garantiza que los subtitulos sean faciles de leer

y entender para los espectadores.

* Narracién: MSA también se puede usar para la narracion de voz en off, proporcionando una
voz neutral y autorizada para documentales, programas educativos y otros tipos de
contenido audiovisual.

En general, se puede afirmar que el MSA ofrece varias ventajas a la traduccion
audiovisual. Por consiguiente, se consideracomo una opcion versatil y efectiva para una amplia
gama de contenido. Su comprension generalizada, naturaleza formal, consistencia y patrimonio
cultura, lo convierten en una opcion ideal para llegar a una amplia audiencia arabe y preservar
las tradiciones culturales Eid Mahmoud and El-Aissami Tarek (2018). En definitiva, las
ventajas de usar MSA en la traduccion audiovisual se resumen en los siguientes puntos:

* Comprensién: MSA es la forma de arabe mas ampliamente entendida, lo que garantiza que
el contenido traducido pueda ser comprendido por una amplia audiencia en todo el
mundo arabe.

6 En adelante (MSA)

7 Smith, Sarah. (2022). Modern Standard Arabic: A Guide for Translators. London: Routledge

8 Eid, Mahmoud, and Tarek El-Aissami, eds. The Routledge Handbook of Language and Translation in the Arab
World. Routledge, 2018
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* Formalidad: MSA es la lengua de la educacion, los medios de comunicacion y la literatura
en el mundo arabe. Su uso en la traduccion audiovisual contribuye a dar un sentido de
formalidad y prestigio al contenido, haciéndolo adecuado para producciones educativas,
de noticias y documentales.

» Consistencia y claridad: MSA se adhiere a un conjunto estricto de reglas gramaticales y
vocabulario, lo que garantiza la consistencia y la claridad en el contenido traducido.
Esto es especialmente importante para la traduccion audiovisual, donde la audiencia
tiene poco tiempo para descifrar matices o ambigiiedades en el lenguaje.

* Preservacion del patrimonio cultural: MSA estd profundamente arraigado en el
patrimonio cultural arabe, y su uso en la traduccion audiovisual ayuda a preservar y
transmitir este patrimonio a las generaciones futuras. Esto es especialmente importante
para la traduccion de obras historicas o literarias.

* Alcance internacional: MSA es cada vez mas reconocido como un idioma global, con un
uso creciente en organizaciones internacionales e instituciones educativas. Esto puede
aumentar potencialmente el alcance internacional del contenido audiovisual traducido
al MSA.

A continuacion, se presentan algunos ejemplos de como se pueden aplicar las ventajas de

MSA en la traduccion audiovisual:

» Una pelicula histérica: MSA es la mejor opcion para traducir una pelicula historica, ya que
garantiza que el contenido sea fiel al original y que transmita el patrimonio cultural
arabe.

* Un documental sobre ciencia: MSA es una buena opcion para traducir un documental
cientifico, puesto que su naturaleza formal lo hace adecuado, para contenidos serios e
informativos.

* Un programa de television infantil: MSA se puede usar para traducir un programa de
television infantil, pero es importante adaptar el lenguaje para que sea accesible para un
publico joven.En resumen, MSA ofrece varias ventajas a la traduccion audiovisual,
convirtiéndolo en una opcion versatil y efectiva para traducir contenidos cientificos y
educativos. Sin embargo, existen algunas desventajasal usar MSA en la traduccion
audiovisual, que son como sigue:

 Distancia cultural: MSA es la forma de 4rabe que se usa en la literatura, los medios de
comunicacién y la educacion. Como resultado, puede parecer distante o formal para
algunos hablantes arabes, especialmente aquellos que hablan dialectos locales. Esto
puede dificultar que el publico se conecte con el contenido traducido.

» Limitaciones de expresion: MSA es un idioma muy rico y expresivo, pero también tiene
sus limitaciones. Por ejemplo, traducir coloquialismos o expresiones idiomaticas de un
dialecto al MSA puede resultar dificil. Esto puede dar como resultado una traduccion que
no sea natural o precisa.

* Costo: La traduccion de un contenido audiovisual al MSA puede resultar costosa. Esto se
debe a que los traductores de MSA deben ser altamente cualificados y experimentados.

2.6.3. Estructura lingiiistica

Las dificultades lingiiisticas en la traduccion audiovisual se derivan de las diferencias
entre los idiomas. Estas diferencias pueden ser de naturaleza fonética, gramatical, Iéxica o
sintactica.

+ Dificultades fonéticas: La pronunciacion de los sonidos puede variar de un idioma a otro.

Por ejemplo, la letra "r" se pronuncia diferente en espafiol que en inglés. Esta diferencia
puede hacer que el audio original sea dificil de entender y, por tanto, de traducir.
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 Dificultades gramaticales: Las reglas gramaticales de un idioma pueden ser diferentes a las
de otro idioma. Por ejemplo, la estructura de las oraciones puede ser diferente en
espafiol que en inglés. Esta diferencia puede dificultar la comprension del significado
del texto original y por tanto de la traduccion.

* Dificultades léxicas: El significado de las palabras puede variar de un idioma a otro. Por
ejemplo, la palabra "casa" significa "house" en inglés, pero también puede significar
"home". Esta diferencia puede dificultar la comprension del significado del texto
original y, por lo tanto, la traduccion.

+ Dificultades sintacticas: El orden de las palabras en una oracion puede variar de un idioma
a otro. Por ejemplo, la oracion "I am going to the store" se traduce como "Voy a la
tienda" en espaiol. Esta diferencia puede dificultar la comprension del significado del
texto original y, por lo tanto, la traduccion.

2.7. Dificultades contextuales y culturales

Las dificultades culturales en la traduccion audiovisual se derivan de las diferencias
culturales entre los paises. Estas diferencias pueden ser de naturaleza social, historica, politica
o religiosa:

» Dificultades sociales: Los valores y las costumbres de una sociedad pueden diferir de los
de otra sociedad. Por ejemplo, el contacto visual puede ser considerado como una sefial de
respeto en una cultura, pero una sefial de desafio en otra. Esta diferencia puede dificultar la
comprension del significado del texto original y, por lo tanto, la traduccion.

» Dificultades historicas: Los acontecimientos historicos de un pais pueden ser diferentes a
los de otro. Por ejemplo, la referencia a una guerra puede ser entendida de manera diferente
en un pais que en otro. Esta diferencia puede dificultar la comprension del significado del
texto original y, por lo tanto, la traduccion.

+ Dificultades politicas: Las ideologias politicas de un pais pueden diferir de las de otro. Por
ejemplo, la referencia a un partido politico puede ser entendida de manera diferente en un
pais que en otro. Esta diferencia puede dificultar la comprension del significado del texto
original y, por lo tanto, la traduccion.

» Dificultades religiosas: Las creencias religiosas de un pais pueden ser diferentes a las de
otro. Por ejemplo, la referencia a una figura religiosa puede ser ofensiva en un pais que en
otro. Esta diferencia puede dificultar la comprension del significado del texto original v,
por lo tanto, la traduccion.

2.8. Dificultades técnicas

Las dificultades técnicas en la traduccion audiovisual se derivan de las caracteristicas
técnicas del medio audiovisual. Estas dificultades pueden ser de naturaleza temporal, espacial
o visual.

* Dificultades temporales: La duracion del texto original puede ser diferente a la duracion
del texto traducido. Esto puede obligar al traductor a acortar o ampliar el texto traducido
para que se ajuste al tiempo disponible.

+ Dificultades espaciales: El espacio disponible para el texto traducido puede ser diferente al
espacio disponible para el texto original. Esto puede obligar al traductor a reducir el
tamafio de la letra, utilizar un tipo de letra diferente o modificar la alineacion del texto.

+ Dificultades visuales: Las imagenes y el sonido del medio audiovisual pueden dificultar la
comprension del texto original. Por ejemplo, un personaje que estd hablando en un

108



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

idioma y luego cambia a otro idioma puede dificultar la comprension del significado de
sus palabras.

Estas son solo algunas de las dificultades técnicas que pueden surgir en la traduccion
audiovisual. Por ello, los traductores audiovisuales deben estar familiarizados con estas
dificultades para realizar su trabajo de manera efectiva. Seguidamente, esbozamos algunos
consejos con la finalidad de superar dichas dificultades técnicas:

a) Estar familiarizado con las caracteristicas lingliisticas y culturales de los idiomas
involucrados.

b) Tener en cuenta las limitaciones técnicas del medio audiovisual.

c) Ser creativo y flexible a la hora de encontrar soluciones a los problemas.

De hecho, la traduccion audiovisual es una tarea compleja que requiere un alto nivel de
habilidad, experiencia y creatividad. Los traductores que poseen la capacidad de afrontar
desafios técnicos son capaces de producir traducciones de alta calidad que se mantienen fieles
al texto original, ademds son adecuadas para el ptblico objetivo y su uso en la clase. Como
resultado, estas traducciones se convierten en un recurso practico de gran valor para los
instructores en el aula.

3. Marco metodoldgico y analitico

Este estudio se centra en el andlisis del primer capitulo de la serie Extra, poniendo el
foco en los tres niveles de dificultad que se encuentran a la hora de adaptar y traducir contenidos
audiovisuales:

A) Complejidades lingiiisticas: se refieren a las diferencias en el vocabulario, la
pronunciacion, la gramatica y la sintaxis.

B) Dificultades contextuales y culturales: centran en las diferencias de significado de las
palabras, las expresiones idiomaticas y las referencias culturales.

C) Dificultades técnicas:tratan las diferencias en la estructura de la oracion y el ritmo del
discurso, y las dificultades técnicas que emergen a la hora de incluir subtitulos claros y concisos
en las imagenes.

En suma, el andlisis de este video nos permitira identificar las principales dificultades
a las que se enfrentan los estudiantes y traductores de espafiol a la hora de trabajar con
dialectos. Asimismo, de desarrollar estrategias para superar dichas dificultades y mejorar la
comprension y la traduccion de contenido audiovisual a dialectos.

A continuacion, presentamos el analisis del primer capitulo de la serie “Extra”. En este
analisis, nos centramos en el capitulo inicial de la serie, cuya duracion es aproximadamente 24
minutos. De ello, hemos compilado una lista completa de las diversas expresiones y
vocabulario utilizados. Para evitar redundancias, se han excluido de la lista las palabras o
expresiones repetidas. Conviene sefialar que la persona a la que se le atribuye la creacion de
los subtitulos, se menciona al comienzo de la serie bajo nombre de “El Verano”. Empero, no
hay informacion adicional sobre la fuente de estos subtitulos en la descripcion del video.
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Término o expresion en Traduccion arabe Observaciones
espaiiol

Esta es la historia de O i alll (Ul 5 Y o) 4ad 028 | Traduccion Palabra por palabra.

Lola y Ana que Ll & 4858 | Valor didactico, vocabulario:

comparten un piso en historia y piso. Una traduccion mas

Espafia apropiada sin repetir la
preposicionfi serfa: ¢ & 4ad (\S L
L)

Tienen un vecino, shb <l sl | Traduccidn palabra por

Pablo... a Pablo le gusta Yshay LG, [ palabra.Valor didactico: uso del

Lola, y a Ana le gusta shlai Ul | verbo gustar. Seria recomendable

Pablo,

usar: sLb e para indicar su
nombre.

y asi estan las cosas
hasta que Lola

Y}GJAJJAY\H\ASAJ

Traduccion palabra por palabra y
traduccion idiomatica. Aqui la
expresion ‘asi estan las cosas' ha
sido adoptada idiomaticamente
correctamente mientras ha
mantenido una traduccion fiel del
texto.

Recibe una carta de
América

Traduccion palabra por palabra.
Aqui emergen algunos problemas
con la puntuacion, problema
comun en procesadores de texto.
Este problema aparece
constantemente en los subtitulos.

Si, Juan

BESE

Traduccion palabra por palabra.
Valor didéctico: fonética nombres
espafioles

Si también recibi el
cojin.

Ll 3ol glligls 2

Traduccion palabra por palabra.
Valor didactico: vocabulario. La
palabra cojin aparecera de nuevo,
reforzando y activando su uso.Un
sinénimo del verbo recibir, obtener
siesdas e muy comun a la
hora de usarlo con objetos. Es
decir:

L salu gl e cilias — aas

Pero se acabo &3l 08151 | Traduccidn palabra por palabra.
Valor didéctico: uso de los verbos
reflexivos.

Lo siento. No llores. S5 Y @ind Ul | Traduccion palabra por palabra.
Valor didéctico el modo
imperativo.

El correo 2 1l | Traduccion fiel, vocabulario.

Es una carta de mi &l s (el o5l | Traduccion palabra por palabra,

madre pero seria fiel al texto original si

mencionara el atributo carta; * &
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(e Al ), Asi pudiera tratarse las
frases nominales.

Hola mi bebecito esto
lleg6 para ti.

Slla) e ela 18 c;.\ls-La Yl

Traduccion palabra por palabra. El
traductor ha optado por traducir el
diminutivo bebecito, por mi nirio,
expresion no muy comun en arabe.
Expresiones con una intencion
similar serian habibi () 0 bebe
(&==Y) 0 mi nifio pequefio
(Fora).

( Comes bastante
verdura?

il 5 padll (e A4S Le JSI Ja

Traduccion palabra por palabra.
Valor didéctico vocabulario

Qué bien, una carta.

Al las s Kol

Traduccion palabra por palabra, La
expresion: ‘qué bien” podria
traducirse idiomaticamente como:
Al Ll - ! @l ol

Hola, ;te acuerdas de
mi?

T S5 O 1l e

Traduccion palabra por palabra.
Valor didéctico” verbo recordar.

Hace siete anos somos/
éramos corresponsales.

Ol patc, S 0

Traduccion palabra por palabras, y
fiel al original. Valor didactico:
vocabulario y verbo ser en
presente y pasado.

Me gustaria dormir
contigo

“Aﬂ“ etli Oi J}i ”

Traduccion palabra por palabra y
fiel al original. La confusion es
intencionada. El traductor ha
trasmitido efectivamente la idea
erronea que se pretendia dar:
“acostarse con alguien.” Valor
didéctico el vocabulario.

Tienes una cama para mi

“‘"; e ‘ﬂ_‘_ﬂd& ”b}i

Traduccion palabra por palabra y
fiel al original. Valor didactico:
vocabulario

Oh, quiere quedarse
aqui.

a]‘“t\h :;\A.\” .l..g‘)'j-a‘si

Traduccion palabra por palabra y
fiel al original. Valor didactico:
verbo quedarse.

Hablo espatfiol bueno.

1AL Ty 31,7

Aqui el error es intencionado
(alteracion del orden de las
palabras). Sam no habla
correctamente y es evidente en su
carta. El traductor opto6 en esta
ocasion en traducir literalmente y
cambiar el orden de las palabras en
arabe para imitar el efecto sonoro
que produce escuchar una oracion
con el orden de las palabras
alteradas. Valor didactico:
estructura gramatical y sintactica
del espafiol. En arabe la frase
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correctamente serfa; Axlwy! Cuasil
’\m

Vengo a Espafia

Gl I s 5

Traduccion semantica y palabra
por palabra. La frase en arabe dice:
llegué a Espaiia, y podria mal
interpretarse ya que el original
tiene una intencion de futuro, es
decir que esta en camino.

Hola Pablo, ;como
estas?

RN NPT T GW

Traduccion palabra por palabra.
Valor didactico: saludos y
presentaciones

Fenomenal

Jila

Traduccion semantica del espaiiol.
El término “hail" se usa para
indicar que algo es enorme, colosal
o extraordinario. Quizas el término
la hablara mas apropiada aqui es
rai3, (&)

Lola, estas en forma

sua Alla 8 il Y )

Traduccion idiomatica correcta de
la expresion: estar en forma.

Os he traido la leche de
devuelta

ol @l s

Traduccion semantica. La frase en
espaiiol es en segunda persona del
plural: vosotros. El traductor ha
optado simplemente por transmitir
la idea en singular. Aqui el valor
didactico es reducido. Seria
conveniente decir el plural (o) y ;

usar un verbo mas apropiado: el
oSl

Quieres decir la leche de

g oY) s (58 of 3 3

Traduccion palabra por

la semana pasada =l | palabra.Valor didactico
vocabulario.
Quieres tomar algo S L L e 3 55 da | Traduccion semantica y adaptada.

Esta escena consiste en un chiste
sobre la falta de atencidn de Pablo.
Por esta Razon, la chica, Ana
repite varias veces la frase a Pablo.

He dicho: quieres tomar
algo, ya Pablo.

b i o i da -l Sans
¢ i

Para ser fiel al original seria
conveniente decir: sk of x5 Ja
Valor didéctico: construcciones
verbales o perifrasis.

Lola, va a tener una
visita

e*—" ."Ji ves .EJLJ}.‘ YJS GLA:‘“

Traduccion palabra por palabra.
Valor didéctico vocabulario

Un hombre viril W« Jyaday ..ol [ Traduccion palabra por palabra y
fiel al original.
Qué estas de suerte, 1Y ) (dda slasa 13la Aqui encontramos una traduccion

Lola.

literal que curiosamente ha
utilizado el sistema de puntuacion
castellano de abrir exclamacion
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que en arabe solo se usa al final de
la frase. Seria conveniente traducir
la sorpresa y exclamacion con una
expresion como: “cx <l

Te dije mil veces que
nadie usa mi bicicleta,
Jesta claro?

a_\s‘)ah\yﬂ\b‘}n;ﬂ\uﬂ).\;\
Szl g oo da | Aal o

Traduccion palabra por palabra y
adaptada. El verbo decir ([¥) es
mas apropiado en estos contexto
que informar (_»3) El verbo usar ha
sido reemplazado por montar, mas
apropiado en arabe, aunque
también el verbo usar seria
conveniente. Valor didactico
vocabulario. Traduccion
alternativa:

axiiog aaf Y 43l 3 ye Call Gl il o sl

Sl s 8 Ja | sl )

(Necesito una razon? el zUal Ja | Traduccion palabra por palabra.
Valor didéctico vocabulario.
Perdona, chica. 3l L 11 sée | Traduccion palabra por palabra.

Valor didactico vocabulario.

Si tocas mi bicicleta, si
tocas mi bicicleta, te
echo, me entiendes. Vete
de mi vista.

el 1)L (S il 1)
Ja | el B fell s ¢ al o

i1

La longitud y complejidad del
texto presenta varios retos. Se ha
realizado una traduccion palabra
por palabra pero el verbo echar ha
sido reemplazado por te he dicho,
por duplicado para reiterar el
enfado de Lola. Una forma
imperativa como vete de aqui seria
mas conveniente: ukhuj min huna
(B e 2 53) 0 (bl ge )

Hi! Hola. Mi nombre es
américa, Yo soy de Sam.

Al e Ul (1S ol ol 1l je

Traduccion palabra por palabra y
fiel al original.

Es decir, me llamo Sam

s a7

Traduccion palabra por palabra y
fiel al original. Problema técnico
con la puntuacion

Te llamas Sam?

Traduccion palabra por palabra y
fiel al original.

No, me llamo Ana Ul au) ¥ | Traduccion palabra por palabra y
fiel al original.

Ahhh, mi nombre es Ana Ul el o) | Traduccion palabra por palabra y
fiel al original.

No, quiero decir, mi Ul ol ool a2y 138 Y | Traduccion palabra por palabra. El

nombre es Sam, Soy Sl il da ¢S5l | traductor ha conseguido trasmitir

americano, /tu eres
americana?

la confusion en la conversacion,
pero podria haber usado la marca
de femenino tamarbuta para
indicar claramente que la pregunta
era para ella. Para ser fiel original:
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S B s o 7 G 2 o
2\:35:‘)4‘ ol da

jHola mama!...
iEstoy en Espafia! Y me
presenté en espafiol

Caadd 5 (Ll 3 U0 | L
FRIRIE AT

Traduccion palabra por palabra
pero falto traducir la expresion mi
mama: - . En ese punto, después
de la confusion intencionada con
Sam. Valor didactico: el video
hace una parada y presenta un
repaso de algunas de las frases
usadas anteriormente. Esta es una
estrategia muy efectiva para
repasar el contenido y aclarar
cualquier duda que exista, mas aun
cuando la conversacion fue muy
confusa en la escena anterior.

Al menos creo que he
dicho eso...

ey il il agie | J8Y) e

Traduccion palabra por palabra y
fiel. Valor didactico vocabulario:
al menos, y frases subordinadas

Mi corresponsal Sam
Scott ha llegado esta
mafana.

138 Jom s 2 S alas ) 1
ol

Traduccion palabra por palabra y
fiel al original. Valor didactico,
vocabulario.

iEs raro!

e 4

Traduccion palabra por palabra. El
termino garib en arabe se refiere a
algo extrafio, también es posible
usar el término nadir (,2Y)

Es americano y no habla
bien espafiol...

Aln¥) Gty Y ¢ Sy el 4l
13

Traduccion palabra por palabra
pero, aqui el uso del verbo
conversar (&3 (yatahaddatha)
podria ser sustituido por el verbo
yatakallama (aS%) mas apropiado.
También 4 pudiera ser traducido
por simplemente el pronombre el
A

Anyway’ (de cualquier
manera)

s S e

Traduccion idiomatica correcta de
la expresion en inglés.

Lolay Ana, su
compailera, estaba muy
impresionadas.

TS5 s al ol L 55 Y )

Traduccion palabra por palabra, y
adaptada. Por ejemplo, ha omitido
la expresion: su compatfiera que
tiene una valor educativo
significativo (i)

Mis pequeiios coches 5yl S b
(Juegas con coches? £ Hhndls Canl Ja
Si, juego con coches. <l Hldly Canll ¢ an
El juega con coches Sl luadly Canly oa

En esta conversacion traducida
directamente entre Sam, Lola y
Ana podemos apreciar el uso del
presente del verbo jugar. La
traduccion correcta y formal
permite demostrar la conjugacion
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en presente como pretende el
video.

Vivo aqui

LA el Ul

Traduccion palabra por palabra y
fiel al original. Aqui ademas la
imagen juega un papel
fundamental para transmitir el
mensaje.

,Un museo?

QA_QA.LA}AJA

Traduccion semantica. Quizas
seria mas conveniente decir
simplemente museo con el simbolo
de interrogacion:;—ieo & Ja
fanta

(Vives en un museo?

Traduccion palabra por palabra El
énfasis en la palabra museo y la
conjugacion del verbo vivir
durante esta conversacion tiene un
claro objetivo didactico.

Un museo? Viven un
museo?

?.,&&c‘dﬁ?."

Traduccion palabra por palabra.
Aqui de nuevo se pretende
demostrar la confusion de Sam con
el vocabulario.Piensa que museo
es casa.

Vivo en un museo

Traduccion palabra por palabra.
Aqui de nuevo se pretende
demostrar la confusion de Sam con
el vocabulario.Piensa que museo
es casa.

Quiere decir, que trabaja
en un museo

aata (A Jamy 4 uady

Traduccion directa, palabra por
palabra, y formal adecuada para el
aula. Apropiado para introducir las
oraciones subordinadas

Ahora vamos a ensefiarte Al &by i oY) [ Traduccion palabra por palabra.
el piso Valor didéctico vocabulario.

Esto es el dormitorio. psill 43¢ (4 o3 | Traduccion palabra por palabra.
Oh, gracias. 1 &)1 | Valor did4ctico vocabulario.

Oh, bien gracias. 4,e ol ) S5 s 1ol 15l 5 | Traduccion palabra por palabra, y
Donde esta tu fela s | formal adecuada para el aula.

habitacion?

Valor didactico: el vocabulario.

Sam, no entiendes. Aqui
hay solo un dormitorio.

st dd e llin - agdi ¥ il ol
ﬁégh‘j

Traduccion palabra por palabra, y
formal adecuada para el aula.
Valor didactico: adecuado para
explicar el verbo haber you uso:
hay

Uno? Yo tengo 22

Ospbe s Gl gxe | Ul faal

Traduccion palabra por palabra.
Valor didéctico: adecuado para
explicar el uso de los numeros.
Olvidé la mencionar la marca de
femenino: sl
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( Veintidos? Quiere decir
.dos

QL) 2aly § 5 e ¢ LAt

Traduccion palabra por palabra y
fiel. Valor didactico: adecuado
para explicar el uso de los
nameros,

Puedes dormir aqui

Traduccion palabra por palabra y
fiel. Valor didactico: adecuado
para uso de las perifrasis verbales.
Un sinénimo muy comun en estas
expresiones es

£ Ui Uia o 5ill alai

Muy bien

Jas aa lia

Traduccion palabra por palabra,
Valor didactico: Adecuado para
explicar el verbo haber y el uso de
hay

No Sam, esto es una
cama.

e ] (o) Y

Traduccion directa, palabra por
palabra, y formal adecuada para el
aula. Los paréntesis son
innecesarios.

Una cama? Fantastic.
Aqui tienes una
almohada.

elal a5 1ol 5 1) 5 €
_EJLA:}

Traduccion palabra por palabra y
fiel al original. Valor didactico:
Introduce vocabulario importante
en contexto a través de establecer
una conexion con un chiste en el
inicio de la serie. También
introduce apalabra almohada,
sinénimo de cojin.

Gracias, y por supuesto,
esto es la tele.

O 8 8 13 adally ) S

Traduccion palabra por palabra y
fiel al original. Valor didactico: el
vocabulario y expresiones.

Ponte comodo. Necesito
ir al bafio. Ana al cuarto
de bafio, rapido.

L.A\ Ct\;i dal i A;x: BN
Cuasf alaall g__.ussl
& !?\A;J\!U\

Traduccion palabra por palabra y
fiel al original, aunque es una
traduccion semantica. Podria
usarse también Descanse en
imperativo (z_ ). Valor
didéctico: Introduce vocabulario
en contexto. La expresion rapido
se traduce mejor por 4c

Dios mio. Que vamos a
hacer.

Jrdins 13le 1 ol 1y

Traduccion palabra por palabra y
semantico. Valor didactico:
oraciones en futuro usando el
verbo ir.

Juega con cochecitos

Gl lbnd) ae a2y !

Traduccion palabra por palabra
pero se pierde la idea de cochecito
de juguete, ya que no ha indicado
que se tratada de coches de
juguete. También la preposicion
correcta en arabe es b, es decir:
Sl
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No es un americano sexi.

1 odia . 1Syl 3)

Traduccion palabra por palabra y
fiel al original. Valor didactico:
vocabulario

Es simpatico

alal g g

Traduccion palabra por palabra y
fiel al original. Valor didactico:
vocabulario

Pero con esa ropa.

oSl el (ST

Traduccion palabra por palabra y
para ser fiel al original deberia usar
el adjetivo demostrativo o3, Es
decir: o=l o3¢0 S Valor
didéctico: vocabulario.

Su ropa vieja

FRETERS

Traduccion palabra por palabra.
Pequefio error de traduccion del
posesivo tu, por lo tanto, no indica
lo que dice la grabacion, su ropa,
(hu).

Qué se vaya

TR

El traductor ha intentado hacer una
traduccion palabra por palabra,
pero con poco acierto. A la hora de
traducir comandos no utilizo el
modo imperativo (yusivo) como
seria de esperar. Por ejemplo:
—aMlé serfa mas conveniente.

Mis maletas estan en el
piso de abajo, ;qué?

il il Gilall & lis

Traduccion palabra por palabra y
fiel al original, Valor didactico:
vocabulario.

Yo llamo, usted viene,
es el portero, right.

SIS

Traduccion palabra por palabra y
literal. De este modo se tramite la
idea de la limitada competencia de
Sam. Esta traduccion sin las
imagenes es muy confusa. Quizas

seria conveniente decir:
sl e sl L [lad ey Juail Ul

LEl portero? Yo soy
Pablo, y vivo enfrente

o oSl Sl Ul el sl sa Ja
Jaaal)

Traduccion palabra por palabra y
fiel al, Valor didactico:
vocabulario. Seria conveniente
afiadir la particula interrogativa hal
(J»), como en:

flsdl 58 da

Lola y yo vivimos aqui

biu\.m.\a_\wwl_l‘jy‘gj

Traduccion palabra por palabra, y
fielmente adaptada al dual arabe.
Valor didéctico: vocabulario.

Eso ya lo sé, pero donde
esta Lola. Lola me ha
dado esto.

"Y}lg«su_\\uﬁéhelc\c?u
\.\AY}SG.\SLA:\

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

Lola? ;Te ha dado esto?

¥13a Slilel Ja €Y )

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.
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Tienes hambre

gl il da

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

Tenemos que ir a
comprar algo de comer.

dSMcG&c.\‘).-ﬂc_\Amu\L\:\ln

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

(Qué quieres?

R

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

Si Pablo, ensefia un poco
de espafiol a Sam.

o Ol o ol o
ERIY

Traduccion palabra por palabra.
Valor didéctico: vocabulario. Aqui
el traductor olvido usar el
imperativo correctamente, en este

caso: ple

Si le voy a ensefiar un
poco de espaiol.

O JHlBl) ol aalaty e)éi-“’ cpad
Aany)

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

LY sabes como se dice
“house” en espafiol?

BRIl il (1 130 o5
Al

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario. Seria recomendable
una traduccion mas directa como
keifa («axS):

$Ab Yl """ (o8 S b ai Ja s

iEl americano, Sam,
pensé que yo era el
portero!

sl Ul il e ol S5 5031

traduccion palabra por palabra,
pero hace un uso incorrecto de la
puntuacion duplicando el signo de
interrogacion. Uso reiterativo del
pronombre de primera persona:
ana. También seria posibleusar el
verbo &b

Voy a parar esto laa i du | Traduccién palabra por palabra, y
fiel al original. Valor didactico:
vocabulario. Uso del futuro en
presente.

Esto es el horno:: O 58 138 L | Traduccion palabra por palabra, y

fiel al original. Valor didactico:
vocabulario. Aqui es importante el
lenguaje visual, ya que el chico
espafiol Pablo sefiala una cesta
para la ropa sucia a Sam.

Muy bien, el perro de
Ana duerme en el horno.

8 ol Ul S Tas s i

ol

Traduccion palabra por palabra, y
fiel al original. Aqui es importante
el lenguaje visual que ayuda
efectivamente a comprender que
esto una confusion creada por
Pablo.

Ana, el perro esta en el
horno.

Ol & s U

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario: verbo estar.
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A Lola, Le gustan los
hombres fuertes

b @Y Tl cai Y

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario: verbo gustar.

Y sobre todo las piernas
fuertes

Ll Ja ¥ dala

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

Si, pero puedes pedalear

50 dossally iy (Sl g | Cand

Traduccion palabra por palabra,

50 kilémetros. ¢ 5islS | pero el verbo pedalear seria mejor
traducirlo por un masdar:3»3) . Es
decir: 4e s Jiaall &Sy (S Valor
didactico: verbo pedalear.

Imposible Jiaiue | Traduccion directa. Valor
didactico: vocabulario.

Si, mira Ukl s | Imperatives

Mira Lola, 50 el 50 - 15kl 1Y ol | Traduccion palabra por palabra, y

kilometros. fiel al original. Valor didactico:

vocabulario: imperativo y los
numeros.

Qué tal todo?

Traduccion palabra por palabra,
pero poco natural. Hay expresiones
coloquiales que serian mas
apropiadas como: f¢ 25 JS s

Mala suerte

Traduccion palabra por palabra.
Valor didéctico: vocabulario:
expresion.

Necesitas una ducha

i Y Al

Traduccion palabra por palabra.
Valor didéctico: vocabulario.

Disculpen

1 e

Traduccion directa

Ya esta bien

[JERIRY

Traducion semantica. Hay otras
opciones como khalas (u=l2)

Ha usado mi bicicleta

Traduccion palabra por palabra y
fiel al original. Valor didactico:
vocabulario y el pretérito perfecto
compuesto.

Qué broma tan horrible.

dna ) da e e Ll

Traduccion semantica y fiel al
significado original. Valor
didactico vocabulario.

Qué chico tan malo

"c;“‘-ﬂ}&“‘dl:’

Traduccion semantica y fiel al
significado original. Valor
didéctico vocabulario.

Pablo, ;se puede quedar
contigo?

Slan clad) 430y Ja ¢ S

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario: verbos reflexivos.

Tienes una habitacion
libre. (Pablo), pero eso
no es mi problema.

L oS 032 Ailne 282 oL
. w!s 3 - “S

Traduccion palabra por palabra, e
incorrecta. El término; 4xlas,
significa gratuito, y sin palabra
228 52 No tiene mucho sentido.
La frase deberia decir:
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23 o<1 (GhL) Aerdie e e ol

Lo siento, me quieren

ey s il ecand

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

No es importante & ¥ | Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

Diselo s il | Traduccidn semantica ya que usa
el verbo informar y no decir.

El caso es que... Ol o ... 4xdll | Traduccién palabra por palabra, y

fiel al original. Valor didactico:
vocabulario.

Quedaos ahi, voy a
arreglarlo todo

eod JS 7 2bals o il cllia |58

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
expresiones.

Padres )y | Traduccion semantica. Ha
traducido singular
Seguro AS) | Traduccion directa. Valor

didactico: vocabulario.

La familia Scott, una de

& V) e aal g - S Alile

Traduccion palabra por palabra,

las mas ricas en K ! | pero confundio el femenino en
América. familia y en la construccion
superlativa deberia mencionar el
térmjno familias, como en:
)yl (B Bl 2] (e Baal
Criados a3 | Traduccion directa. Valor

didactico: vocabulario.

Sam, eres rico, porque
quieres quedarte aqui.

Sl elad) i 5kl e el el

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

La gente te quiere por tu
dinero.

felll ol Jal e o) iy

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

Pero eso es terrible

FICENE

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

No se lo digas a nadie laal ;a3 Y | Traduccion semantica ya que usa
el verbo informar y no decir.

Secreto = | Traduccion directa. Valor
didéctico: vocabulario.

Callate Pablo s e Al [ Traduccion directa. Valor
didéctico: imperativo

Sam se queda con Uze Ay ol | Traduccion palabra por palabra, y

nosotras

fiel al original. Valor didactico:
vocabulario.
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Ven y siéntate Sam.
Llamame Lola.

Ui sy 0l calas ulal g [l

Traduccion palabra por palabra, y
fiel al original. Valor didactico:
vocabulario.

Hoy ha llegado Sam y es
Carnaval

(L S i g 0 sall als Jaca

Traduccion palabra por palabra.
Valor didéactico: vocabulario.

Ha visto alguien la
revista que compreé.

Lo il ) Aladl) ol ol O

Traduccion palabra por palabra.
Valor didéctico: vocabulario.
Oraciones complejas en pasado.

Donde esta? ¢ ol | Traduccién palabra por palabra.
Valor didéctico: vocabulario.
No tengo ni idea 588 gal il [ Traduccion palabra por palabra.
Valor didactico: vocabulario.
Voy a responder sl Ul | Traduccion palabra por palabra.
Valor didactico: vocabulario.
Sube. 2al | Traduccion directa
Es la duefa 4l Wl [ Traduccion palabra por palabra.
Valor didactico: vocabulario.
La sargento <8 )} Wl | Traduccion palabra por palabra.
Valor didactico: vocabulario.
Esconde aSam elw elaa) | Traduccion palabra por palabra.

Seria mas apropiado usar el verbo
=+ Valor didactico: vocabulario:
imperativo.

Le debo renta. DU @l (ae Ul | Traduccion palabra por palabra.

Valor didactico: vocabulario:

imperativo.
Final
I’'m going to love it here = ¢Sl 138 sl | Traduccion palabra por palabra.
mom Valor didéctico: vocabulario.

4. Conclusiones

La eleccion del método de traduccion para una tarea especifica depende de varios
factores, incluida la naturaleza del texto, el publico previsto y el objetivo de la traduccion. Para
garantizar traducciones precisas y fieles a la esencia original del texto, los traductores deben
poseer un amplio dominio de los idiomas involucrados, asi como una comprension integral de
las disparidades culturales entre ellos.

En el caso de la serie Extra, podemos apreciar una traduccion palabra por palabra, e
incluso fiel en diversos momentos, que es el tipo de traduccion mas adecuado para textos con
finalidad educativa. Sin embargo, hay casos en los que es evidente un uso excesivo de este tipo
de traduccion, lo que da lugar a una traduccidon imprecisa, confusa y, en ocasiones, erronea,
reduciendo asi su eficacia educativa. No obstante, la serie sigue siendo muy beneficiosa en el
aula, ya que contextualiza eficazmente el vocabulario y las expresiones en una amplia gama de
escenarios. Ademas, el tono humoristico de la serie ayuda en el proceso de la adquisicion de
vocabulario y estructuras gramaticales. Asimismo, el lenguaje visual, los escenarios y el atrezo
transmiten y refuerzan eficazmente el significado del vocabulario, ademas de aclarar conceptos
lingiiisticos y gramaticales, minimizando cualquier posible confusion que pueda surgir del
texto.
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El contenido de la serie se ajusta perfectamente con el curriculo, destinado a estudiantes

de educacion secundaria y preparatoria, convirtiéndola en un recurso valioso en el aula. Sin
embargo, uno de los problemas que hemos encontrado en la serie no esta vinculado con la
traduccion, sino con la extension y la densidad del capitulo. Este capitulo dura
aproximadamente 22 minutos, pero contiene de una cantidad considerable de vocabulario.Esto
puede plantear desafios para los estudiantes, ya que puede dificultar el seguimiento de la trama
y la asimilacion del nuevo vocabulario.
Para mejorar la experiencia de los estudiantes en su proceso de aprendizaje, es apropiado
dividir el capitulo en dos o tres partes mas cortas. Esto permitira a los aprendientes tener mas
tiempo para procesar la informacién y aprender el vocabulario. Se pueden afadir mas
actividades de aprendizaje al final de cada parte para ayudarles a consolidar lo que han
aprendido.
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,, Lumea este reprezentarea mea.”’
(Arthur Schopenhauer)

Abstract

Writing the history of imagology is another way of defining it. The year 1966, when
Dyserinck published his well-known article, is not the end of its history, but just the beginning.
In its short existence, the imagology has been known by several names, each of which reveals
a history of its own. These ,, histories” seem less interested in the past than in the future of a
science in search of its own destiny.

Résumé

Ecrire U'histoire de l'imagologie est une autre fagon de la définir. L'année 1966, oil
Dyserinck a publié son célébre article, n'est pas la fin de son histoire, mais seulement le début
de celle-la. Au cours de sa courte existence, ['imagologie a porté plusieurs noms, qui révélent
chacun une histoire propre. Ces « histoires » semblent moins s'intéresser au passé qu'a l'avenir
d'une science a la recherche de son propre destin.

Rezumat

A face istoria imagologiei este un alt fel de a o defini. Anul 1966, cand Dyserinck si-a
publicat cunoscutul articol, nu este sféarsitul istoriei ei, ci de abia inceputul acesteia. In scurta
ei existentd, imagologia s-a facut cunoscutd prin mai multe denumiri, fiecare dintre acestea
relevdnd o istorie proprie. Aceste ,,istorii” par interesate mai putin de trecut, cat mai ales de
viitorul unei stiinte aflate in cautarea propriului destin.
Keywords: comparative, Guyard, Wellek, country, foreigner

Mots-clés: comparatif, Guyard, Wellek, pays, étranger

Cuvinte-cheie: comparatistica, Guyard, Wellek, tara, strdin
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1. Preliminarii

Imagologia a aparut in 1966, adicd in urma cu 58 de ani, cand Hugo Dyserinck a
publicat un articol, devenit repede celebru si considerat actul ei de nastere. (DYSERINCK,
1966). Ea s-a dovedit suficient de veche spre a fi preocupata de propria istorie, dar si destul de
recenta pentru a fi constienta ca statutul ei nu este inca bine precizat. De altfel, eforturile de
pana acum ale imagologilor sunt indreptate in aceste douad directii, pe care le voi urma si eu in
continuare.

Insistenta cu care au loc aceste discutii este dovada unui statut inca precar al disciplinei,

ele fiind purtate fie in scrieri care le sunt dedicate integral, fie in preambulul altora, care
analizeaza imaginile din texte de regula literare.

Destul de des, nevoia unor incursiuni istorice sau comentarii privind metodologia
disciplinei se explicd prin necesitatea de a le face cunoscute in tari unde imagologia este
incipientd, cu precadere 1n cele est-europene.

A face istoria imagologiei este un alt mod de a o defini.

O stiinta, cu cat este mai recentd, cu atdt manifesta intentia de a-si identifica un trecut
cat mai Indepartat, cici ea nu este inventata, ci descoperita, preexistandu-si sub forme diverse,
dar intotdeauna raportabile la ea. De aceea, este de presupus cé aparitia unei stiinte noi este
determinatad de o serie de cauzalitdti, care au facut-o necesard, si de circumstante favorabile,
care au facut-o posibila.

Nu este deloc intamplator ca insusi Dyserinck a incercat sa-si giseasca precursori
respectabili, fara sa faca vreo deosebire Intre imagologii propriu-zisi si comparatisti, ceea ce
pentru el era o suprapunere fireasca, de vreme ce considera imagologia o ramurd a
comparatisticii. (DYSERINCK, 2003). O cercetare mai extinsa apartine lui Leerssen, care
vorbeste de o preistorie si chiar de o arheologie (desigur in sensul lui Foucault (FOUCAULT,
1969) a imagologiei. (LEERSEN, 2007).

De altfel, chiar Programul de la Aachen nu s-a nascut ex nihilo, ci isi are propria
preistorie!.

Avantajul unei investigatii retrospective este ca astfel se poate atesta vechimea unor
preocupari determinate, la randu-le, de necesitatea si de oportunitatea lor. Dezavantajul posibil
este acela cd momentul in care stiinta respectivd a devenit constientd de sine poate fi
descalificat ca atare si considerat o simpla etapa a unei istorii continue.

2. 1966

Pentru cei tot mai multi care sunt interesati de istoria imagologiei, aceasta pare a fi
rezultatul unei diacronii, al carei Inceput nu este cunoscut, dar al carei sfarsit este clar: anul
1966, cand Hugo Dyserinck a publicat cunoscutul sau text. Este o diacronie prospera, care se
amplifica necontenit cu noi si noi precursori din ce In ce mai vechi. Lista lor este alimentata cu
nume ce provin mai ales din Germania si din Franta, cu preocupari in domeniul literaturii
comparate sau din afara acesteia. Pentru cei care o iIntretin, acesti predecesori ar trebui
considerati imagologi avant la lettre sau, mai simplu, adeptii unei imagologii involuntare.

Sirul lor tumultuos are, pentru adeptii cronologiei investigative, o dublad motivatie. In
primul rand, cei care considerd, pe urmele lui Dyserinck, cd imagologia este o ramurd a
comparatisticii, istoria ei devine in mod firesc o componenta legitima a istoriei disciplinei-
mama. Asadar, ficand istoria literaturii comparate, se face, implicit, si istoria imagologiei. In
al doilea rand, un argument serios pentru intoarcerea intr-o istorie cat mai indelungata ar putea

I Cénd literatura comparatd a incetat sd mai existe aici, odatd cu desfiintarea catedrei respective, ea si-a
supravietuit printr-o ramuré a ei: imagologia (SCHMIDT, 2018).
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fi (desi nu este invocat!) preexistenta textelor imagogene’, in care imaginile apar, dar fari a fi
percepute si comentate ca atare, fiind insa susceptibile sd devina obiecte de interes stiintific.
Asadar, o ,,imagologie” implicata in propriul obiect.

A te situa Intr-un trecut propriu al acestei discipline inseamna a-1 extrage din aceasta
»istorie de imprumut”. Asadar, care sunt precedentele sigure ale lui 1966? Raspunsul se gaseste
chiar in textul respectiv, caci autorul Tnsusi se raporteaza deschis la o carte aparuta cu 15 ani
mai devreme, al carei autor, Guyard, este considerat deschizitorul de drum al unei noi
perspective in literatura comparata: aceea a perceperii strainului si a straindtatii asa cum apar
in texte literare franceze. (GUYARD, 1951). Ilustrativ este capitolul L'étranger tel qu'on le
voit, unde se face o utild distinctie Intre image si mirage, adica intre perceptia adevarata si
perceptia deformatd a unei realitdti, sub influenta directd a unui context istoric mereu
schimbator: ,Nu existda Germania, ci Germania lui Michelet, cea a filosofilor, cea a
francezilor”.

Este momentul sd facem acum un scurt comentariu. Orice imagine este felul particular
(i. e. subiectiv) 1n care cineva percepe ceva. Cu alte cuvinte, orice imagine este initial o image,
dar poate deveni o mirage, atunci cand este interpretata ulterior ca atare. Sau: nu imaginea este
adevarata sau deformata, ci interpretarile ei ulterioare o desemneaza ca atare. Este un punct de
vedere ce poate conta atunci cand ne vom referi la atitudinea polemica a lui René¢ Wellek fata
de comparatistii francezi.

Pentru o viitoare istorie a imagologiei este important sd se constate cum se raporteaza
Dyserinck la sursa lui directi. in timp ce Carré discuta pe larg felul in care imaginea Germaniei
a fost perceputa si interpretata de francezi de-a lungul unui secol si jumatate, in care evenimente
politice au determinat schimbdri permanente in receptarea acestei fdri (CARRE, 1947), Guyard
propune o subtild inlocuire a lui tara cu strainul. (GUYARD, 1951). Ciudat este faptul ca exact
acelasi traseu terminologic, dar nu numai pe acesta!, 1-a parcurs si comparatistul de la Aachen:
in textul din 1966 apare mereu das (andre)Land, dar niciodata der Fremde. Acestuia 1i va fi
rezervata insa o pozitie privilegiata, absoluta s-ar zice, in viitorul imediat, in alte articole ale
sale, el fiind urmat de toti imagologii care si 1-au asumat drept unic obiect al preocuparilor lor.
Renuntarea la fara in favoarea lui strdin a facut posibild aparitia imagologiei, al cérei interes
este Indreptat exclusiv catre individ, si nu catre un grup de indivizi omogenizat etnic, de care
se ocupa etnologia. Astfel, imaginea si-a gasit un loc propriu, alaturi de stereotip, dar diferit de
cel ocupat de acesta’. Dar preferinta pentru strdin si evitarea lui fard este si dovada implicrii
comparatistului german intr-o polemica ce vizase insasi existenta disciplinei pentru care a
intemeiat o scoala.

Dyserinck citeaza, la fel de frecvent, cuplul de termeni francezi image/mirage, preluati
tot de la Guyard, cu precizarea ca pentru cel dintdi el propune varianta germana Bild (das Bild
vom andre Land), la care va renunta totusi ulterior, pentru simplul motiv cd derivatele ei
posibile (Bildkunde’ si Bildwissenschaft’) erau deja in functie, dar cu alte sensuri decat cel cu
care va fi Investit termenul imagologie.

De remarcat cé nici acesta nu apare in textul din 1966, ci va fi adoptat curdnd dupa
aceea, agsa cum marturiseste chiar Dyserinck: ,,Fireste, conceptul a fost preluat de mine din
terminologia etnopsihologiei franceze” (DYSERINCK, 1982), dar fard a indica sursa:

2 Autorii acestora sunt amintiti laolaltd cu pionierii comparatisticii, intre unii si ceilalti neficAndu-se nici un fel de
diferentiere.

3 Mai tarziu, Dyserinck insusi va adopta o atitudine ezitantd in privinta relatiilor dintre imagologie si alte stiinte.
in 2003, el evoci o posibili trecere de la etnopsihologie la etnoimagologie.

4, Arta imaginii”

5 . Stiinta imaginii”. Bild va raimane totusi in uz, dar exclusiv in textele scrise in limba germani si numai in legdtura
cu o anumitd tara, de obicei in sintagma Deutschlandbild (HEITMANN, 1966 si 1985, KOCH-HILEBRECHT,
1977, LEINER, 1989, SUSSMUTH, 1996, CORONATO, 2014 etc.).
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BRACHFELD 1962. El mai precizeaza ca acest concept a fost utilizat pentru prima data in
anul universitar 1967-1968, in mediul academic din Aachen, pentru a indica ,, studiul literar al
imaginii celeilalte tari”.

Tot Guyard este si sursa care a alimentat procesul anevoios al nasterii imagologiei. In
capitolul final, Un domaine d'avenir, el recomanda cercetarea imaginii unei alte tari drept un
teren fertil al , literaturii comparate”. (GUYARD, 1951). La acest indemn, poate fi atasat si
Brachfeld, care anunta nasterea unei noi stiinte: stiinta imaginilor (BRACHFELD, 1962),
careia, de altfel, este si cel dintai care 1i da un nume: imagologia. Lui Dyserinck nu i-a rdmas
decat sa-i urmeze si sa propuna, la randul lui, drept posibila si utila ,,cercetarea imaginii literare
a celeilalte tari, adica pe cea a mirajelor, respectiv a imaginilor” (p. 1) si sa recunoasca onest
cé ea ,,a fost propusa de diversi reprezentanti ai scolii comparatiste franceze drept importante
si noi obiective de cercetare”. Acest presentiment al unui domeniu nou si rodnic de cercetare
este expresia unui fel de ,,mesianism” stiintific, adicd a unei asteptari legitime, care sa se
concretizeze intr-un viitor greu de precizat.

Nu numai comparatisti francezi au fost cei care au impulsionat aparitia imagologiei, ci
si, iIn mod neasteptat, Wellek, cel care critica ,,drumul gresit pe care mergea literatura
comparatd francezd, ea riscand sd devind o anexd stiintificdi in serviciul relatiilor
internationale”. (WELLEK, 1953). Este adevarat ca Dyserinck considera o eventuala implicare
in aceastd polemica drept lipsitad de sens, dar tot el, desi pare ca ia apararea lui Carré si Guyard,
va tine cont de reprosul lui Wellek. Din dorinta de a-si proteja disciplina céreia i se consacrase,
va declara viitoarea directie de cercetare o ramurd a comparatisticii, atitudine ce va fi
impartasita de toti adeptii imagologiei de mai tarziu. Pentru a dilua reprosul criticului american,
el va adopta o strategie ,.chirurgicala”, extirpand din corpul comparatisticii elementele
susceptibile de interpretari ideologice: natiunea si poporul, in locul carora propune pe tfara
(care i se parea ideologic neutru) Mai mult, el crede cad tocmai cercetarea imaginii literare a
celeilalte tari ,,ar putea duce intr-o masurd mai mare la dezideologizarea metodelor stiintei
literare”, ignorand insa ca intentia de dezideologizare este ea insasi o atitudine ideologica.

Imagologia, asa cum se prezinta ea azi, este rezultatul a trei restrangeri: a ei ca parte a
comparatisticii (si nu o disciplind de sine statatoare), a domeniului de cercetare la aria literaturii
fictionale si a unei realitati colective (fard) la una individuala (strain). De observat ca
Dyserinck marturiseste, onest, ca ,.,textele in care imaginile strainului joacd un asemenea rol nu
sunt numeroase, dar totusi existd”. Avem aici, poate, si explicatia faptului ca interesul pentru
istoria si cel pentru perspectivele imagologiei surclaseaza cercetarile de imagologie practica,
adica pe text. Pana la definitivarea propriului statut stiintific, imagologia isi va derula in avans
nu istoria, ci istoriile care sa-i ofere argumentele necesare pentru stabilirea propriei identitéti.
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Abstract

This research paper explores the maritime literary landscape to analyse the sailor’s
figure as a vector of cosmopolitanism — an embodiment of global citizenship and cross-cultural
encounters. Drawing upon theoretical frameworks from social sciences, philosophy, literary
theory, and cultural studies, the article examines the significance of sailors in the context of
(post-)colonialism and the global dissemination of culture and literature. Through literary
analyses of works belonging to Victor Hugo, Joseph Conrad, Herman Melville, Alexander
Kent, Patrick O Brian, and Alvaro Mutis, the paper highlights the sailor’s role as a bridge
between cultures, a witness to global exchanges and a symbol of cosmopolitan values. By
synthesising theoretical insights and literary explorations, it sheds light on the enduring
relevance of maritime narratives in understanding the complexities of a borderless world.

Résumé

Cet article de recherche explore le paysage littéraire maritime pour analyser la figure
du marin en tant que vecteur du cosmopolitisme - une incarnation de la citoyenneté mondiale
et des rencontres interculturelles. S'appuyant sur des cadres théoriques issus des sciences
sociales, de la philosophie, de la théorie littéraire et des études culturelles, l'article examine
l'importance des marins dans le contexte du (post-)colonialisme et de la diffusion mondiale de
la culture et de la littérature. A travers des analyses littéraires d'ceuvres de Victor Hugo, Joseph
Conrad, Herman Melville, Alexander Kent, Patrick O'Brian et Alvaro Mutis, l'article met en
lumiere le role du marin en tant que pont entre les cultures, témoin des échanges mondiaux et
symbole des valeurs cosmopolites. En synthétisant les idées théoriques et les explorations
littéraires, il met en lumiere la pertinence durable des récits maritimes pour comprendre les
complexités d'un monde sans frontiéres.

Rezumat

Aceasta lucrare de cercetare exploreazd peisajul literar maritim pentru a analiza
figura marinarului ce functioneaza drept vector al cosmopolitismului - o intruchipare a
cetdteniei globale si a intdlnirilor interculturale. Bazdndu-se pe cadre teoretice din stiintele
sociale, filozofie, teoria literara si studiile culturale, articolul examineazd semnificatia
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marinarilor in contextul (post-)colonialismului si al diseminarii globale a culturii si literaturii.
Prin intermediul unor analize literare ale unor opere apartindnd lui Victor Hugo, Joseph
Conrad, Herman Melville, Alexander Kent, Patrick O'Brian si Alvaro Mutis, articolul
evidentiaza rolul marinarului drept punte intre culturi, martor al schimburilor globale si
simbol al valorilor cosmopolite. Prin sintetizarea perspectivelor teoretice si a explorarilor
literare, lucrarea pune in lumind relevanta durabild a naratiunilor maritime in intelegerea
complexitatii unei lumi fara frontiere.

Keywords: sailor, cosmopolitanism, colonialism, maritime narrative, global citizenship
Mots-clés : marin, cosmopolitisme, colonialisme, récit maritime, citoyenneté mondiale

Cuvinte cheie: marinar, cosmopolitism, colonialism, naratiune maritimd, cetdtenie globala

Introduction

Cosmopolitanism is a “highly malleable and multidimensional concept” (SHAW, 2017,
p- 2), and due to its specificities, it defies any simple definition. Literary studies use the concept
“as a synonym for the terms globalisation and transnationalism”. (SHAW, 2017, p. 2).
Stemming from the Greek word kosmopolités (xoopomoAitng), which means “citizen of the
world”, cosmopolitanism in its original form refers to the idea that all human beings, regardless
of their political affiliations, are (or can and should be) citizens of a single global community.

Cosmopolitanism can be understood as a moral philosophy that asserts that individuals
are primarily citizens of the world rather than of a particular nation-state or political community
and that our primary duties and loyalties are to all human beings rather than just compatriots
or fellow members of our specific community. (HELD, 2010, p. IX-XII).

From a cultural perspective, cosmopolitanism refers to individuals’ capacity to navigate
different cultures and engage with diverse traditions without losing their cultural roots. It is
more about celebrating diversity, fostering intercultural dialogues, and recognising shared
human experiences across differences. Cultural migration has played a significant role in
shaping cosmopolitan perspectives. Literature and music, as forms of artistic expression, often
transcend national and cultural boundaries, allowing for shared experiences and understandings
across diverse audiences. This migration of cultural forms fosters a cosmopolitan mindset,
where individuals become more often open to and appreciative of various cultural influences,
blending the local and the global in unique ways. In this case, cosmopolitanism goes hand in
hand with transculturalism, which emphasises the fluidity and hybridity of cultures. Rather
than just promoting understanding and appreciation of different cultures, transculturalism
recognises that cultures are not static; they evolve, blend, and interact in myriad ways. This
approach celebrates the dynamism of cultural interactions and the emergence of new, hybrid
cultural forms.

Maritime cosmopolitanism may be regarded as an offshoot of the broader cosmopolitan
discourse and focuses on the world of the seas, oceans, and the communities that inhabit and
traverse these vast spaces. Given maritime spaces' unique cultural, economic, and political
dynamics, this form of cosmopolitanism offers a distinct perspective on global interactions,
identities, and exchange.

Seas and oceans have historically been spaces of exploration, commerce, and cultural
exchange. As ancient civilisations embarked on maritime voyages, they traded goods, ideas,
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traditions, and practices. From the old Silk Route to the voyages of explorers such as Vasco da
Gama, Magellan or Columbus, maritime routes have facilitated global interactions, laying the
groundwork for early forms of cosmopolitanism.

On the other hand, port cities, given their strategic locations as nodes of maritime trade,
emerged as cosmopolitan hubs. With their diverse populations, places such as Istanbul,
Alexandria and Singapore epitomised maritime cosmopolitanism. These cities, where sailors,
merchants, and travellers from different parts of the world converged, were crucibles of cultural
fusion and exchange:

The more universally oriented notion of cosmopolitanism conceptualizes cities as nodes
in a global cultural network and considers them as the endpoints of migratory
movements that produce cultural mosaics. Originating in ancient Greek thought and
Kantian philosophy, cosmopolitanism reflects a universalistic conception of human
belonging. (ROVISCO, NOWICKA, 2011, p. 89).

These port cities can be seen as “cosmopolitan metropolis” since they are “inscribed in
transnational population flows which transcend the boundaries of the nation-state”, and like
any other large cities, they constitute “a nod in cultural flows which are partly ordered by
center-periphery relationships. (ROVISCO, NOWICKA, 2011, p. 89).

Maritime communities, including sailors, fishers, and coastal inhabitants, often
exhibited a unique cosmopolitanism. Their lives, shaped by the rhythms of the sea, imbibed
elements from various cultures they interacted with. These communities’ stories, songs, and
folklore provide rich insights into the maritime cosmopolitan ethos.

While maritime cosmopolitanism offers a vision of global solidarity and mutual respect,
it is not devoid of challenges. Historical legacies of colonialism, imbalances in marine trade,
and territorial disputes often challenge the cosmopolitan ideals, which some critics considered
utopian ideals. Moreover, the lives of maritime communities, especially in the global South,
are fraught with vulnerabilities, underscoring the need for a more inclusive form of maritime
cosmopolitanism.

The future of maritime cosmopolitanism hinges on addressing its inherent challenges
while amplifying its strengths. As global challenges such as climate change, overfishing, and
marine pollution become more pressing, the need for a maritime cosmopolitan ethos becomes
paramount. It calls for international solidarity, shared stewardship, and a deep-seated respect
for the maritime world and its diverse inhabitants.

Maritime cosmopolitanism, with its unique focus on the world of the seas and oceans,
offers a fresh perspective on global interactions and ethics. Rooted in historical legacies, shaped
by diverse maritime communities, and looking forward to a future of shared responsibilities, it
underscores the profound interconnectedness and interdependence of the maritime world. As
humanity grapples with pressing global challenges, the ideals of maritime cosmopolitanism
provide a reference point, guiding the way towards a more harmonious, equitable, and
sustainable future.

Cosmopolitanism, Globalisation and Utopianism

The intricate relationship between cosmopolitanism and globalisation paints a vivid
picture of the modern world’s complexities. These intertwined concepts, while distinct, deeply
influence each other, shaping the contours of global interactions, ethics, and identities.

Globalisation, often described as the increasing interconnectedness of economics,
cultures, and societies, has facilitated the rapid exchange of goods, ideas, and values across
borders. This growing interdependence, driven by technological advancements and economic
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imperatives, has brought opportunities and challenges. Cosmopolitanism, emphasising global
citizenship and ethical responsibilities, provides a moral compass to navigate these turbulent
waters.

In the age of globalisation, with multinational corporations wielding significant power
and digital platforms connecting distant corners of the globe, ethical questions become
paramount. Whose interests are being served? How are benefits and burdens distributed across
the world? Cosmopolitanism, focusing on universal values and rights, offers guidance,
advocating for equity, justice, and mutual respect in global interactions.

But one of the most visible facets of globalisation is the exchange of cultures. From
global cinema to fusion cuisines, today’s world is a melting pot of traditions, influences, and
innovations. Cosmopolitanism celebrates this diversity, promoting understanding,
appreciation, and integration of varied cultural expressions. It encourages individuals to see
beyond their immediate contexts, embracing a shared global heritage. However, the
convergence of cosmopolitanism and globalisation is not without challenges. The risk of
cultural homogenisation, the dominance of Western norms, and the potential sidelining of
indigenous traditions are real concerns.

The future lies at the intersection of cosmopolitanism ideals and the realities of
globalisation. It calls for collaborative efforts, innovative solutions, and a renewed commitment
to global solidarity. While challenges abound, the possibilities are endless, with the potential
to shape a world that truly celebrates its interconnectedness and diversity: “In the intricate
dance of cosmopolitanism and globalisation, lies the blueprint for our shared future. A future
that recognizes interdependencies values its diversities and works tirelessly towards a
harmonious global symphony”. (ROVISCO, NOWICKA, 2011, p. 230).

The intersection of cosmopolitanism and utopianism presents a visionary and
aspirational approach to global interactions and ethics. This perspective views cosmopolitan
ideals as practical guidelines for global governance and a profound aspiration for a harmonious
global community united in its diversity and committed to mutual understanding.

Utopianism, at its core, is about envisioning a better world. It is a realm of imagination
where social structures, relationships, and interactions are idealised. Cosmopolitanism, when
viewed through this lens, becomes an aspirational goal. Regardless of their origins, all
individuals are recognised as equal global community members with shared rights,
responsibilities, and destinies.

While cosmopolitanism often engages with the practicalities of global governance,
laws, and policies, its utopian dimension emphasises its moral and ethical imperatives. It is a
call to strive for a world where differences are not just tolerated but celebrated, where global
solidarity is not just a diplomatic strategy but a deeply held conviction.

However, the realisation of this cosmopolitan vision is fraught with challenges. The
realities of power dynamics, economic disparities, and entrenched prejudices often starkly
contrast the idealised world of cosmopolitan utopianism. These challenges, while daunting, are
not insurmountable. They require collective will, innovative solutions, and a steadfast
commitment to the cosmopolitan ethos.

Art, literature, and culture are pivotal in fostering and propagating the utopian
cosmopolitan vision. Through stories, music, and various cultural expressions, the ideals of
global unity, shared humanity, and mutual respect are disseminated, resonating with diverse
audiences and planting the seeds for a cosmopolitan future.

While the utopian cosmopolitan vision may seem distant, it is a beacon guiding global
endeavours and interactions. Every step towards greater understanding, every initiative that
bridges divides, and every dialogue that fosters mutual respect brings the world closer to this
vision. It is a journey that requires patience, persistence, and unwavering belief in the
possibilities of a united global community.
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Cosmopolitanism and Literature

In the vast expanse of world literature, few figures emerge as consistently and
emblematically as the sailor. This individual is often on a quest for personal, national, or global
pursuits, symbolising the movement, change, and connections that the world experiences. As
a result, the sailor has become a representative of cosmopolitanism — a global citizen who
traverses the boundaries of nations and cultures, experiencing the world in its multifaceted
glory.

The idea of cosmopolitanism in literature is not new. As seen in works such as
Globalizing Literary Genres. Literature, History, Modernity (2016) or Cosmopolitanism and
the Literary Imagination (2015), there is a rich array of explorations on how literary figures,
narratives and genres interact with global phenomena. Our focus — the sailor — stands at the
confluence of these discussions.

In the myriad literary landscapes created by writers such as Hugo, Conrad, Melville,
Hemingway, Kent, or O’Brian, the sailor often emerges not just as a character but as a symbol
— a vector of global experiences and cosmopolitan exchanges. This paper aims to explore this
symbolism, drawing from a range of literary works and critical analyses.

Sailors, be they pirates, navy officers, explorers, or fishers, have long been figures of
intrigue and admiration. They brave the vast, unpredictable oceans, experience contact with
diverse cultures, and often return with stories of the unknown. Historically, sailors were among
the few who could claim to have a truly global perspective, having seen and experienced more
of the world than most could dream of.

In In the Wake of Conrad: Ships and Sailors in Early Twentieth-Century Maritime
Fiction (2015), the portrayal of sailors provides a window into the maritime world's changing
dynamics during a significant global transition. The early twentieth century was a time of rapid
technological advancements, geopolitical shifts, and the emergence of new narratives about the
sea and those who sailed upon it. It was a period of rapid globalisation, marked by burgeoning
international trade, technological innovations, and the quintessential intermeshing of cultures.
The sailor stands as a reflection of this era. As they journeyed from port to port, they absorbed
cultural elements from different parts of the world, becoming living repositories of global
interactions.

Moreover, the sailors’ narratives transcend mere maritime adventures. They
encapsulate more prominent themes of identity, nationalism, transnationalism, and
transculturalism. As they sailed across borders, their identities often blurred, reflecting a shift
from rigid national identities to a more fluid, cosmopolitan self. This transformation symbolises
the early twentieth-century socio-cultural medium, where borders became more permeable and
identities more malleable.

Furthermore, John Peck, in his work Maritime Fiction. Sailors and the Sea in British
and American Novels, 1719-1917 (2001) provides a comprehensive look at how these figures
have been represented in literature over two centuries. With its changes and adventures, the
maritime world has been a fertile ground for writers and sailors, as the protagonists of these
stories often embody the hopes, fears, and aspirations of their respective societies. In his work,
the sailor emerges as not just a central figure navigating the high seas but a multifaceted symbol
bridging literary landscapes, both geographically and temporally. This rich and layered
portrayal reveals the sailor as a character entrenched deeply within societal, cultural, and
personal narratives.

Drawing from Alessandro Staziani’s work Sailors, Slaves, and Immigrants. Bondage
in the Indian Ocean World, 1750-1914 (2014) shows an intricate link between sailors, slaves,
and immigrants in the maritime world. This work sheds light on socio-economic and political
structures that influenced the lives of those who worked at sea. In many instances, sailors were
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not just free men exploring the world but were often bound by systems of servitude, economic
constraints, and political decrees. (STANZIANI, 2014, p. 2-5).

To truly understand the sailor as a vector of cosmopolitanism, it is essential to recognise
the diverse socio-cultural and economic backgrounds they hailed. They were not just agents of
global exploration and trade but were also products of their time, influenced by the world
around them as much as they controlled it.

Joseph Conrad and the Cosmopolitan Voyage

Joseph Conrad was a sailor long before he became a writer. His maritime experiences
significantly influenced his fictional works, often embedding them with a profound sense of
place, culture, and the human condition. This unique blend of personal experiences and
narrative craft makes Conrad’s portrayal of sailors particularly compelling in the context of
cosmopolitanism.

In the novel Heart of Darkness (1899-1902), Conrad’s most renowned work, Marlow
— the main character — embarks on a journey up the Congo River, symbolising both a physical
voyage and a metaphorical descent into the human psyche. While Marlow is not a sailor in the
traditional sense, his journey represents a voyage of discovery, much like sailors navigating
the uncharted waters of the oceans. Through his eyes, readers experience a clash of cultures,
the impact of colonialism, and a profound exploration of the human soul.

Lord Jim (1900), another of Conrad’s masterpieces, directly dives into maritime life.
The main character, Jim, is a seaman haunted by a single act of cowardice. The novel digs deep
into Jim’s psyche, exploring honour, redemption, and identity themes. As with many of
Conrad’s works, the sea is not just a setting but a character in its own right, reflecting the
tumultuous nature of human emotions and moral dilemmas.

Drawing from Globalizing Literary Genres. Literature, History, Modernity, it is evident
that Conrad’s novels align with the broader historical processes, connecting the present state
of globalisation to its deep-rooted history. For Conrad, the sea and its sailors are emblematic
of a world in flux, facing the challenges of modernity while grappling with age-old human
instincts.

Herman Melville and the Whalers’ Odyssey

Melville’s Moby-Dick is more than just a tale of a man’s obsessive pursuit of a white
whale. At its heart, it is a profound exploration of humanity, nature, and the cosmos. The
novel’s main character, Captain Ahab, embodies the tragic flaws of obsession and revenge. At
the same time, the narrator, Ishmael, serves as a reflective observer, providing readers with
insights into the diverse crew and their interactions on board Pequod.

The Pequod, a whaling ship, represents a microcosm of the world. Its crew, hailing
from various parts of the globe, illustrates multiple cultures, beliefs and backgrounds. This
diversity, highlighted in chapters such as The Whiteness of the Whale, showcases the ship as a
floating cosmopolis, where individuals, despite their differences, must cooperate to survive the
harsh realities of the sea.

Melville’s deep dive into the psyche of sailors, their superstitions, beliefs, and
relationships provides a rich panorama of human experiences. Drawing from In the Wake of
Conrad: Ships and Sailors in Early Twentieth-Century Maritime Fiction, it is clear that while
Melville wrote in the nineteenth century, his portrayal of sailors and their cosmopolitan
interactions resonates profoundly with maritime narratives of the subsequent centuries.
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The Sailor’s Figure as a Global Citizen in a Borderless Universe

At the heart of maritime fiction lies the sailor, an embodiment of adventure and
exploration. This theme is not restricted to a specific literary epoch but spans across narratives,
indicating the universality of the sailor’s image. While the sailor is often at the centre of all
nautical stories, his influence seeps into works where the maritime world is not the primary
focus. In novels such as Jane Austen’s Mansfield Park (1814), sailors and the maritime world
accentuate and interrogate broader societal dynamics:

For Austen, as for many of her conservative contemporaries, therefore, part of the
attraction of the navy as an idea was the manner in which it announced the essential
correctness of the existing system. At the same time, however, there was a sense that
the navy embodied a fresh spirit of enterprise and innovation. (PECK, 2001, p. 35).

Beneath the adventures lies a profound struggle, a testament to humanity’s perpetual
battle against nature. As Peck suggests, sailors are frequently portrayed in a game of dominance
over their environment, echoing the broader human narrative of control and confrontation
against the capricious forces of nature. This tumultuous relationship with the sea is not without
its perils. The sailor’s life, as depicted in maritime fiction, is fraught with dangers, underscoring
the ever-present threats of the vast oceans, from unpredictable accidents to the brutalities of
naval combat.

Parallel to the external challenges are the internal, physical struggles sailors have to
endure. The strenuous nature of their vocation leads to myriad health issues. Yet, external and
internal difficulties form the crucible within which the sailor’s character is tested and refined.

In the vast expanse of the sea, where horizons blend into one another and borders are
mere abstractions, the sailor’s figure emerges as a quintessential global citizen. Within the
universe of maritime literature, sailors transcend the limitations of geographical boundaries,
embodying the essence of a borderless world where cultural exchanges, (post-)colonialism, and
the dissemination of culture and literature find their most vivid expressions.

Sailors, often serving as envoys of colonial powers, played a pivotal role in the age of
colonialism. As vessels traversed the oceans, sailors became the first point of contact between
distant lands and cultures. Through their voyages, they brought with them not just commodities
and goods but also ideas, languages, and traditions. In this context, the sailor was a harbinger
of cultural encounters, laying the groundwork for intermingling societies and cultures.

The sailor’s perpetual mobility, traversing familiar and uncharted waters, positions
them at the crossroads of diverse societies and landscapes. This constant interaction with
various cultures, languages, and geographies imparts a worldly mindset and a genuine openness
to and appreciation of global diversities. Their stories, with encounters in foreign ports and
interactions with diverse people, challenge the parochial boundaries and cultivate a narrative
of inclusivity and cross-cultural understanding.

Literature highlights the intricate connections between sailors and the colonised.
Through maritime fiction and their characters, readers witness the complexities of colonial
interactions. Thus, sailors become mediators of cultures, observers of power dynamics, and
bearers of narratives that transcend national and regional boundaries.

The sailors’ role evolved as the world transitioned from colonialism to post-
colonialism. They came from colonised nations and became instruments of change, imbued
with the aspirations of newfound independence. This transformation is more evident in the
works of Victor Hugo and Alvaro Mutis.

Hugo’s novel Toilers of the Sea (Les Travailleurs de la mer, 1866) casts sailors as
protagonists in the battle against nature and societal prejudice. The sailor, Gilliatt, transcends
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his humble origins to challenge the norms of a society entrenched in class divisions. His
journey serves as a metaphor for the collective post-colonial struggle against systems of
oppression.

Hugo’s portrayal of sailors and maritime life is deeply symbolic. The sea, with its
vastness and unpredictability, represents the challenges individuals face in society. Sailors, in
Hugo’s fictional world, are not just navigators of the ocean but also navigators of life’s
challenges. They symbolise resilience, determination, and the human spirit’s ability to
overcome adversities.

The interaction between sailors and their environment in Hugo’s works reflects the
broader societal dynamics of the time. Drawing from Peck’s book Maritime Fiction. Sailors
and the Sea in British and American Novels, 1719-1917, it becomes evident that Hugo’s
portrayal resonates with the broader themes of maritime literature during the eighteenth and
nineteenth centuries. Sailors, whether battling the elements, facing societal prejudice or
overcoming personal challenges, emerge as symbolic literary figures, representing a broader
spectrum of human experiences and social dynamics.

Mutis’ The Adventures and Misadventures of Magroll (Empresas y tribulaciones de
Magroll el Gaviero, 1986-1989) takes its readers on a voyage through the psyche of Magqroll
el Gaviero. His wanderings are symbolic of a post-colonial world grappling with identity,
displacement, and the interplay between tradition and modernity. The sailor in this context
reflects post-colonial societies seeking to define themselves in a global landscape. While the
narrative is rich in maritime imagery, the main character, Magqroll, stands out as an actual vector
of cosmopolitanism. His physical and spiritual journeys take readers across diverse landscapes,
from bustling ports to remote islands, from the throes of love to the depths of despair.

Magroll, much like the sailors of other maritime narratives, constitutes a bridge between
cultures. His interactions, whether with fellow sailors, indigenous tribes, or colonial powers,
highlight the interconnectedness of the human experience. His stories, imbued with reflections
on life, love, and the transient nature of our existence, resonate with cosmopolitan values.

Mutis’s portrayal of Magqroll is not just the literary representation of a sailor but a
description of a philosopher, a lover, a poet, and a wanderer. He embodies the spirit of
cosmopolitanism, constantly seeking, learning and sharing, making him an actual vector of
cosmopolitanism.

Beyond their roles in colonial and post-colonial narratives, sailors have also been
instrumental in the spread of culture and literature across the world. As they transversed the
oceans, they carried not just cargo but stories, information, languages, and ideas. This
dissemination of culture is evident in the works of Patrick O’Brian.

In his novels constituting the book series Aubrey-Maturin, sailors become conduits for
exchanging knowledge and ideas. Through their interactions with diverse cultures and
intellectual pursuits, Captain Jack Aubrey and Dr. Stephen Maturin embody the role of sailors
as cultural ambassadors. Though different in temperament and background, the two forge a
bond that stands the test of time, challenges, and adversities. Their friendship is a testimony to
the cosmopolitan spirit of acceptance, learning, and mutual respect. As they journey across the
seas, battling foes, exploring new lands, and engaging in scientific and cultural pursuits, they
become true representatives of cosmopolitan values,

The novel, imbued with historical details, naval strategies, and cultural exchanges,
offers its readers a window into the nineteenth-century world. The diverse crew of the ship,
hailing from various parts of the British Empire, further adds to the cosmopolitan essence of
the narrative. Their interactions, challenges, and shared experiences highlight the
interconnectedness of human experiences, transcending boundaries and cultures.

The sailor is uniquely positioned in a universe without borders in maritime literature.
Their journeys, challenges, adventures, and interactions transcend geographical confines,
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offering readers a glimpse into the fluidity of human experiences. As global citizens of the seas,
sailors epitomise the interconnectedness of cultures, their richness of shared narratives, and the
enduring human spirit that seeks to explore and connect.

In conclusion, the sailor’s figure in maritime literature embodies the ideals of a global
citizen. This borderless entity navigates the oceans with curiosity, openness, and a willingness
to engage with the diverse cultures they encounter. Their roles in (post)colonialism and the
dissemination of culture and literature underscore their significance as vectors of
cosmopolitanism in a world where the sea serves as both a physical medium and a metaphorical
realm of endless possibilities.

Theoretical Aspects of Cosmopolitanism in Maritime Literature

The concept of cosmopolitanism has long captured the imagination of philosophers,
scholars, and literary figures alike. It offers a lens through which to view individuals and
societies as interconnected entities transcending geographical, cultural, and national
boundaries. In maritime literature, the sailor emerges as a prime embodiment of cosmopolitan
ideals, navigating the world’s oceans with a sense of openness, curiosity, and a unique vantage
point that transcends borders.

At its core, cosmopolitanism challenges the notion of parochialism and nationalism,
advocating for a global perspective that recognises shared humanity and interconnectedness.
Theoretical frameworks of cosmopolitanism span a spectrum from moral to ethical
considerations to political and cultural perspectives.

In maritime literature, cosmopolitanism is not just a theoretical construct but a lived
reality for sailors who navigate the oceans, bridging cultures and encountering diverse
traditions and societies. Their experiences echo the theoretical underpinnings of
cosmopolitanism — recognising humanity’s shared fate and the moral imperative to engage with
the world beyond one’s immediate borders.

Sailors, often hailing from diverse backgrounds and sailing across vast oceans, embody
cosmopolitan values through their interactions, experiences, and observations. They witness
the world’s complexities, confronting cultures and societies that challenge their preconceived
notions. As they engage with foreign lands, negotiate trade, and experience the camaraderie of
a diverse crew, they transcend the limitations of nationalism and foreign connections that
underscore cosmopolitan ideals.

The sailor’s ability, in maritime literature, to adapt to new environments, learn
languages, and navigate unfamiliar territories speaks to the cosmopolitan ethos. Joseph
Conrad’s characters, for instance, often find themselves in situations where they must navigate
cultural nuances and ethical dilemmas. Their interactions mirror the complexities of
cosmopolitan interactions, where individuals must reconcile their personal beliefs with the
diverse values they encounter.

Their roles in (post-)colonial narratives are pivotal in understanding the nuances of
cosmopolitanism. During the age of colonialism, sailors were acting as intermediaries between
colonisers and colonised. Their experiences exemplify cosmopolitan ideals as they navigate
the complexities of cultural exchanges and societal power dynamics. In the post-colonial era,
sailors from colonised nations assumed the role of agents of change, representing aspirations
for independence and self-determination.

As they traverse the oceans, sailors carry culture, language, literature, and tradition. In
an era before instant communication was possible, their interactions with foreigners introduced
new ideas and concepts in various remote parts of the world. This dissemination of cultural
values mirrors cosmopolitan ideals of shared narratives and global connectivity.
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The theoretical aspects of cosmopolitanism provide a critical framework for
understanding the sailor’s role in maritime literature. Through their experiences, interactions,
and challenges, sailors exemplify the ideals of a borderless world where cultures converge,
shared narratives transcend national borders, and the essence of humanity’s interconnectedness
finds its most vivid expression. As maritime literature continues to explore the sailors’ journey,
it simultaneously delves into cosmopolitanism, reminding readers of the power of human
connections in an ever-globalising world.

Conclusions

Maritime literature is replete with tales of adventures, explorations, and human
introspection and offers a unique lens through which to understand the complexities of our
globalised world. As this research paper showcased, the sailor, whether navigating the
tumultuous waters of the oceans or grappling with the intricacies of human nature, emerges as
a symbol of cosmopolitanism — a vector of global exchanges and cultural interactions.

From the introspective journeys of Joseph Conrad’s protagonists to the expansive
odysseys of Herman Melville’s characters, from the symbolic representations in Victor Hugo’s
narratives to the philosophical wanderings in Alvaro Mutis’ stories, and the intricate historical
depictions of Alexander Kent and Patrick O’Brian of the maritime world, sailors consistently
stand as bridges between cultures, nations, and histories. While diverse in settings, themes, and
narrative structures, their stories converge on the central idea of cosmopolitanism.

In literature, cosmopolitanism is not merely the act of traversing borders or engaging
with diverse cultures; it is an ethos — a recognition of shared human experiences, values, and
aspirations. The sailor embodies this ethos through his inherent mobility, exposure to various
lands and people, and challenges. Whether it is Richard Bolitho’s encounters with global
politics, Magqroll’s philosophical wanderings, or the profound friendship and adventures of
Captain Jack Aubrey and Dr. Stephan Maturin, maritime literature showcases the sailor’s role
as a harbinger of cosmopolitan values.

Furthermore, the novels explored in this article underline the transformative power of
literature to bridge temporal, spatial, and cultural divides. In an age characterised by rapid
globalisation, increasing connectivity, and rising divides, the sailor’s tales remind us of the
enduring human spirit, the quest for knowledge, and the innate desire to connect, share, and
understand.

In closing, as portrayed in the rich tapestry of maritime literature, the sailor is a living
testimony to humanity’s age-old quest to explore, understand, and connect their stories. While
set against the vastness of maritime spaces, they resonate with the broader narrative of human
existence, becoming witnesses and participants in the unfolding of global history, making them
vectors of cosmopolitanism in world literature.

139



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

BIBLIOGRAPHY

FINE, Robert, Cosmopolitanism, London and New York, Routledge, 2007

HABJAN, Jernej, Fabienne IMLINGER (Eds.), Globalizing Literary Genres. Literature,
History, Modernity, New York and London, Routledge, 2016

HELD, David, Cosmopolitanism. Ideals and Realities, Cambridge, Polity Press, 2010

PATELL, Cyrus R. K., Cosmopolitanism and the Literary Imagination, New York, Palgrave
Macmillan, 2015

PECK, John, Maritime Fiction. Sailors and the Sea in British and American Novels, 1719-
1917, New York, Palgrave, 2001

PHILLIPS, Alexandra Caroline, In the Wake of Conrad: Ships and Sailors in Early Twentieth-
Century Maritime Fiction. (Doctoral Thesis, Cardiff University, 2015)

ROVISCO, Maria, and Magdalena Nowicka (Eds.), The Ashgate Research Companion to
Cosmopolitanism, Farnham, Ashgate Publishing Limited, 2011

SHAW, Kristian, Cosmopolitanism in Twenty-First Century Fiction, New York, Palgrave
Macmillan, 2017

STANZIANI, Alessandro, Sailors, Slaves, and Immigrants. Bondage in the Indian Ocean
World, 1750-1814, New York, Palgrave Macmillan, 2014

STEVIC, Aleksandar, Philip Tsang (Eds.), The Limits of Cosmopolitanism. Globalization and
Its Discontents in Contemporary Literature, New York, Routledge, 2019

140



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

THE VALUES OF THE CONCEPT OF “WORD” IN THE
EPISTLE TO THE ROMANS OF ST. PAUL THE APOSTLE

LES VALEURS DU CONCEPT DE « PAROLE » DANS
L'EPITRE AUX ROMAINS DU SAINT APOTRE PAUL

VALORILE CONCEPTULUI DE ,,CUVANT” IN EPISTOLA
CATRE ROMANI A SFANTULUI APOSTOL PAVEL
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Abstract

This study is part of a more extensive research on the historical significations of St.
Paul the Apostle's missions among the Gentiles, on the other hand, and the meanings of the
term “word” in the sacred texts, on the other hand. In The Epistle to the Romans, the term
“word” refers to no less than four notions that are well-defined logically and semantically,
within the set of concepts with which the author of the letter operates: reasoning, promise,
faith and dogma. Each of these has several conceptual nuances and several lexical and
semantic realisations. All together point to the depth of the author’s thought and attachment
to the divine message.

Résumé

La présente étude s’inscrit dans le cadre d'une recherche plus vaste concernant les
significations historiques des missions du Saint Paul parmi les paiens, d’une part, et les
significations du terme « parole » dans les textes sacrés, d’autre part. Dans 1I’Epitre aux
Romains, le terme « parole » n’exprime pas moins de quatre notions logiquement et
séemantiquement bien définies dans [’ensemble des concepts avec lesquels [’auteur de la lettre
opére : le raisonnement, la promesse, la foi, le dogme. Chacune d’entre elles comporte
plusieurs nuances conceptuelles et plusieurs concrétisations lexico-sémantiques. L ’ensemble
de ces notions révéle la profondeur de la pensée de I’auteur et son attachement au message
divin.

Rezumat

Studiul de fata face parte dintr-o cercetare mai ampla referitoare la semnificatiile
istorice ale misiunilor Sfantului Apostol Pavel printre neamuri, pe de o parte, si la
semnificatiile termenului ,, cuvint” in textele sacre, pe de altd parte. In Epistola citre Romani,
termenul ,,cuvant” exprimd nu mai putin de patru notiuni bine conturate logic si semantic, in
ansamblul conceptelor cu care opereaza autorul scrisorii: rationament, promisiune, credinta,
dogma. Fiecare dintre acestea are mai multe nuante conceptuale si mai multe concretizari
lexical-semantice. Toate la un loc denota profunzimea gdndirii si atasamentului autorului lor
fata de mesajul divin.
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Cuvinte-cheie: Epistold paulind, cuvdnt, valori semantice, valori dogmatice

1. Introducere

Fiind asociat cu ideea de ,,comunicare”, de ,,spiritualitate”, de ,,ratiune”, de ,,invatatura”
— divina, bineinteles si, in cele din urma, cu Divinitatea insasi, Cuvantul este un concept foarte
frecvent utilizat atat in Vechiul Testament, cét si in Noul Testament. O trecere in revista a
ocurentelor din VT, cu semnificatiile corespunzatoare de acolo am facut-o intr-un recent studiu
al nostru'.

in paginile de fata, ne propunem si analizim ipostazele ,,Cuvantului” intr-o singurd
sectiune din Noul Testament, si anume, in ,,Epistola citre Romani a Sfantului Apostol Pavel”.
Am folosit drept corpus de lucru editia in uz a Bibliei, cf. sigla BU, iar ca suport teoretic,
referintele pe care le-am indicat n bibliografia de fata, aceeasi ca si in studiul nostru precedent,
in principiu.

2. Cateva date statistice

Data fiind importanta conceptului in structura unui text dogmatic, unde cuvdantul este
principalul instrument de transmitere si acceptare a invataturilor crestine, pe de o parte, si data
fiind polivalenta termenului, pe de alta parte, asa cum am schitat aria semantica de mai sus, se
intelege de ce exista un numar de ocurente atat de mare in Noul Testament, in general.

Selectorul computerizat trimite la 344 de versete din NT, care contin termenul cuvant,
intr-o forma sau alta”. In realitate, noi am putut extrage manual, prin selectare directa din textul
imprimat pe suport de hartie, 453 de variante ale conceptului, numai in formele de baza, care
alcatuiesc o ,,familie de cuvinte”, intemeiate pe radicalul echivalent — in cazul de fata, cu tema
lexicala a termenului cuvant.

- forme flexionare uzuale: cuvdnt, cuvinte, cuvdantului etc.;

- forme compuse: binecuvanta, binecuvantare,

- forme derivate, eventual combinate cu cele compuse: incuvantat, binecuvantat etc.

Din totalul de 453 de reprezentari textuale ale termenului ,,cuvant” in versetele Noului
Testament, 206 apar in textele atribuite Sfantului Apostol Pavel, fapt explicabil si prin numarul
mare de scrieri (id est: cele 14 epistole canonice) care sunt integrate in textul biblic sub numele
sau. Dintre acestea, cifra maxima, de 20 de ocurente ale termenului ,,cuvant”, reflecta formele
utilizate in ,,Epistola catre Evrei”, iar cifra minima, de 2 utilizari, este atestata in ,,Epistola catre
Filipeni”.

Toate cele patru Evanghelii 1a un loc cumuleaza 146 de utilizari ale termenului cuvdnt,
recordul detinandu-1 Evanghelistul Luca, cu 46 de atestari.

Dintre celelalte carti al Noului Testament, ,,Faptele Apostolilor” contine cele mai multe
atestari ale termenului — 56 la numar; urmeaza, ca frecventd a termenului, Apocalipsa, cu 11
utilizari, apoi Petru, cu 9; loan, cu 6, luda, cu 1 utilizare.

! Pentru toate aceste valori ale cuvantului biblic, a se vedea studiul nostru relativ recent, Ana-Maria Dulea,
Hypostases of "The Word" in Biblical Texts, in: ,,Diversité et Identité Culturelle en Europe”, nr. 20/1, 2023, p.
105-116

2 Cf. https://www.bibliaortodoxa.ro/cautare.php?text=cuv%C3%A2nt&carte=-3
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in principiu, numarul de atestari ale conceptului este proportional cu intinderea textului
respectiv, dupa cum am ardtat mai sus, la Pavel. Dar se Intdmpla si ca utilizarile sé fie diferite
la texte relativ comparabile ca intindere compozitionald, adica aproape egale ca dimensiuni si
numir de versete, cum este cazul Evangheliilor. In aceast situatie, explicatia poate s vina si
din formarea intelectuald a autorilor. Luca era cel mai instruit dintre evanghelisti, asa Incat nu
trebuie sd ne mire propensiunea sa citre abstractiuni®, inclusiv citre un termen polisemantic si
incarcat de simboluri crestine, precum este Cuvantul.

In sfarsit, aratdm si in acest studiu ca respectivul concept, in sine, este redat in versiunile
romanesti ale Bibliei si prin alti termeni, relativ sinonimici, cum ar fi: vorbad, zicere, zisa etc.
De aici provine necesitatea unei a doua precizari: textele pe care le studiem noi sunt, de fapt,
niste talmaciri din vechile limbi sacre — ebraico-aramaica, in citatele din Vechiul Testament,
greaca koiné a Septuagintei sau a Noului Testament, latina crestind, slavona s.a. Talmacitorii
roméni, cu grade diferite de pregatire teologica si lingvisticd, au echivalat cum i-a indrumat
Cel de Sus mai bine termeni precum logos, lexis, onoma, verbum, dictum, slovo s.a. In paginile
de fati, ne referim doar la termenii bazati pe forma roméaneasci cea mai uzuala: cuvant®.

3. Valentele ,,Cuvantului” in Epistola citre Romani

Exista cel putin patru mari grupuri de semnificatii pe care termenul vizat de noi aici le
intrupeaza in epistola paulina catre Romani.

3.1. Recunoastem, mai intai, intelesul de ,rationament”, ,,argument”, , motivatie” al
termenului cuvdnt, folosit in limba noastra, adicd in romana veche, care std la baza tuturor
editiilor romanesti ale Sfintelor Scripturi, pan tarziu, spre sfarsitul secolului al XIX-lea®.

In trei dintre contextele in care apare termenul in discutie aici gisim si cate un epitet
care 1l insoteste si care i nuanteaza semnificatia:

- cuvant de aparare — Romani, 1:20.

- cuvant incdlcat — Romani, 1:31.

- cuvant de rdaspuns — Romani, 2:1.

Prima sintagma este utilizatd in pasajul de inceput al ,,Epistolei catre Romani”, acela in
care autorul vorbeste despre starea de pacat a omenirii. Desi au cunoscut pe Dumnezeu, zice
Apostolul Pavel, nu I-au multumit, caci oamenii s-au dedat la ganduri desarte, la trufie, la
minciuni si necurdtie. (Romani, 1:18-32). In aceste conditii, ei sunt ,.fard cuvant de aparare”,
adica fara argumente, altele decat slabiciunea credintei lor. Printre altele, oamenii sunt adesea
»calcatori de cuvant”, adica una spun si alta gandesc, promit ceva si nu se tin de promisiune,
cunosc Cuvantul Domnului si, totusi, incalca poruncile Sale. (Romani, 1:31 si altele).

Intre pacatele savarsite, prin care se incalci Cuvantul dumnezeiesc, se afld acela de a-i
judeca pe altii pentru fapte pe care ei Insisi le fac: ,, Pentru aceea, oricine ai fi, o, omule care
Jjudeci, esti fard cuvdnt de raspuns, caci in ceea ce judeci pe altul pe tine insuti te osandesti,
cdci aceleagi lucruri le faci §i tu care judeci.” (Romani, 2:1).

Altfel spus, nu ai niciun argument in apararea ta, nu poti sa dai un raspuns motivat la
aceastd incalcare a preceptelor inscrise in Sfintele Scripturi. Nu existd vreun cuvant de
dezvinovitire, de vreme ce pacatosii incalca insusi Cuvantul divin.

3 Criteriul nu este foarte operational, totusi, deoarece exegetii au dovedit cd evanghelistul Ioan era cel mai
predispus la speculatii si interpretari abstracte, desi era cel mai putin instruit dintre cei patru. Marcu, de la care se
pare ca au pornit textele evangheliilor, se multumea cu infatisarea concreta a faptelor si mai putin cu interpretarea
lor dogmatica.

4 Cand analizdm textul biblic, trebuie si avem in vedere si calitatea de traducere a acestuia. in original, termenul
discutat aici putea fi logos sau onoma sau anekdoke etc., iar in roméana sa apara doar ,,cuvant”, cf. supra, 3.1.

5 Grigore Alexandrescu (1812-1882), de pilda, scrie in preambulul de la Memorial de caldtorie, 1844: ,,Nu am
cuvdnt sa mai aman aceste insemnari despre voiajul nostru” (adica voiajul sau facut impreuna cu I. Ghica). ,,Nu
am cuvant” inseamna aici ,,nu am motiv”, ,,nu am vreun argument”.
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Aceastd echivalare a termenului cuvdnt cu sensurile de ,rationament”, ,stiinta”,
»argument”, ,motivatie” se datoreaza polivalentei termenului /ogos (loyog) din originalul
grecesc al Noului Testament, care a stat la baza traducerilor romanesti. Indiferent daca a avut
in fatd un text grecesc propriu-zis sau un intermediar slavon ori din alte limbi, talmacitorul
roman a conferit termenului romanesc ,,cuvant” (provenit din latinescul conventum
,conventie”, ,lucru stabilit prin cuvinte”, ,,comuniune de idei”’) ambele sensuri ale logos-ului
grecesc: 1. ,,cuvant”; 2. ,ratiune”.

3.2. Un al doilea grupaj conceptual pe care il putem departaja din ,,Epistola Sfantului
Apostol Pavel catre Romani” este acela de ,,fagaduialda”, de ,,cuvant dat”, intocmai ca in sensul
etimologic latinesc mai sus enuntat, conventum.

Am vazut deja in § 3.1. ca Sfantul Apostol Pavel foloseste sintagma de ,,calcatori de
cuvant” pentru cei care 1si incalca promisiunile, dar si pentru aceia care iau In desert Cuvantul
dumnezeiesc sau 1l respectd doar formal, doar superficial. Adicé, se duc la Biserica, se roaga,
dar in aceeasi zi 1si ponegresc aproapele sau se falesc cu bunurile lor lumesti, sau ascund
adevarul s.a.m.d. Vom vedea mai jos ca poruncile toate sunt esentializate in Noul Testament,
adesea, Intr-un singur... cuvdnt.

in capitolul al 9-lea din Epistola cdtre Romani, in partea care se referd la mantuirea
israelitilor, Sfantul Apostol Pavel foloseste expresia cuvdntul fagaduintei, acela in care spune
ca va veni in anul urmator si cd ,,Sara va avea un fiu”. (Romani, 9:9). in acelasi context, in
versetele referitoare la indurarea lui Dumnezeu fata de aceia care il cinstesc, Apostolul spune:
~<Domnul va indeplini, repede si pe deplin, cuvantul Sau.” (Romani, 9:28).

Acest cuvant fagaduit si indeplinit inseamna, in fapt, puterea lui Dumnezeu. Nu toti cei
intrupati din semintiile Israelului vor face Israelul un pdmant al fagaduintei. Cuvantul lui
Dumnezeu cade numai asupra celor alesi: ,, Dar nu asa ca ar fi cazut cuvantul lui Dumnezeu:
cdci nu toti cei din Israel sunt si israeliti.” (Romani, 9:6)

Fagiduinta, in sine, este mereu amintitd in Sfintele Scripturi. In 2 Corinteni, 1:20,
Stantul Apostol Pavel inlocuieste termenul ,,cuvant”, cu afirmatia ,,Da”: ,, ...fagaduintele lui
Dumnezeu, oricdte ar fi ele, toate in El sunt «Da»”.

Iar in 1 Timotei, 4:8, fagaduinta prin cuvinte este legata de evlavie: ,, Eviavia... ea are
fagaduinta vietii de acum si a celei viitoare”.

3.3. O a treia mare intruchipare a valorilor Cuvantului in ,,Epistola catre Romani” este
aceea de ,, credinta” insasi. Uneori, termenul mai exprima si ,, Legea” sau ,,dogma”, in sensul
pe care i-1 acordam si astézi.

Astfel, in capitolul al 10-lea al epistolei, in care Sfantul Apostol Pavel le aratd romanilor
cat de aproape poate fi mantuirea, acesta invoca chiar Scriptura: ,,Dar ce zice Scriptura?
«Aproape este de tine cuvantul, in gura ta i in inima tay. Si cuvantul acesta este cuvdantul
credintei, pe care il propovaduim noi”. (Romani, 10:8)

Trimiterea pe care o face Apostolul Pavel este la Deuteronom, 30:14, si are In vedere
capacitatea credinciosilor de a marturisi credinta cu gura lor, daca aceasta credinta se afla, cu
adevarat, in inimile lor. Deci, ,,cuvant” inseamna aici ,,comunicare” — intre oameni, unii catre
altii, dar si comunicarea omului cu Divinitatea. Prin credinta din inimé se ajunge la neprihanire,
spune Apostolul mai departe, iar prin marturisirea prin rostire, adica prin cuvinte, se ajunge la
mantuire. (Romani, 10:10).

Putin mai jos, 1n acelasi capitol, dar in versetele care arata ca apropierea mantuirii a fost
deja vestita oamenilor prin propovaduitorii care s-au raspandit prin cetati si printre neamuri,
termenul revine, cu referire la forma sa acusticd, in sensul ca propovaduirea s-a facut prin viu
grai, care a fost ascultat de multimile din acele asezari. Altfel spus, cuvantul este invocat aici
in substanta sa sonora, 1n alcdtuirea sa adresata auzului: ,, Prin urmare, credinta este din auzire,
iar auzirea vine prin cuvdntul [ui Cristos.” (Romani, 10:17).
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Un rol important l-au avut propovaduitorii, asemeni lui Pavel, caci el insusi le spune
Romanilor ca oamenii au auzit cuvantul lui Cristos, deoarece ,, glasul lor (adica al misionarilor
propovaduitori) a rdsunat pe tot pamant si cuvintele lor au ajuns pdnd la marginile lumii.”
(Romani, 10-18)

3.4. In sfarsit, cea de-a patra intruchipare a valorilor cuvdntului in ,Epistola citre
Romani” este aceea de ,,poruncda”, de ,,legiuire” sau de ,,principiu etic”, id est: de ,,morala
crestind”.

In aceastd din urma acceptiune, termenul apare in forma compusi cu adverbul bine, ca
prim element, precum si in forma derivata, verbala, pornita de la substantivul baza:

cuvdant > (a) cuvdnta
bine + cuvant + a > (a) binecuvinta

Principiul biblic pe care il transmite credinciosilor, in noua Iinfatisare lexico-
gramaticala este exemplificat de versetul urmator: , Binecuvéintati pe cei ce va prigonesc,
binecuvdntati-i si nu-i blestemati.” (Romani 12:14).

Este concentrat aici intregul principiu biblic exprimat metaforic si simbolic prin
expresia ,,a-1 intinde si celdlalt obraz”, dar si prin poruncile referitoare la hulirea lui Dumnezeu,
a judecatorilor, a conducétorilor poporului etc. Porunca ,,Sa nu hulesti...! din Exod, 22:28 este
valabila si aici, desigur.

Iar acest principiu este formulat sub forma unei porunci, care se incadreaza intre cele
cunoscute din textele biblice. in grupirile de versete prin care Pavel le spune Romanilor ci
dragostea trebuie sa se arate in toate si cd aceasta dragoste este o ,,implinire a Legii”, gdsim
concentrate aceste porunci in doud carti din Epistola catre Romani, toate fiind puse sub semnul
cuvantului: ,, Pentru ca (poruncile): Sa nu savarsesti adulter; sa nu ucizi; sa nu furi; sa nu
mdrturisesti stramb, sd nu poftesti... si orice altd poruncd ar mai fi se cuprind in acest cuvint:
Sd iubesti pe aproapele tau ca pe tine insuti.” (Romani, 13:9).

Sunt de observat aici doud aspecte ale gandirii si exprimarii pauline:

1. Ideea generala de ,,porunca” dumnezeiasca este echivalata cu ideea de ,,cuvant”;

2. Toate poruncile, indiferent ce aspect al moralei crestine ar viza ele separat — toate,

spuneam — se subsumeaza iubirii de aproapele, iar aceasta este concentratd in
Cuvdnt, care exprima iubirea de Dumnezeu.

In general, asadar, poruncile — la care Sfantul Apostol Pavel se refera si in versetele
Romani, 13:8-10, dupd cum ele au fost conturate in Vechiul Testament, cf. Exodul, 20:13;
Deuteronomul, 5:17 s.a., precum si in Evangheliile din Noul Testament, cf. Matei, 19:18;
22:39; Marcu, 12:31 s.a., sunt transmise prin cuvant.

4. Concluzii

in concluzie, propovaduirea pe care o face Sfantul Apostol Pavel se subsumeazi
respectarii cu strictete a tuturor intelesurilor Cuvantului divin. Inainte de a rispandi in multime
acest cuvant, cu toatd incarcitura sa, Apostolul Pavel s-a pregitit indelung. In primul rand, a
studiat cu toata grija Scriptura veche, in profunzimile invatiturii ei. In al doilea rand, dupa
momentul de cumpédna care s-a finalizat cu increstinarea sa, s-a straduit din rasputeri sa se
conformeze el insusi tuturor preceptelor biblice transmise prin cuvintele Scripturilor si ale
Apostolilor. In al treilea rand, incearci si transmita cu toatd onestitatea invataturile pe care
s-a straduit sd le inteleaga, in toate rosturile lor.

O spune el insusi in epistola pe care o cercetdm aici: ,, Caci nu voi cuteza sa spun ceva
din cele ce n-a savarsit Cristos prin mine, spre ascultarea neamurilor, prin cuvdnt si prin
fapte.” (Romani, 15:18).

Numai dupa ce s-a asigurat ca beneficiaza de privegherea de Sus, In misiunea pe care a
savarsit-o astfel, in toate tinuturile in care a vestit maretia Duhului Sfant (,,de la Ierusalim si
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tarile de primprejur pand la Iliric si mai departe”). Pentru aceasta, invocd din nou
binecuvintarea — de data aceasta, prin relatie directd cu Divinitatea. In planurile apostolatului
sau, zice Pavel, a simtit din plin acea binecuvantare de care avea mare nevoie, tinand seama de
primejdiile unor calatorii atat de anevoioase. Cu aceasta semnificatie a termenului ,,cuvant” se
incheie utilizarile sale in Epistola cdtre Romani: ,,Si stiu cd, venind la voi, voi veni cu
deplinatatea binecuvdntarii lui Cristos.” (Romani, 15:8).
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Abstract

The present article aims to follow the ethics of mutations in the current teaching of
Romanian as a foreign language to some specific students from the Middle East from an ethico-
socio-psychological perspective, shifting the focus from traditional pedagogy to special
situations that challenge not only the teaching staff but also the classroom management. The
study illustrates a crisis encountered during a Romanian language seminar, thus, the
theoretical approach is closely linked to practice. This paper samples a case study which
determined both teacher and students to create more awareness on teachers' ethics and
classroom management on academic performance of students facing socio-psychological
problems.

Résumé

Cet article vise a suivre l'éthique des mutations dans ['enseignement actuel du roumain
en tant que langue étrangere pour quelques certains étudiants du Moyen-Orient d'une
perspective éthico-socio-psychologique ; notre approche en mettant met l'accent non plus sur
la pédagogie traditionnelle, mais sur des situations particulieres qui posent un défi non
seulement au personnel enseignant, mais aussi a la gestion de la classe. L'étude illustre une
crise rencontrée au cours d'un séminaire de langue roumaine, l'approche théorique étant
étroitement liée a la pratique. Cet article présente une étude de cas qui a déterminé tant
l'enseignant que les étudiants a prendre conscience de 'impact de [’éthique des enseignants et
a la gestion de la classe sur les performances académiques des étudiants confrontés a des
problémes socio-psychologiques.
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Rezumat

Articolul de fata isi propune sa urmdreasca etica mutatiilor in predarea curentd a
limbii romdne ca limba strdaind unor studenti din Orientul Mijlociu dintr-o perspectiva etico-
socio-psihologica, mutand accentul de la pedagogia traditionald la situatii speciale care pun
la incercare nu doar cadrele didactice, ci si managementul clasei. Studiul exemplifica o criza
intdmpinatd in cadrul unui seminar de limba romana, astfel, abordarea teoretica este strans
legatd de practicd. Aceastd lucrare prezinta un studiu de caz care a determinat atdt profesorul,
cdt si studentii sd constientizeze impactul eticii profesorilor si a managementului clasei asupra
performantelor academice ale studentilor care se confruntd cu probleme socio-psihologice.

Keywords: the importance of psychological and social context, classroom management, case
study

Mots-clés: /'importance du contexte psychologique et social, la gestion de la classe, l'étude de
cas

Cuvinte-cheie: importanta contextului psihologic si social, managementul clasei, studiu de
caz

Introduction

The objectives of teaching Romanian as a foreign language to some students or learners
from the Middle East coming from countries such as Iran, Iraq, Israel, Lebanon, Palestine,
Syria and Turkey have been structured over time according to the social needs of foreign
citizens who, in addition to the unrelenting desire to learn, also aspired to a peaceful life in a
country outside conflict zones. While the subject sheets aim to provide a minimum of
knowledge needed by individuals belonging to a society with generally stable structures, the
reality in the classroom is a little different, and teachers find themselves in the situation of
having to support mentoring activities even during lessons when some students/learners return
from break deeply affected after receiving messages from their family on the phone,
consequently, in the remaining hours they can hardly concentrate. Thus, the lessons relate to
a new requirement, this time in the field of ethics and psycho-pedagogy, to provide
students/learners with teachers trained in a new teaching ethic aimed at transmitting knowledge
and language skills shaped to the receptive possibilities of emotionally affected
students/learners. The knowledge transmitted, being finished products, requires a certain
degree of reproduction in the form in which they were given, and here the talent of the teacher
comes into play, who must adapt the contents to the transfiguration of information so that the
passive imprinting of the images offered by the contents can transcend the mental state of the
student/learner at the time. Evidently, in any learning process understood as the performance
of actions to acquire knowledge, intellectual capacities and processes are involved comprising
the overall development of the individual. (WALSH, 2022, p. 72-73).

The right to education and training is, in Romania, achievable for all individuals, and
the need for culture is a condition for social integration. In the view of training future
specialists, the task of teaching Romanian as a foreign language is to arm learners with
tolerance and empathy. Opening to culture and training the skills needed to acquire new
knowledge are basic educational tasks. They shift the emphasis from memorisation-storage-
reproduction to the acquisition and handling of tools such as: grouping, writing, comparing,
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generalising, integrating into a system, restructuring, using operating schemes, relational
schemes that make possible continuous contact with science, technology, art and culture in
general. These requirements are reflected in the instrumental nature of teaching Romanian as
a foreign language. Thus, a first mutation (in Eugen Lovinescu’s sense, but from a didactic
perspective) has occurred in the sphere of the fundamental objectives of teaching the Romanian
language to certain citizens of the Middle East, its effectiveness being measured in terms of the
ability to ensure the best possible schooling conditions for the next stage (bachelor's, master's
or doctoral studies).

1. The instrumental character of knowledge

In teaching Romanian as a foreign language to certain citizens of the Middle East, the
instrumental character of knowledge has ethical consequences in the organisation and conduct
of pedagogical action. For a long time, lessons were organised according to established rules
(curriculum, subject sheets). These rules tried to consider the requirements of both the object
of knowledge and the subject of knowledge. In compliance with the organisational rules, it was
considered to ensure appropriate reactions from certain students/learners in the Middle East,
which is partly fair. However, this has led to the exaggeration of organisational rules, to
template-ism with negative educational effects.

Lately, however, we are witnessing intense concerns to decipher the requirements of
the knowing subject and to organize teaching as an ethical process of structuring the situations
in which learning takes place. In organising lessons (seminars, courses or even tutorials and
consultations), the teacher must always think about the effects of his/her action, about what
will happen in the minds of the students/learners, about how they will receive the content with
which he/she is dealing, and this is an aspect that we are increasingly concerned about. Because
one of the characteristic features of teaching is not only the transmission of knowledge, but
also the processing of the information taught and the guidance of the learners' activity, i.e. the
control and assessment of the results not only in the learners' academic performance, but also
in the teaching activity. In other words, the effectiveness of the teaching activity is reflected in
the learning activity. The preparation, organisation, structuring and delivery of the lesson as a
fundamental ethical action of the teaching process does not have an end per se, but its purpose
is to produce changes in the cognitive and emotional behaviour of learners. Because, as Jordan
R. Wagge, Michelle A. Hurst, Mark J. Brandt, Ljiljana B. Lazarevic, Nicole Legate, and Job
E. Grahe stated in the study "Teaching Research in Principle and in Practice: What Do
Psychology Instructors Think of Research Projects in Their Courses?", a study published online
in 2021 and in paper form in 2023, for a lesson to be successful, the organization of the material
must always serve the best understanding of it, the grasping of the inner structure, i.e. the
conscious and attuned appropriation of the emotional state (WAGGE et al., 2023) of the
students/learners. Thus, the ethical perspective of the didactics of teaching Romanian to some
Middle Eastern citizens leaves its mark on the shift of concerns from teaching to learning.

2. The theoretical context of shifting the focus from teaching to learning and adapting to
a different social context

In the study "Connecting Sociocultural Theory and Educational Practice: Galperin's
Approach", Igor Arievitch and Jaques Haenen take the theories of established psychologists
such as Piaget and Galperin who were concerned with the organisation of the external phase of
learning and bring them up to date with new socio-cultural contexts. Thus, according to the
theory that notions and concepts are formed on the basis of action with objects or their
materialized forms through a process of gradual generalization and abstraction, P. 1. Galperin,
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analysing the process of formation of mental actions, indicates five phases: the formation of
the preliminary idea about the task, the basis of orientation of future action (1), the elaboration
of the materialized form of action, i.e. action with objects (2), the formation of this action in
spoken language — without objects (3), the formation of action in internal language for oneself
(4) and the formation of action in external language (5).

Thus, it is noted that action triggers psychic processes — which are nothing but
sublimated object actions, and images — from primitive sensations to abstract notions, the
psychic processes are products of actions with objects. (ARIEVITCH and HAENEN, 2005, p.
157-159).

In the context of the task of ensuring the success of the teaching approach, the correct
organisation of the outer phase as the basis for the correct and active appropriation of
knowledge is of particular importance, hence the need to organise learning through role-play
and action with objects. The mere use of material (course material/seminar) does not satisfy
the idea of action learning. It is necessary for action with objects to lead to the formation of the
idea of action in Galperinian terms. Only generalised action becomes operational and can be
applied in other situations.

3. Case study

During the teaching career at the Technical University of Civil Engineering Bucharest,
I have met and got to know several foreign students from the first and second years of the
Faculty of Engineering in Foreign Languages, as well as foreign citizens enrolled in the
Romanian Language Preparatory Year program.

From students/trainees coming from conflict zones in Syria and Iraq I learned about
trauma and vulnerability, but although I was looking for various didactic and methodical
resources, | did not find any information on how I could become a better teacher for these
students/trainees whom I want to help without positively discriminating them. Sometimes the
path of equity is quite winding, and to do what is right is not always right, and what is right is
relative. Thus, the need to know how to fairly and equitably design practical course evaluations
was growing.

For instance, I had a very good student from Syria who suffered from post-traumatic
stress disorder. People who do not go through a shock related to explosions, for example, react
normally to thunder and lightning. But he would hide under his desk and stay there for a few
minutes, shaking. What could we do to help him? How do we approach the problem without
making him even more sensitive, without letting it be understood that he is different? I got very
close to his group, planning all sorts of extracurricular activities so that I could learn their
stories and use fair, equitable, humane methods in the teaching and assessment process. I got
them to relax at Halloween parties, at cultural evenings which, as a philologist in a technical
university, I had the chance to organise, so that I could listen to their stories in a less rigid
setting, as the classroom and the practical course itself sometimes are. The ludic situation refers
to the amount of external and internal conditions that favour the state of play and
communication, however the state of play, does not coincide with it. The play activity generates
important psychological compensations in the life of the participants, substitution phenomena
accepted by the participants, between something desired and something real. As a result, the
game allows a greater degree of welding between the action project and the immediate result
desired by the organiser.

Accordingly, we found the solution for the bad weather conditions. A groupmate from
Iraq walked in with my case study subject under the desk hugged him and had it out from under
the desk in 3-4 minutes. It should be noted that the colleague, from Iraq, had also lost his brother
and two cousins for a better world in an explosion while they were all playing football. In such
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cases, empathy is heightened, and the reactions of the students seem as natural as cleaning the
blackboard or opening the window.

Consequently, the question of the seminar is basically solved, but what about the
assessment? The subject is listed with a colloquium, the curriculum is subject to ARACIS rules
and the exam cannot be assigned as a form of evaluation (to avoid possible weather conditions
that could put the student in difficulty), and at the colloquium, after the evaluation of the
Romanian language for foreigners, they had other subjects in the field of civil engineering.

In the first semester, fortunately, there were no weather phenomena that disturbed the
student during the assessments, and later, with specialized help, he managed to overcome the
trauma.

For this reason, it is necessary to know the causes and characteristics of each disorder
or vulnerability that a student/learner may suffer from. (ROSAN, 2023, 42). In the following,
I will present some theoretical aspects about post-traumatic stress disorder. In the study
"Posttraumatic stress disorder: from diagnosis to prevention", published in Military Medical
Research, no 32/2018, Xue-Rong Miao, Qian-Bo Chen, Kai Wei, Kun-Ming Tao and Zhi-Jie
Lu state that posttraumatic stress disorder (PTSD) is a recognized clinical phenomenon that
often occurs because of exposure to severe stressors such as combat, natural disaster or other
events. The diagnosis of PTSD was first introduced in the third edition of the Diagnostic and
Statistical Manual (DSM) (American Psychiatric Association) in 1980. (MIAO et al., 2018, p.
1).

PTSD is a potentially chronic disorder, in medical terms, characterized by
reexperiencing and avoidance symptoms, as well as negative alternations in cognition and
arousal. This condition came to public attention during and after US military operations in
Afghanistan and Iraq, and to date, many clinical trials report progress in this area. However,
both the underlying mechanism and specific treatment of the disease remain unclear. Given the
significant medical, social and financial issues, PTSD poses a danger to states and nations as
well as to individuals and to all caregivers who suffer from or are traumatically exposed to the
illness.

Xue-Rong Miao et al. continue “Despite numerous investigations and multiple
revisions of the diagnostic criteria for PTSD, it remains unclear which type and what extent of
stress are capable of inducing PTSD. Fear responses, especially those related to combat injury,
are considered to be sufficient enough to trigger symptoms of PTSD. However, a number of
other types of stressors were found to correlate with PTSD, including shame and guilt, which
represent moral injury resulting from transgressions during a war in military personnel with
deeply held moral and ethical beliefs.” (MIAO et al., 2018, p. 2).

In such cases, Xue-Rong Miao et al. propose the following solutions as prevention and
treatment methods: pharmacological prevention and sympatholytic drugs (alpha and beta-
blockers). Thus, pharmacological prevention is most effective when started before and shortly
after the traumatic event, and it appears that sympatholytic drugs (alpha- and beta-blockers)
have the greatest potential for primary prevention of PTSD. However, a primary difficulty
limiting exploration in this area is related to rigorous and complex ethical issues as applying
premedication to special populations and studying such options in dangerous circumstances
that may become even more dangerous. (MIAO et al., 2018, p. 4-5).

There are several treatment guidelines for patients with PTSD produced by various
organizations, including the American Psychiatric Association (APA), the National Institute
for Health and Clinical Excellence (NICE) in the UK, the International Society for Traumatic
Stress Studies (ISTSS), the Institute of Medicine (IOM), the National Health and Medical
Research Council of Australia, and the Department of Veterans Affairs and Department of
Defense (VA, DoD).
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In addition, numerous research studies are seeking to evaluate an effective method of
treatment for PTSD. According to these guidelines and research, treatment approaches can be
categorized as psychological interventions and pharmacological treatments; most studies show
varying degrees of improvement in individual outcomes after standard interventions, including
reduction or remission of PTSD symptoms, invalidation of diagnosis, relief or reduction of
comorbid medical or psychiatric conditions, quality of life, disability or functional impairment,
and return to work. (CUCCOLO et al., 2021).

In concluding the presentation of this case (first year Syrian student, participant in the
practical Romanian language course for foreign students, student of the Faculty of Engineering
in Foreign Languages), it should be mentioned that, although the experience had a happy
ending, in the current socio-political context, such situations can recur and it is useful and
necessary to know the best types of teaching and assessment approaches.

Conclusions

Mutations are also taking place in terms of teaching principles, which seem to have
merged with those of general education. Their number varies, and for practical work, their
application leads to such guidelines as optimistic assumption in educational activity, the need
to create optimal conditions for the ethics of the teaching process, the use of students'/learners'
investigative possibilities, the organization of teaching activity according to the requirements
of the group of students/learners. So, whether they are more or less, teaching ethics principles
change its focus more on the student/learner and his/her needs than on the learning content.

The basic coordinate of reinventing seminars or courses is the abandonment of pre-
established structures and the adoption of a creative attitude in the management of teaching.
Processes designed to ensure continuity in learning, the integration of accumulated knowledge
into structures, procedures that introduce variety and usefulness into classroom management,
capacity-building activities and training in application skills can be combined and sequenced
in a wide variety of ways. Thus, the focus on the objectives set out in the subject sheets, in
relation to the actual conduct of seminars or courses, and the extent to which they are achieved,
is a reliable way of assessing the success of the approach taken, and is basically a legitimate
way of assessing the teaching act, not only from a pedagogical but also from an ethical
perspective.
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Abstract

This article explores the intersection of cognitive linguistics and improvisation,
focusing on the cognitive study of metaphor within the framework of linguistic cognition. It
begins with an overview of cognitive linguistics, emphasizing its commitment to seeking
general principles in linguistic phenomena and incorporating interdisciplinary data. The
cognitive study of metaphor is then examined, highlighting its pervasive presence in language
and its influence on human perception and interpretation. The article further delves into the
role of improvisation in linguistic cognition, drawing insights from the renowned Italian
comedian Toto and his approach to spontaneity and creativity in performance. Through Toto's
perspective and cinematic examples, the article illustrates how improvisation intersects with
linguistic cognition, providing valuable insights into the nature of language production and
interpretation in everyday life.

Résumé

Cet article explore l'intersection de la linguistique cognitive et de l'improvisation, en
se concentrant sur ['étude cognitive de la métaphore dans le cadre de la cognition linguistique.
1l commence par un aper¢u de la linguistique cognitive, en soulignant son engagement a
rechercher des principes généraux dans les phénomenes linguistiques et a incorporer des
données interdisciplinaires. L'étude cognitive de la métaphore est ensuite examinée, mettant
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en évidence sa présence omniprésente dans le langage et son influence sur la perception et
l'interprétation humaines. L'article approfondit également le réle de l'improvisation dans la
cognition linguistique, en tirant des enseignements du célébre comique italien Toto et de son
approche de la spontanéité et de la créativité dans la performance. A travers la perspective de
Toto et des exemples cinématographiques, l'article illustre comment l'improvisation se croise
avec la cognition linguistique, offrant des éclairages précieux sur la nature de la production
et de l'interprétation du langage dans la vie quotidienne.

Rezumat

Acest articol exploreazd intersectarea dintre lingvistica cognitiva si improvizatie,
concentrdandu-se pe studiul cognitiv al metaforei in cadrul cognitiei lingvistice. Incepe cu o
prezentare generald a lingvisticii cognitive, accentuandu-si angajamentul de a cauta principii
generale in fenomenele lingvistice si de a incorpora date interdisciplinare. Studiul cognitiv al
metaforei este apoi examinat, evidentiindu-se prezenta sa omniprezenta in limbaj si influenta
sa asupra perceptiei §i interpretarii umane. Articolul investigheaza in continuare rolul
improvizarii in cadrul cognitiei lingvistice, extragdnd invataminte din perspectiva celebrului
comedian italian Toto si a abordarii sale a spontaneitdtii si creativitatii in interpretare. Prin
perspectiva lui Toto si exemplele cinematografice, articolul ilustreaza modul in care
improvizarea se intersecteaza cu cognitia lingvisticd, oferind perspective valoroase asupra
naturii productiei si interpretarii limbajului in viata de zi cu zi.

Riassunto

Questo articolo esplora l'intersezione tra la linguistica cognitiva e l'improvvisazione,
concentrandosi sullo studio cognitivo della metafora all'interno del quadro della cognizione
linguistica. Inizia con una panoramica della linguistica cognitiva, sottolineando il suo
impegno nel cercare principi generali nei fenomeni linguistici e nell'incorporare dati
interdisciplinari. Viene quindi esaminato lo studio cognitivo della metafora, evidenziando la
sua presenza diffusa nel linguaggio e la sua influenza sulla percezione e interpretazione
umane. L'articolo approfondisce inoltre il ruolo dell'improvvisazione nella cognizione
linguistica, tracciando paralleli con le intuizioni del celebre comico italiano Toto e il suo
approccio alla spontaneita e alla creativita nella performance. Attraverso la prospettiva di
Toto e esempi cinematografici, l'articolo illustra come l'improvvisazione si intrecci con la
cognizione linguistica, offrendo preziose riflessioni sulla natura della produzione e
interpretazione del linguaggio nella vita quotidiana.

Keywords: Cognitive linguistics, improvisation, metaphor, Toto, language cognition
Mots-clés: Linguistique cognitive, improvisation, métaphore, Toto, cognition du langage

Cuvinte-cheie: Lingvistica cognitivd, improvizatie, metaford, Toto, cognitie lingvistica

Parole chiavi: Linguistica cognitiva, improwisazione, metafora, Toto, cognizione del
linguaggio
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Introduzione

La linguistica cognitiva, come approccio moderno all'indagine linguistica, offre un
quadro completo per comprendere la relazione tra linguaggio, cognizione ed esperienza socio-
fisica. Questo articolo approfondisce lo studio cognitivo della metafora all'interno del quadro
della cognizione linguistica, sottolineando il suo ruolo fondamentale nel plasmare la
comprensione e la comunicazione umane. Inoltre, esplora il dominio intrigante
dell'improvvisazione, particolarmente nel contesto dell'espressione linguistica, tracciando
parallelismi con le intuizioni tratte dal celebre comico italiano Toto. Attraverso una lente
interdisciplinare, attingendo da intuizioni di psicologia cognitiva, antropologia e neuroscienze,
si mira a illuminare in modo piu approfondito come i processi cognitivi si intreccino con i
fenomeni linguistici, offrendo nuove prospettive sulla dinamica dell'uso e dell'interpretazione
del linguaggio.

I. Framework teorico
I.1. Una panoramica sulla linguistica cognitiva

La linguistica cognitiva ¢ una scuola moderna di pensiero e pratica linguistica. Essa si
occupa di indagare la relazione tra il linguaggio umano, la mente e l'esperienza socio-fisica. E
emersa originariamente negli anni '70 (FILLMORE, 1975; LAKOFF & THOMPSON, 1975;
ROSCH, 1975) ed ¢ nata da un senso di insoddisfazione nei confronti degli approcci formali al
linguaggio, che dominavano all'epoca nelle discipline della linguistica e della filosofia.
Sebbene le sue origini fossero in parte di natura filosofica, la linguistica cognitiva & sempre
stata fortemente influenzata dalle teorie e dai risultati delle altre scienze cognitive, che sono
emerse negli anni '60 e '70, in particolare la psicologia cognitiva.

“Cognitive linguistics has blossomed in part through the adherence to two different
commitments (LAKOFF, 1990). The "Generalization commitment" emphasizes that we
seek general principles in our theoretical descriptions of linguistic phenomena. For
example, in syntax there are generalizations about the distributions of grammatical
morphemes, categories and constructions. In semantics there are generalizations about
inferences, polysemy, semantic fields, conceptual structure, and so on. In pragmatics
there are generalizations about communicative functions such as speech acts,
implicatures, deixis, and language use in context. Cognitive linguistics takes as an
empirical issue whether these domains are autonomous or related (e.g., is the
distribution of grammatical morphemes influenced by semantics and pragmatics?).
The "Cognitive commitment" stresses the importance of incorporating a wide range of
data from other disciplines in our theoretical description of language. This commitment
compels cognitive linguists to recognize the empirical findings from related disciplines
such as cognitive and developmental psychology, psycholinguistics, anthropology,
neuroscience, and so on.” (GIBBS JR, 2006, p. 1-20).

La linguistica cognitiva ha fiorito in parte grazie all'adesione a due diverse linee di
pensiero (LAKOFF, 1990). Il "Compromesso sulla generalizzazione" sottolinea che cerchiamo
principi generali nelle nostre descrizioni teoriche dei fenomeni linguistici. Ad esempio, nella
sintassi ci sono generalizzazioni sulle distribuzioni dei morfemi grammaticali, sulle categorie
e sulle costruzioni. Nella semantica ci sono generalizzazioni sulle inferenze, la polisemia, i
campi semantici, la struttura concettuale e cosi via. Nella pragmatica ci sono generalizzazioni
sulle funzioni comunicative come gli atti linguistici, gli implicati, la deixis e l'uso del
linguaggio in contesto. La linguistica cognitiva pone come questione empirica se questi domini
siano autonomi o correlati.

156



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

Il "Compromesso cognitivo" sottolinea I'importanza di incorporare una vasta gamma di
dati provenienti da altre discipline nella nostra descrizione teorica del linguaggio. Questo
impegno spinge i linguisti cognitivi a riconoscere le scoperte empiriche provenienti da
discipline correlate come la psicologia cognitiva e dello sviluppo, la psicolinguistica,
l'antropologia, le neuroscienze e cosi via.

In conclusione, la linguistica cognitiva si basa su due importanti principi: il
Compromesso sulla generalizzazione, che cerca principi generali nelle descrizioni teoriche dei
fenomeni linguistici, e il Compromesso cognitivo, che integra dati provenienti da diverse
discipline nel nostro studio del linguaggio. Questo approccio multidisciplinare ci permette di
comprendere il linguaggio umano in modo piu completo, considerando sia gli aspetti teorici
che quelli empirici.

I.2. Lo studio cognitivo della metafora

Nel campo della linguistica cognitiva, viene dato un'attenzione particolare allo studio
cognitivo della metafora, in quanto essa gioca un ruolo fondamentale nella comprensione e
nella costruzione del significato. Come afferma Lakoff (1990), "La metafora ¢ una delle
principali vie attraverso cui comprendiamo il mondo" (p. 15). La ricerca in questo ambito
mostra come la metafora sia presente in tutti gli aspetti del linguaggio e come influenzi la nostra
percezione e interpretazione delle esperienze umane.

Secondo il loro punto di vista, la metafora non ¢ solo una questione di linguaggio, ma
prima di tutto una questione di pensiero: la metafora comporta la comprensione di una cosa in
termini di qualcos'altro, come ad esempio il tempo come movimento, le idee come cibo, gli
argomenti come guerra o le organizzazioni come piante. I nostri concetti di tempo, idee,
argomenti o organizzazioni sono in parte strutturati da proiezioni metaforiche, o 'mappature’, a
partire dalle conoscenze che abbiamo su movimento, cibo, guerra o piante: il tempo puo volare,
le idee devono essere digerite, gli argomenti possono essere vinti o persi e le organizzazioni
possono crescere o avere bisogno di essere potate. (STEEN, 2014, p. 117)

In conclusione, lo studio cognitivo della metafora ¢ fondamentale nella linguistica
cognitiva perché ci permette di comprendere come il linguaggio e il pensiero umano siano
plasmati da metafore concettuali radicate nel nostro sistema cognitivo. Come evidenziato da
Lakoff (1990), "La metafora ¢ uno strumento essenziale per la comprensione del nostro mondo"
(p. 25). L'analisi delle metafore concettuali e il loro ruolo nel linguaggio e nel pensiero ci
aiutano a rivelare come la nostra mente struttura e organizza la realta che ci circonda.

L.3. La linguistica cognitiva e I’'improvvisazione

Nel campo della linguistica cognitiva, l'improvvisazione ¢ un argomento interessante
che esplora come la nostra mente e il nostro linguaggio si adattano e si esprimono durante
situazioni di improvvisazione. Secondo Lakoff & Turner(1989), I'improvvisazione rappresenta
un esempio di come la nostra mente e il nostro linguaggio siano strettamente legati al contesto
e alle esperienze. Durante un'azione improvvisata, il linguaggio viene generato in tempo reale,
senza uno script predefinito, e richiede una comprensione veloce delle situazioni, delle
interazioni e delle intenzioni comunicative degli altri partecipanti.

La linguistica cognitiva si occupa di come la nostra mente costruisca il significato
attraverso processi fondamentali come I'uso della metafora concettuale, I'immaginazione e
l'organizzazione  concettuale.  Questi  processi sono  particolarmente  rilevanti
nell'improvvisazione, in cui la creazione del significato avviene istantaneamente. Secondo
Turner (1991), l'improvvisazione richiede la capacita di creare e organizzare il significato in
modo immediato e creativo.
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In conclusione, I'improvvisazione rappresenta un campo di studio affascinante per la
linguistica cognitiva. Esplorare come la nostra mente e il nostro linguaggio si adattino e si
esprimano durante situazioni di improvvisazione pud fornire importanti spunti di riflessione
sulla natura della creativita linguistica e sulla comprensione del significato. L'interazione tra la
linguistica cognitiva e l'improvvisazione pud aprire nuove prospettive per comprendere i
processi cognitivi sottostanti la produzione e l'interpretazione del linguaggio nella vita di tutti
i giorni.

1.4. Toto e improvvisazione

Toto ¢ stato un famosissimo attore comico italiano nel XX secolo. Nato nel 1898 a
Napoli con il nome di Antonio De Curtis, ha iniziato la sua carriera nel mondo dello spettacolo
come cantante e attore di teatro. Si ¢ fatto conoscere per la sua comicita brillante, la sua capacita
di improvvisazione e la sua abilita nel coinvolgere il pubblico con battute ingenue e situazioni
comiche. Toto ha recitato in molti film e ha interpretato personaggi indimenticabili sul grande
schermo, spaziando tra il genere comico, il grottesco e il surreale. Ha partecipato a circa 100
film, diventando un'icona del cinema italiano. La sua comicita unica, il suo stile espressivo e
la sua bravura nel creare situazioni divertenti hanno reso Totd un artista molto popolare e
amato, lasciando un'impronta duratura nella storia del cinema italiano.

“La mia tecnica ¢ l'istinto. Il comico nasce, non diventa comico. Si puo diventare anche
comico per forza, ma allora si ¢ leziosi, si € falsi, mentre il comico ¢ quello istintivo,
non c'¢ niente da fare. Lavorando si apprende il mestiere, questa ¢ un'altra cosa. lo ho
una comicita istintiva che porto nel mio lavoro e che all'inizio puo non far ridere, ma
poi piano piano... come lo scultore che ha un pezzo di creta che plasma piano piano...”
“Sono la vocazione e il mestiere che portano l'attore a improvvisare scena per scena
qualche parola. E io lo faccio ogni volta che posso, anche se € un rischio. In teatro € piu
facile e meni pericoloso perché la reazione immediata del pubblico suggerisce all'attore
la giusta misura. Ma anche nel cinema, il piu delle volte almeno, l'improvvisazione
funziona” (Toto). (https://tototruffa2002.it/).

Innanzitutto, Toto afferma che la sua tecnica si basa sull'istinto. Questo significa che
per lui la comicita non ¢ qualcosa che puo essere appresa o costruita, ma ¢ innata e spontanea.
Egli sostiene che il comico nasce, non diventa comico, sottolineando I'importanza
dell'elemento naturale e istintivo nel fare comicita. Questa visione si allinea con l'approccio
della linguistica cognitiva che considera il linguaggio e la comunicazione come fenomeni
intrinsecamente legati alla mente e all'esperienza individuale.

Toto fa anche una distinzione tra diventare comico per forza e essere comico in modo
autentico. Egli afferma che diventare comico per forza porta alla leziosita e alla falsita, mentre
il comico autentico ¢ colui che agisce in modo istintivo e sincero. Questo suggerisce che
I'improvvisazione, intesa come reazione immediata e spontanea, ¢ un elemento essenziale nella
sua comicita. La capacita di improvvisare consente a Toto di adattarsi al contesto e alle reazioni
del pubblico, arricchendo le sue performance con elementi freschi e inaspettati.

Toto sottolinea anche l'importanza del lavoro e dell'apprendimento del mestiere.
Sebbene egli affermi che la comicita sia innata, riconosce che attraverso la pratica e l'esperienza
si puo affinare e sviluppare il proprio talento comico. Questo aspetto richiama l'approccio della
linguistica cognitiva che considera l'apprendimento e I'esperienza come fattori determinanti
nella costruzione del significato e nell'espressione linguistica.

Infine, Totd utilizza una metafora per descrivere la sua comicita istintiva,
paragonandola allo scultore che plasma piano piano un pezzo di creta. Questa metafora
suggerisce che la sua comicita si sviluppa gradualmente nel corso della performance,
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prendendo forma e adattandosi alle reazioni del pubblico. Questo richiama l'approccio della
linguistica cognitiva che considera la costruzione del significato come un processo dinamico e
in continua evoluzione.

Spesso si considera Totd come un attore che non si attiene al copione, anzi, € noto per
aver riscritto e reinventato intere sequenze dei suoi film. Nel cinema, a differenza del teatro,
non c'¢ la stessa immediatezza che consente di improvvisare in base alle situazioni.
L'improvvisazione ¢ l'invenzione sono in contrasto, poiché quest'ultima poteva essere
realizzata solo sul palcoscenico. Nel cinema, la logica statica della cinematografia procede con
spezzoni e sequenze non logiche, che non seguono fedelmente la sceneggiatura in ordine
cronologico. Si verificano ripetizioni della stessa scena, vincoli di posizione e tempi morti
prolungati. La prova della sceneggiatura, un metodo utilizzato da Totd in teatro, era piu
complessa da attuare nel cinema per le ragioni che ho spiegato in precedenza. Tuttavia, I'abilita
di Toto emerge in questa sfida, evitando ripetizioni superflue che potrebbero compromettere la
naturalezza e la spontaneita delle scene. “E interessante notare che i suoi film di maggior
successo, come "Miseria e nobilta", "Toto, Peppino e... la malafemmina"(il campione della
nostra ricerca), "San Giovanni decollato", "Totd cerca casa" e "I pompieri di Viggiu",
presentavano pochi tagli di montaggio e molte riprese in campo lungo, quasi a conferire loro
una dimensione teatrale paradossale”. (Ibidem)

Questi e altri elementi contraddittori caratterizzano il cinema di consumo. Le creazioni
linguistiche indissolubilmente legate al nome di Toto,prevalentemente frutto della sua
improwvisazione (...) € prese in prestito dalla sua precedente produzione teatrale,
fioriscono dunque in prodotti spesso scadenti, screditati prima di tutto dagli autori stessi
e dagli interpreti. E forse questa la ragione principale — legata alnoto snobismo culturale
della nostra critica cinematografica, e ancora di piu degli studi linguistici del pressoché
totale disinteresse dei linguisti edei filmologi per quel fecondissimo terreno di ricerca
che ¢ la produzionefilmica di Toto. (ROSSI, 2002, p. 22).

Conclusione

In conclusione, dopo aver esplorato I'impatto del cinema sul linguaggio a livello globale
e, in particolare, nell'ambito della lingua italiana attraverso l'analisi dell'eredita linguistica di
Toto, emergono diverse riflessioni che possono arricchire ulteriormente il nostro approccio al
tema.

Considerando gli aspetti non verbali della comunicazione cinematografica, ¢ evidente
come il linguaggio del corpo, i gesti, i segni e la musica abbiano contribuito in modo
significativo a plasmare la percezione e l'interpretazione delle opere cinematografiche. In
questo contesto, ci si potrebbe chiedere come I'uso del linguaggio non verbale da parte di Toto
abbia influenzato la sua comunicazione artistica e interazioni sullo schermo.

D'altro canto, nell'analizzare gli aspetti verbali della comunicazione cinematografica, si
¢ evidenziato il ruolo dei neologismi, dei modi di dire e delle espressioni linguistiche introdotte
o consolidate attraverso il medium cinematografico. In questo contesto, ci si potrebbe
interrogare su come Toto abbia creato e adattato il linguaggio italiano per scopi comici e
satirici, contribuendo cosi alla ricchezza e alla diversita del patrimonio linguistico italiano.

Alla luce di queste considerazioni, I'approccio della linguistica cognitiva emerge come
un terreno fertile per analizzare in modo approfondito lo stile linguistico di Toto. Attraverso lo
studio dei processi cognitivi sottostanti alla creazione e alla comprensione del linguaggio, ¢
possibile approfondire la comprensione delle strategie linguistiche adottate da Totd per
veicolare emozioni, concetti e significati sullo schermo.

In questo senso, l'analisi del linguaggio di Toto dalla prospettiva della linguistica
cognitiva potrebbe mettere in luce la sua abilita nel manipolare e sfruttare le strutture cognitive
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comuni per creare effetti comici e satirici. Inoltre, potrebbe offrire insight sulla percezione del
linguaggio da parte degli spettatori e sul modo in cui le rappresentazioni linguistiche
contribuiscono alla costruzione di identita culturali e sociali.

In definitiva, l'inclusione di una prospettiva basata sulla linguistica cognitiva nell'analisi
del linguaggio di Toto potrebbe arricchire la nostra comprensione della complessita e della
rilevanza del suo contributo alla cultura linguistica italiana e al panorama cinematografico
internazionale.
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Abstract

This paper aims to map the evolution of the science fiction novel and to highlight its
main defining coordinates. SF literature has a difficult path, being placed most of the time in
a marginal area of literature. I considered essential in the first phase a clear delimitation of
science fiction literature from fantasy, confusions generated by a very prominent similarity
ratio. The literary-science relationship, the recurring themes, the building of the literary topos
and the careful construction of the characters are just some of the particularizing tools with
which the authors of SF texts operate, which we have highlighted in the work. The literary
references, as well as the critical ones, are not only related to the Romanian space, constantly
appealing to important names outside it. Science fiction literature currently enjoys a much
warmer reception, both from the reading public and from literary criticism.

Résumé

A travers cet article, nous visons a cartographier 1’évolution du roman de science-
fiction et a mettre en évidence ses principales coordonnées. La littérature de SF a un chemin
difficile, étant placée la plupart du temps dans une zone marginale de la littérature. J ai
considéré comme essentiel dans la premiére phase une délimitation claire de la littérature de
science-fiction avec celle de la fantasy, confusions générées par un rapport de similitude tres
important. La relation littérature-science, les themes récurrents, la construction des topos
littéraires et la construction soignée des personnages ne sont que quelques-uns des outils
particularisés avec lesquels opérent les auteurs de textes de SF, que nous avons mis en évidence
dans l'ouvrage. Les références littéraires, ainsi que les références critiques, ne sont pas
seulement liées a [’espace roumain, faisant constamment appel a des noms importants en
dehors de celui-ci. La littérature de science-fiction jouit actuellement d’un accueil beaucoup
plus chaleureux, tant de la part du public lecteur que de la critique littéraire.

Rezumat

Prin prezenta lucrare ne propunem sda cartografiem evolutia romanului science fiction
si sa reliefam principalele coordonate definitorii ale acestuia. Literatura SF are un parcurs
anevoios, fiind plasata de cele mai multe ori intr-o zond marginald a literaturii. Am considerat
esentiald in primd faza o delimitare clard a literaturii science-fiction de cea fantasy, confuzii
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generate de un raport de similitudine foarte proeminent. Raportul literaturitate — stiintd,
temele recurente, edificarea toposului literar si constructia atentd a personajelor sunt doar
cdteva dintre instrumentele particularizante cu care opereaza autorii de texte SF, pe care le-
am evidentiat in cadrul lucrarii. Referintele literare, cat si cele critice, nu tin doar de spatiul
romdnesc, facand apel constant si la numele importante din afara acestuia. Literatura science-
fiction se bucurd, in prezent, de o receptare mult mai calduroasad, atat din partea publicului
cititor, cdt si din partea criticii literare.

Keywords: novel, literature, science fiction, criticism, evolution
Mots-clés: roman, littérature, science-fiction, critique, évolution

Cuvinte cheie: roman, literaurd, science-fiction, criticd, evolutie

Literatura science-fiction, puternic bagatelizatd chiar si in zilele de astdzi, numita si
Hliteratura de ghetou”, fiind plasata sub egida banalitatilor si puerilitatilor de catre publicul
larg, voaleaza de fapt un teritoriu fascinant care necesitd mecanisme estetico-literare foarte
precise si complexe. Edificarea unui asemenea de spatiu necesitd abilitati remarcabile din
partea autorilor de proza SF, conventiile genului fiind suficient de restrictive in ceea ce priveste
structura intregii opere, tematica, personajele s.a.m.d. Incercirile de delimitare conceptuali
sunt numeroase, astfel incdt vom selecta cateva dintre cele mai notorii si mai solide
argumentari, in vederea constituirii unei baze teoretice esentiale si substantiale.

Termenul de science-fiction isi face pentru prima data aparitia prin 1851 intr-una dintre
lucrdrile lui William Watson intitulatd 4 Little Earnest Book Upon a Great Old Subject, o
lucrare ce avea ca miza argumentarea posibilittii tratdrii conceptelor stiintifice in maniera
poetizanta. Termenul reapare prin 1888 in ,,Jurnalul” fratilor Goncourt, iar mai apoi prin 1927
in raspunsul revistei ,,Amazing Stories”, insd abia in 1929, odata cu aparitia primul numar al
revistei ,,Science Wonder Stories”, acesta devine recunoscut la scard larga. Astfel, critica il
considerd pe Hugo Gernsback, redactorul revistei anterior mentionate, drept cel care ,,nu doar
a inventat termenul de Science Fiction, ci si cel care i-a conferit acestei literaturi un statut
autentic, izvorat din sentimentul constiintei de sine ca specie literara particulara”. (NAIDIN,
2014, p. 49). Pentru a rasplati contributiile sale, premiile anuale pentru cele mai bune SF-uri
poartd denumirea de ,,Premiile Hugo”.

Aflandu-se in stare embrionara, science fiction-ul nu dispunea de o acceptiune universal
valabila. Textele lui Jules Verne circulau drept ,,cdlatorii extraordinare”, pe cand cele ale lui
H.G. Wells ca ,,aventuri stiintifice” ori ,,fantezii stiintifice”. Termenul cunoaste in aceasta
perioadad o serie destul de vastd de denumiri alternative, diversitatea sa terminologica fiind
prezenta chiar si astazi.

Literatura SF, popularizata si sub denumirea de stiintifico-fantastic, se apropie suficient
de mult de literatura fantasy incat sa creeze inadvertente privind cele doua tipuri de literaturi.
Vom incerca, pentru inceput, sa conturam o linie despartitoare intre fantasy si science-fiction.
Printre cele mai reputate (si naive) incercari de definire se numara si echivalarea literaturii
fantastice cu ,,supranaturalul”, plasand totalitatea textelor care implica fenomene supranaturale
sub egida fantasticului. Putem fi de acord pana la un anumit punct, intrucat termenul predispune
de o generalitate inacceptabild in cazul de fata. In spirit ludic, putem aminti observatia ironica
a lui Tzvetan Todorov (TODOROYV, 1973, p. 52) conform careia, din acest punct de vedere,
operele lui Homer, Shakespeare, Cervantes sau Goethe fac parte din literatura fantastica.
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Alteori, fantasticul a fost definit ca fiind ceea ce nu era mimesisul. Ceea ce nu era reproducerea
fidela a realitatii era imediat incadrabil in sfera fantasticului, dupa cum considera Maurice
Schneider. Ambele reprezintd, desigur, definiri futile si chiar rizibile.

Roger Caillois, un alt nume notabil din sfera literaturii si eseisticii franceze,
inregistreaza un aport considerabil in ceea ce priveste teoretizarea literaturii fantastice. Pornind
de la raportul feeric-fantastic, Caillois reuseste sd ofere o definire pertinentd si bine
argumentatd a fantasticului, tocmai prin punerea in oglinda a doud universuri similare si totusi
distincte:

,feericul este un univers miraculos, care se adaugd lumii reale fara a-i pricinui vreun
rau si fard a-i distruge coerenta. Fantasticul, dimpotriva, vadeste un scandal, o ruptura,
o irumpere insolitd, aproape insuportabila in lumea reala. Altfel spus, lumea feerica si
lumea reala se intrepatrund fara contrast sau conflict.” (CAILLOIS, 1975, p. 145).

Manifestirile supranaturalului diferd si acestea in ambele cazuri. In universul fantastic,
supranaturalul este belicos, abominabil. El este materializarea imposibilului in planul realitatii
obisnuite, generand spaima, groaza, oroarea si fructificand misterul si epatarea.

Vom considera, fara a divaga de la subiectul central al lucrarii de fata, ca literatura
fantasticd este un gen literar in care supranaturalul este impregnat nu doar in recuzita ce
contribuie la cladirea cadrului, ci si in atmosfera. Adaugadm si observatia lui Roger Caillois,
conform céreia starea transmisa cititorului are un rol esential, in asentimentul acestuia fiind si
H. P. Lovecraft, care definea, de altfel, literatura fantastica raportdndu-se la experienta pe care
cititorul o experimenteaza in timpul actului lecturii: ,,Atmosphere is the all-important thing, for
the final criterion of authenticity is not the dovetailing of a plot but the creation of a given
sensation.” (LOVECRAFT, 1927). Totusi, o vom clasifica drept o caracteristica muabila, asa
cum zicea si Tzvetan Todorov, ,,spaima intovaraseste adeseori fantasticul, dar ea nu reprezinta
o conditie necesard a acestuia”. (TODOROV, 1973, p. 53). Desigur ca literatura fantastica
presupune o definitie mult mai vasta, insa este suficientd pentru a avea un punct de plecare in
discutia despre literatura SF.

Asa cum am afirmat anterior, exista un raport de similitudine foarte proeminent intre
literatura fantasy si cea science-fiction, generand de cele mai multe ori confuzia intre cele doua.
Inadvertentele sunt cauzate de faptul ca o anumitd sectiune science-fiction este descendenta a
literaturii fantastice (romanul gotic, spre exemplu), in ciuda faptului ca, din punct de vedere al
criteriul tematic, existd diferentieri vadite. Asa cum evidentia Florin Manolescu, anumite
elemente precum anti-materia, biotransformatorul (aparatura avansata capabild sa transforme
un om in fiinta jupiteriand, regasita in City (1952) de Clifford D. Simak.) etc. apartin in mod
clar SF-ului intrucat, pe langa dimensiunea stiintifica explorata, toate aceste ,,pot fi considerate
elemente de anticipatie”. (MANOLESCU, 1980, p. 51). Acesta realizeaza o lucrare, aproape
exhaustiva, care are 1n centru literatura S.F., abordadnd principalele precepte definitorii,
considerata o lucrare de pionierat. Vom extrage din cele paisprezece definiri, incercarea sa de
delimitare conceptuala: , literatura SF este o progresie silogisticd minus sau plus, cu baza intr-
o secventa de tip realist, care a luat forma unei naratiuni capabile s exprime o dorintd sau o
temere, cu ajutorul unor elemente din (pseudo)stiinta sau (pseudo)tehnica” (/bidem, p. 38-39).

La aceasta vom adauga si definitia propusa de Hugo Gernsback, reluata de John Clute
si Peter Nicholls in The Encyclopedia of Science Fiction: ,,Prin scientifiction, scria el, inteleg
tipul de proza asemanator celei a lui J. Verne, H. G. Wells si E. A. Poe: o aventura minunata
combinatd cu elemente stiintifice si cu aspecte de viziune profeticad.” (GERNSBACK apud
NAIDIN, 2014, p. 57). Mentionam, totusi, ca nici pana la acest moment nu s-a putut elabora o
definitie ce s acopere intreaga semnificatic a termenului. De retinut este cd majoritatea
incercarilor de definire se intersecteaza Intr-un anumit punct comun: stiinta. Prin urmare, vom
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incerca sa propunem si noi o definitie: literatura science-fiction este o specie literard ce
penduleaza intre fictionalitate si stiintd, In care se edificd un univers alternativ diferit de
realitatea noastrd, insa totusi ancorat in aceasta, un univers filtrat prin spectrul vizionarismului
si in care cele doud coordonate definitorii (literaritatea si stiinta) sunt intr-un permanent
,conflict hegemonic”, care genereaza specificul fiecarei opere in parte.

Raportarea la stiintd este o conditie imperioasa atunci cand vorbim despre literatura SF,
dupa cum puteam intui deja, si mi se pare foarte interesant de analizat in ce masura stiinta se
transpune in literaturd si care sunt mutatiile suferite. Mentiondm de la inceput ca literatura
science-fiction nu are ca scop combaterea datelor stiintifice, ci, asa cum remarcad si Roger
Caillois, ea devine o contemplatie a celor mai eclatante notiuni stiintifice. Prin procedeul
literaturizarii, stiinta apare ca o sursa apetisantd si provocatoare de material care suscitd la
dezbatere si, implicit, la stimulare cognitiva atat pentru autor, cat si pentru cititor. Astfel, daca
in realitatea imediatd acest domeniu pare usor ezoteric, accesibil exclusiv celor cu un
background informational solid, literatura oferd sansa inclusiv celor neexperimentati sa
descopere si s inteleaga stiinta.

Transmutarea stiintei din realitatea fizicd in cea fictionald vine, totusi, cu mutatii
invederate. In viata cotidiana, stiinta exercitd un rol de calmitate, oferind raspunsuri la intrebari
ce nelinistesc comunitatea. Aici, inexplicabilul devine explicabil, iar ordinea este mentinuta cu
ajutorul aportului stiintei. In lumea fictionald, pe de alti parte, inregistrim o trecere la polul
opus, adaptandu-se, poate, la atmosfera fantasticului. Stiinta genereaza spaima, fricd, groaza,
validand cele spuse de H. P. Lovecraft. Orice progres stiintific provoaca teama si nelinistite.

Totusi, elementul stiintific nu a fost de la inceput considerat drept caracteristica
fundamentala a literaturii SF. Pana prin secolul al XX-lea, aceasta era evaluata ca fiind un sub-
gen al romanului de aventuri ori chiar o forma de expresie a literaturii fantastice propriu-zise,
in ciuda numeroaselor individualitati pe care le presupune.

In mod evident, atitudinea fata de stiinta nu poate fi o constanti, astfel incat, Florin
Manolescu aminteste patru tipuri de atitudini (MANOLESCU, 1980, p. 40-44) (vulgarizarea,
anticipatia, viitorologia, extrapolarea), pe care le vom relua aici. Vulgarizarea, sau
popularizarea cum mai este denumita, presupune, asa cum anticipam mai devreme, diseminarea
informatiilor stiintifice sub o formd usor comprehensibild. Fictionalitatea este redusa la
minimum, in naratiune derulandu-se fapte deja existente. Anticipatia, pe de alta parte, deschide
un teren al incertitudinii, propunind un model de viitor, care, desi are la baza un rationament
logic, este indoielnic. Viitorologia, desi se aseamana puternic cu anticipatia intrucat ambele
presupun o perspectiva vizionard, consta intr-un grad mai serios de cercetare cu privire la
evolutie si progres. In cele din urma, extrapolarea poate fi explicata prin incercarea de a afla o
necunoscutd prin deductie ori analogie, iar in acest caz, fictionalitatea este configurata la un
nivel maxim. Michael Buton si Darko Suvin realizau o clasificare dihotomica a literaturii SF,
avand la bazd cele patru tipuri de atitudini: literatura science-fiction in care regasim
vulgarizarea sau anticipatia este distribuitd gradului I / literatura cu model direct, pe cand cea
in care avem viitorologie ori extrapolare, gradului II / literaturd cu model indirect. Principala
diferentiere dintre cele doua categorii constd in elementul anticipativ persistent in prima
categorie, care depaseste exclusivitatea stiintificd, cuprinzand toate aspectele vietii umane.
Pentru a trage o linie concluziva referitoare la relatie SF-stiintd, vorbim despre literatura
science-fiction ca despre o complementaritate a stiintei, o addenda a acesteia.

,Literatura S.F. nu se substituie stiintei, ea nu inventeaza si nici nu descopera aparate,
planete noi sau legi. In schimb, literatura S.F. exprima speranta omului ci toate aceste
lucruri pot fi realizate si, ceea ce este mai important, facAnd recurs la stiintd, ea
descopera o situatie existentiald noud, in care omul este din ce in ce mai implicat.”
(MANOLESCU, 1980, p. 50).
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Vom identifica, de altfel, si cateva ,specii” frecvente ale literaturii SF. Cea mai
frecventa specie este opera spatiald, dominanta la sfarsitul deceniului al treilea prin SUA.
Principalul premergator este, indiscutabil, Edgar Rice Burroughs cu seria Venus, avand ca surse
de inspiratie romanele de aventurd, tip western si Odiseea. Astdzi, bucurandu-se de o
notorietate aparte in sfera literaturii S.F., se remarca Isaac Asimov cu ciclul de romane
Fundatia. Opera spatiald a fost caracterizatd adesea ca fiind comerciald, puternic ancorata in
romanul de aventuri.

Contra-utopia, popularizatd sub denumirea de distopie, pe de alta parte, se afla la polul
opus, atat din punct de vedere al disemindrii, cat si apreciativ. Este o literatura de fronda, un
raspuns la structurile utopice sociale (si nu doar) ale epocii autorului. Capatd rezonantd in
special in perioada interbelicd intrucat, dupa cum bine stim deja, sentimentul de apostazie este
puternic alimentat de conditiile generate de Primul Rézboi Mondial si de tensiunea inca
existentd. In mod evident, primele nume care ne apar in minte sunt Huxley si Orwell. Distopia
isi gaseste ecou si in zilele noastre in proza scurti semnati de Bogdan Riileanu, /nainte sd te
retragi in lumea ta, integratd in volumul colectiv Treisprezece. Proza fantastica, aparut la
editura Litera, 2021.

Ne vom opri putin atentia asupra romanului distopic, fiind cadrul cel mai frecvent in
care literatura SF se desfdsoard. Asa cum am mentionat deja, secolul al XX-lea marcheaza pe
harta evolutiei romanului un punct nodal, atrdgand dupa sine o serie de mutatii datorate
modificarilor epistemei moderne. Contextul istorico-politic are, in aceasta situatie, un aport
semnificativ si decisiv. Raportdndu-ne la o perioada convulsionatd, poate chiar devastata de
ororile Primului Razboi Mondial si augmentate de cel de-al Doilea Razboi Mondial (ideologiile
totalitare in floare, aprehensiunea colectivd generatd de iminenta distrugerii lumii, haosul,
bestialitatea omului), putem identifica o prima interversiune a predilectiei autorilor pentru un
anumit tip de roman. Transpunerea realitatii maladive in universul fictiv, literaturizarea sa,
devin coordonate esentiale pentru romanul distopic.

Distopia pare a nu se bucura de o definire conceptuala proprie, independenta, aceasta
fiind definita prin raportarea la eutopie — o definitie stipulativa, deci. Astfel, distopia ne este
prezentata ca fiind la antipodul utopiei, termen aplicat acelor lumi fictive negative. Facand apel
la sfera etimologiei, ne indreptam atentia catre greaca veche care segmenta termenul in felul
urmator: dys-topos = loc rau, de la u-topos = niciun loc, nicdieri, eu-topos = loc bun. Jonctiunea
celor doua tipuri de discurs narativ nu se datoreaza unei lipse de interes a teoreticienilor, ci mai
degraba se justificd prin pricina similitudinilor evidente. Antiutopia, asemeni utopiei, ,,s€
bazeaza pe un sistem oligarhic ferm, care a acaparat locul cuvenit divinitatii” (CRETU, 2008,
p. 26), asa cum remarca Bogdan Cretu, si nu doar. O serie dintre mecanismele de constructie
ale discursului utopic sunt imprumutate de cel distopic. Ce este, asadar, distopia? Mircea Oprita
ne oferd un raspuns destul de multumitor in studiul sau intitulat Discursul utopic: ,,distopia
descrie societdti ipotetice continand imaginile unor lumi, prin definitie, mai rele decat cea
contemporana autorului” (OPRITA, 2000, p. 213), societiti plasate cel mai adesea in viitor si
care potenteaza tendintele inacceptabile ale prezentului.

Insistdnd putin asupra raportului utopie-distopie, identificim observatia lui Mircea
Oprita ca fiind relevanta: cele doud nu sunt nicidecum intr-un raport de contrarietate, asa cum
s-ar putea crede la o primd vedere (superficiald), ci, mai degrabd, intr-un raport de
complementaritate. Brian Stableford afirma ca ,,pe masura ce creste speranta intr-un viitor mai
bun, teama de dezamagire creste inevitabil si ea, iar pe cand orice viziune a utopiei viitoare
incorporeazad un manifest privitor la o credintd sau o actiune politica, oponentii acestei
actiuni sau credinte se vor stradui inevitabil sd arate ca urmarile ei nu sunt utopice, ci oribile”
(idem). Si Catalin Constantinescu sustine apropierea invederata: ,,Antiutopia continua traditia
utopiei din punct de vedere al inventiei si tehnicii, dar diferd in privinta intentiei. In locul
bunastarii, disperare si mizerie; in locul infloririi, sfarsitul umanitatii” (CONTANTINESCU,
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2004, p. 106) ori, cum vedem la Ciordnescu, ,,antiutopia nu ITnseamna o depasire a utopiei, ci
ca este o utopie care atrage concluzii negative” (Idem). De asemenea, Sorin Antohi vede in
distopie o descendenta a utopiei:

Antiutopia ar putea fi considerata fara a gresi o expresie a maturizarii genului, ca $i o
modificare a perspectivei: pe cind utopia promite, antiutopia radiografiaza. Prima
uzeaza de retorica profetiei, a doua se multumeste cu cea a reportajului. Din punctul de
vedere al receptorului, utopia, desigur, isi disimuleazd mai bine spiritul. Antiutopia, in
schimb, e un fel de utopie pe intelesul tuturor.” (ANTOHI, 2005, p. 186).

Oricum, in ambele cazuri, raméane indiscutabil faptul ca avem un roman cu teza in fapt,
un ,,roman simbolic” cum 1l eticheteaza Albéres.

Desi se consolideaza abia 1n secolul al XX-lea, gasim urme ale anti-utopiei in opere
antecedente. Printre cele mai vechi scrieri de acest tip avem piesa de teatru semnatd de
Aristofan Adunarea femeilor, datatd din 391 1. Hr., ce ne prezintd un scenariu ipotetic in care
controlul statutul este preluat de o grupare de femei din Atena si instaureaza o serie de reforme
considerate a fi nechibzuite si stupefiante la acel timp. O opera care profileaza cu mai multa
acuratete ideea de utopie negativa este cea a lui Jonathan Swift din 1726, Gulliver’s Travels,
prin edificarea unor lumi fictionale abominabile ce au la baza realitatea imediatd a autorului.
Secolul al XX-lea reprezinta, asadar, apoteoza romanului distopic datoritd fluxului in
crescendo al operelor cu acest caracter, Intrucat se inregistreaza ,,0 inclinatie deosebita pentru
contrautopiile care imagineazi dezvoltiri extreme ale unui stat totalitar”. (OPRITA, 2000, p.
31). Printre cele mai notorii opere care exploreaza statul totalitar in maniera literaturizata se
numara si: Noi (1920) de Evgheni Zamiatin, Minunata lume noua (1932) de Aldous Huxley,
Ferma animalelor (1945) si 1984 (1949) de George Orwell la care mai adaugadm si romanul
Fahrenheit 451 (1951) de Ray Bradbury.

Se inregistreaza, astfel, o perindare in tematologia romanului cétre singuritatea si
iubirea puse sub semnul crizei de comunicare specifice veacului ororilor, suferinta deci,
rebeliunea ca raspunsul al modernitéatii in fata atrocitatilor secolului. Un rol-cheie il joaca aici
personajele inzestrate cu o constiinta a istoriei stridentd. Un exemplu revelator este personajul
protagonist din /984, Winston Smith, un ins puternic influentat de lumea sa, cu o puternica
constiinta a fatalitatii. Totalitatea actiunilor sale sunt pozitionate Tn amonte cu statul, conturand
un personaj temerar, insa cuprins de o manie nimicitoare. Pornind de la personajul lui Orwell
ca personaj prototip pentru romanul distopic, putem contura un profil in linii mari al eroului
antiutopiei. Acesta este un personaj cu profunzime psihologica, petulant si instigator, manios
si factios, ratacitor in ceea ce presupune credinta. Personalitatea sa se concretizeaza raportandu-
se la societatea maladiva. O alta trasatura muabild, insa totusi frecventa la eroii contra-utopiei,
este optiunea pentru tineri in ipostaza de razvratiti. Portocala mecanica (1962) propune o astfel
de situatie, in care Alex, protagonistul, povesteste experientele sale violente — pentru ca
violenta este, de asemenea, o sursa fructuoasa pentru distopii — cu statul.

Politica, si metehnele presupuse de aceasta, promiscuitatea pe care o presupune,
invaluie o parte destul de mare dintre romanele antiutopice. Principiile unui asemenea univers
se bazeaza, de fapt, pe idealurile utopice, care, degenerate, conduc inevitabil la distopii. Lista
operelor de acest tip este numeroasd, devenind rapid o preferinta si pentru cinematografie.

Alaturi de tiraniile ideologice, de distructivele totalitarisme ce coplesesc fiinta umana,
progresul tehnologiei este privit si el cu abhorare si infricosare. Justificarile sunt cat se poate
de inteligibile: tehnologia diuneazd comunicatiei interpersonale. Ne gandim, desigur, la
celebra opera a scriitorului si criticului literar englez E. M. Forster, Masina se opreste (1909).
Forster ne prezintd o mostra de fictiune despre o societate retrasa in lumea subterana, a carei
viata se bazeaza exclusiv pe o masinarie uriasa atotputernicd, ce pare a substitui rolul divin. La
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un nivel metatextual, opera sa este imagine prospectiva a transmiterii mesajelor instantaneu si,
implicit, a internetului. Finalul apoteotic releva o lume usor post-apocaliptica, infaptuita de
ruinarea masindriei si nevoia umanitatii de a se redresa, acum infirma, fara ajutorul tehnologiei.

Configurarea spatialitatii In care se deruleaza firul narativ sufera si ea cateva modificari
insemnate. Dacd in romantism, spre exemplu, natura era un spatiu securizant, un spatiu ce
oferea calmitate si inflorire spirituald, in modernitate totul se urbanizeazi excesiv. In exemplul
oferit anterior, Masina se opreste, natura Inspaimantd. Spatiul necontrolat oferd o stare de
angoasa omului modern. Si in Fahrenheit 451 de Ray Bradbury gasim aceeasi agorafobie intr-
o societate anticulturala.

Printre cele mai distinctive caracteristici ale acestui tip de discurs narativ avem, asadar,
edificarea unei lumi posterioare fictive in care tendintele negative ale contemporaneitatii sunt
accentuate, cateodata exacerbate, In vederea semnalarii unui declin al societatii ce ar putea avea
repercusiuni nefaste. Este schitatd o reflectie a societdtii actuale autorului, invadatd de un
pesimism flagrant aproape nihilist, cu speranta ca, profiland cele mai sumbre aspecte ale
omenirii, lumea isi va redresa parcursul. Ne este prezentata, deci, o viziune profund negativa,
iar, in unele cazuri, escatologica, intr-o literatura puternic marcata de tensiunile socio-politice,
in care satira si ironia sunt arme primordiale. Astfel, se confirma afirmatia lui Wayne C. Booth
din Retorica romanului cu privire la intentiile autorului ,,sa realizeze o iluzie intensa a realitatii,
care sa includa complexitatile realitdtii mentale si morale”. (BOOTH, 1976, p. 79-80). Din
acest punct de vedere, romanul abunda in structuri psiho-sociale. Ar fi, totusi, o eroare si
presupunem ca rezultatul transpunerii realitatii sociopolitice din romanul distopic este guvernat
de un puternic obiectivism, intrucat, asa cum evidentia Booth, ,/le réalisme brut de la
subjectivité necesitd un realism temporal care il leagd pe autor in mod absolut de durata
evenimentelor asa cum sint ele trite de personajele sale”. (Ibidem, p. 82).

Ne este imposibil sd nu amintim in acest punct functia romanului identificatd de Platon
in Republica, preluatd mai tarziu si de R-M. Albéres in Istoria romanului modern: ,,romanul
este utilizat drept mijloc si nu serveste decit expunerii teoriilor”. (ALBERES, 1968, p. 371).

Foarte relevante pentru distopie, si pentru literatura SF, sunt anumite functii ale
literaturii precum cea ontologicd, cea mimetica (reproductiva-reprezentativa), intrucat, asa cum
spunea Simina Ratiu, ,,plecand de la realitate si creand o lume fictionald care poarta iluzia
verosimilitatii, utopia de secol XIX si science-fictionul traduc in literatura ideologiile vremii”.
(BRAGA, 2015, p. 118-119). Alte functii pe care distopia le cere sunt: functia generativa,
eliberatoare s.a.m.d. Asadar, insistdm asupra faptului ca literatura distopica se configureaza pe
un cadru foarte complex, conchizand ca aceasta reprezinta, cu siguranta, o veriga esentiald in
lantul istoriei romanului secolului al XX-lea.

Tot un topos recurent in literatura SF este si heterotopia, termen folosit de Michel
Foucault prin 1967 in cadrul unei filosofii ce vizeaza spatialitatea. Heterotopiile sunt definite
drept locuri care sunt incorporate in aspecte si etape ale vietii noastre si care, cumva, oglindesc
si, In acelasi timp, distorsioneaza, deranjeaza sau inverseaza alte spatii, ,,Jumi n lumi” in
termenii foucaultieni, lumi incércate de ,,spectralitatea spatiului antropologic”, conform lui
Jacques Derrida. Foucault rezuma sase principii ale acestor spatii ,,diferite”. Pe scurt, ele:

- se stabilesc in toate culturile, dar sub diferite forme (in special ca locuri de ,,criza” sau

»deviatie”);

- sufera mutatii si au operatii specifice in diferite momente ale istoriei;

- juxtapun intr-un singur spatiu mai multe elemente spatiale incompatibile;

- incapsuleaza discontinuitati sau intensitati spatio-temporale;

- presupun un sistem ambivalent de deschidere / inchidere, intrare / iesire, distantd /
patrundere;

- au o operatiune specifica in raport cu alte spatii ca, de exemplu, iluzia sau compensarea.
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Printre exemplele cele mai revelatorii In acest sens, Foucault ne oferd comunitati
utopice, corabii, cimitire, bordeluri, Inchisori, gradini ale antichitatii, targuri, bai turcesti si
multe altele. El pune in contrast cu atentie aceste spatii cu utopiile. Ambele, spune acesta, sunt
conectate la spatiu, insd, in timp ce utopiile sunt ireale, heterotopiile sunt ,,de fapt localizabile”.
(FOUCAULT, 2001, p. 251-260).

Referitor la spatialitatea literaturii SF, putem observa cum aceasta se concretizeaza la
nivelul teritorialitatii infrarealului si sub forma unor heterotopisme complexe.

Apropiindu-se usor de literatura fantastica, dar mentinandu-se in cea science-fiction,
mentionam ca fantezia eroica ,,pune accentul pe ceea ce este terifiant si enigmatic in aparenta,
pe inspiratia medievald si esoterica, fiind mai mult o suitd de ritualuri stranii si de panouri
arhitectonice, construite prin contributia unei imaginatii de orientalist si de arheolog”.
(MANOLESCU, 1980, p. 72). Vladimir Colin este unul dintre scriitorii romani care exploreaza
acest tip de literaturd in Cetatea mortii, Broasca, Divertisment pentru vrajitoare si Ultimul
avatar.

Ucronia, sau fictiunea politica, isi revendica drept principald sursa de inspiratia istoria.
Astfel, in cadrul acestor povestiri, autorii isi releva o istorisire ,,proprie”, o reconstructie a
istoriei in care factorul subiectiv este indispensabil. Fara a insista prea mult, trecem si la ultima
specie a literaturii S.F.: romanul politist. La confluenta literaturii S.F. si a romanului politist
rezidd tocmai principiul fundamental al celor doua: ,,procedeul detectiei si de mecanica regiei
a suspense” (lbidem, p. 77). Prin analogie, literatura S.F. devine roman politist datorita
structurii narative — dezlegarea unei enigme/unui mister impreuna cu intregul procedeu aferent.
Ne este imposibil sd nu o amintim in aceastd categorie pe scriitoarea romanca Rodica Ojog-
Brasoveanu, una dintre vocile de varf ale literaturii politiste, care a cochetat si cu literatura S.F.
propriu-zisa, publicand in 2020 la editura Nemira romanul Minerva se dezlantuie.

Referitor la temele predilecte literaturii S.F., identificdim o tematicd diversificata si
atractiva. Temele manifest, veterane n ale literaturii S.F., sunt reprezentate la nivel textual de
calatoria interplanetara, universul paralel ori célatoria in timp. Sunt teme recurente, repetitive
si cliseizate, ag indrazni. Sunt numite, de asemenea, si teme epuizabile, din motive abia expuse.
Temele latente (explorarea relatiei naturii cu omul, ecologia, comunicatia s.a.m.d.), pe de alta
parte, sunt teme aproape mereu noi. in cele din urma, putem vorbi si despre teme obsedante
care ,,pot fi proprii unui numar redus de scriitori sau unei anumite literaturi”. (Ibidem, p. §83).
Sigur, temele incadrabile acestei categorii sunt selectate si tematizate de ingisi autorii exponenti
ai literaturii despre care vorbim. Tema extraterestrilor intrd in aceasta categorie, fiind un produs
al literaturii S.F. americane, popularizatd concomitent cu tematizarea natiunilor submerse in
spatiul britanic. Clasificarile tematice se pot extinde pe pagini intregi, asa cd ne vom limita la
cateva dintre cele mai notorii teme de referintd, pe care le vom discuta pe scurt in cele ce
urmeaza.

Probabil cea mai frecventatd temd de catre autorii literaturii S.F. este caldtoria
interplanetara. Florin Manolescu analizeaza sursele propensiunii autorilor cétre tema calatoriei
cosmice si identificd, dintr-o perspectivd psihologica, cd aceasta s-ar explica prin prisma
»dorintei arhetipale a omului de a se desprinde de Pamint”. (/bidem, p. 85). Modelul romanului
cu tema caldtoriei cosmice este patronat de Jules Verne. Facilitatea si longevitatea subiectului
au totusi repercusiuni, existand posibilitatea ca acesta sd devind curand un simplu reper in
istoria literaturii science-fiction. Tot printre cele mai vechi teme abordate se numara si invazia,
razboiul lumilor. Puternic promovata de Wells, desi primul exponent cu o opera remarcabila
este Kurd Lasswitz, invazia a reprezentat pentru o perioada indelungatd o obsesie anglo-
saxond. Probabil cel mai notoriu exemplu in acest sens este seria de filme Star Wars.

Un interes aparte 1l prezinta sfarsitul lumii, fictiunea postapocaliptica, romanul post-
atomic. Inclusiv industria cinematografica exploateaza tema lumii supravietuitoare catastrofei
cosmice, bucurandu-se de aprecierile publicului larg. Seriale precum Dark sau The Walking
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Dead contribuie semnificativ la popularizarea subiectului. Viziunea escatologica joaca un rol
major in definirea conceptuald a universului ,,alternativ” al romanului post-atomic. Dezastrele
naturale, identificabile in lumea reale, sunt, de asemenea, literaturizate si transpuse in universul
fictiv, consolidand ideea de autenticitate literara.

Taramurile absconse, Atlantida fiind cel mai notoriu exemplu 1n acest sens, sunt si ele
explorate de scriitorii literaturii science-fiction. Misterul, dar si dezlegarea acestuia, actioneaza
ca un alternator al eului creator. Incercirile numeroase ale autorilor (incepute inca de la Platon)
de a releva tainele lumii ascunse se concretizeazd in ceea ce criticii literari au numit
»~fundamente ale atlantologiei”.

Spre deosebire de explorarea tardmurilor ascunse (care porneste de la niste constante
generale extrapolate de catre autor), edificare unor noi lumi paralele presupune un coeficient
de creatie mult mai ridicat in edificare microcosmosurilor. Calea de acces cétre universul
paralel este, de cele mai multe ori, asigurata printr-un element de legiturd cu lumea reala:
oglinzi reflectante, usi-portal etc. Edificarea unui microcosmos paralel are la baza un procedeu
mimetic ,,rasturnat”.

Mult mai recurenta in zilele noastre este tema calatoriei in timp. Temporalitatea este
dizolvati, oferind autorilor un spectru mult mai larg. in mod evident, dupad cum putem intui
deja, célatoriile in timp, si implicatiile personajelor in evenimentele istorice, atrag dupa sine
efecte ireversibile ale modificarii cursului istorie. Alte situatii care decurg din plimbarile prin
temporalitate sunt descrise sub denumirea de paradoxul celor doud ceasuri/paradoxul
gemenilor (ori paradoxul lui Langevin). In acest caz se face apel la teoria relativitatii si
consecintele incélcarii acesteia: exemplul redat de Florin Manolescu: ,,un astronaut de pe o
cosmonava care se deplaseaza cu o viteza apropiatd de viteza luminii, urmeaza sa se intoarca
pe Pamint mai tinar decit orice persoand de aceeasi virsta, care nu a efectuat zborul” (Ibidem,
p. 115). Mult mai semnificativ in domeniul literaturii este paradoxul mincinosului, dilema
crocodilului, Ahile si broasca testoasa: situatiile in care calatorul se intdlneste pe sine spre
exemplu. Cazurile de paradoxuri temporale sunt mult mai numeroase, decurgand din varietatea
de ipoteze ale intalnirii individului cu sine Tnsusi ori ale interventiei personajului in derularea
cronologica a evenimentelor istorice. Posibilitatile speculative sunt prolifice.

Am discutat deja principalele precepte ale literaturii SF, numind pe ici si colo cativa
promotori de seami ai acesteia. Inainte de a trece la manifestarea literaturii science fiction pe
teritoriul romanesc, consider indispensabil un scurt paragraf dedicat activitatii revistelor pulp
americane. Pentru inceput trebuie mentionat ca revistele pu/p au o dubla acceptiune, dupa cum
accentueazad si Mircea Naidin (NAIDIN, 2014, p. 269): pe de o parte revistele propriu-zise
publicate in America anilor "20, pe de alta parte un ,,standard literar specific”.

Revistele pulp fiction au aparut ca urmare a progresului tehnologiei de publicare.
Revolutionarea tehnologiei a determinat cresterea masiva a tehnicilor de diseminare a
revistelor, precum si proliferarea castigurilor. Infiintarea unei reviste nu putea decat sa fie
favorabila intr-un astfel de context social. Desi inceputd de prin 1880, abia dupa cel de-al
Doilea Réazboi Mondial literatura science fiction incepe sa domine revistele pulp. Declinul
suprematiei revistelor pulp a inceput concomitent cu aparitia si prepotenta cinematografiei.
Chiar si asa, revistele pulp de Science Fiction si-au impus monopolul aproximativ patru decenii
ale secolului al XX-lea. Printre cei mai reputati contribuitori ai expansionismului esteticii pulp
se numara si Hugo Gernsback cu revistele Science and Invention si Amazing Stories, cea din
urma fiind revista care a si ramas in istorie drept una dintre cele mai importante.

Estetica pulp, categorie stilisticd de mare anvergura chiar si astazi, inglobeaza acele
scrieri S.F. comerciale, care satisfac gustul unui public mai putin pretentios. Mircea Naidin
oferd o descriere succinta, insa suficienta, a stilului pulp:
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,,Printre caracteristicile acestui tip de proza se numara mai ales accentuarea elementului
de aventura in detrimentul descrierii credibile a personajelor (care sunt, din aceasta
cauzd, rudimentare, stereotipe si neconvingatoare) si in detrimentul, de asemenea, al
ideilor (care nu reusesc sa «convingay, sa fie verosimile, fiind schematice si lipsite de
originalitate).” (Ibidem, p. 270).

Si temele reprezentative literaturii pulp sunt dintre cele mai cliseizate, printre acestea
numdrandu-se, in mod evident, imperialismul galactic, prototipurile eroilor clasice,
sexualitatea debordantd, happy endingul s.a.m.d. Cu toate acestea, stilul pulp nu trebuie
devalorizat ori depreciat, intrucat se inregistreaza si opere substantiale pentru literatura SF.

in spatiul romanesc, aparitia literaturii S.F. este puternic racordati la anii 1950,
influentata drastic, in mod evident, de estetica realist-socialistd. Realismul socialist, avand o
baza solidd in ceea ce Inseamna ,,discipline pozitive” (fizicd, chimie, astronomie etc.), a
incurajat infiintarea unei publicatii, Colectia ,, Povestiri stiintifico-fantastice” (CPSF), ce urma
sa fie folositd drept instrument ideologic. Colectia insumeaza aproximativ 19 de ani de
activitate (1955-1974), sprijinind autorii romani de literatura SF — apar aici cele mai notabile
scrieri SF din anii ’50-°60.

Autonomizarea genului fatd de ideologia vremii s-a realizat gradual, urmand ca, dupa
incheierea activitatii CPSF, sa 1i preia locul publicatia Almanah , Anticipatia” (1982-
1999/2000). Tot in aceastd perioadd isi face simtitd prezenta Noului Val al scriitorilor SF
romani, avandu-1 in frunte pe Mihail Gramescu. A/manah ,, Anticipatia” promova noii scriitori
cu texte autohtone (majoritatea scriitorilor aveau cunostinte vaste in ceea ce priveste
tehnologia, dar activau si diletanti talentati), incercand totodatd o culturalizare a gustului
publicului pentru literatura SF. Astfel, revista era sectionata in felul urmator: ,,Dintre sectiuni,
»Stiinta la frontierele cunoasterii” (cu o pondere in scadere de-a lungul anilor) se ocupa de
stiinta popularizatd, ,,Galaxia SF” de critica, iar ,,Retro SF” de recuperarea unor texte din
»epoca de aur” a anilor *50-°70”. (IOVANEL, 2021, p. 458).

Caderea comunismului a avut repercusiuni si asupra literaturii SF. Se inregistreaza in
aceasti perioadd un crescendo considerabil al traducerilor!, Cristian Tudor Popescu declamand
ca odata cu moartea lui Ceausescu, a murit si SF-ul romanesc. Afirmatiile sale vor fi puternic
contestate — pe buna dreptate — mai ales prin aparitia Jurnalului SF in anii 90. Abia 1n aceasta
perioadd putem vorbi despre o literaturda SF roméneascd serioasd, In ciuda incercérilor
anterioare.

Dintre cei mai reprezentativi scriitori de literatura stiintifico-fantastica, mentionam doar
cateva nume ale céaror rezonantd este fard echivoc: Vladimir Colin (1921-1991), Gheorghe
Sasarman (n. 1941), Mircea Oprita (n. 1943), Mircea Cartarescu (n. 1956), Ovidiu Bufnila (n.
1957), Danut Ungureanu (n. 1958), Silviu Genescu (n. 1958), Liviu Radu (1948-2015),
Michael Haulica (n. 1955), Sebastian A. Corn (n. 1960).

1 A se vedea activitatea editurii Nemira prin colectia Nautilius.
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Abstract

The challenge of memorising and writing Chinese characters is a vital obstacle for
Romanian students in acquiring Chinese language practice, along with the tones in Chinese
language pronunciation. The negative transfer from alphabetically written language, the
deficient knowledge and insufficient practice of Chinese character strokes, components,
radicals, and character structures and incorrect Chinese script awareness all combine to result
in problems in Chinese character acquisition, presenting considerably low efficiency and
propensity of ignorance of characters. After analysing the issues among Romanian students
in Chinese script study, unequivocal suggestions are put forward to improve the character
study from the perspectives of efficiency, effectiveness, and amusement.

Résumé

Le défi de mémoriser et d'écrire les caracteres chinois est un obstacle crucial pour les
étudiants roumains dans l'apprentissage de la pratique de la langue chinoise, tout comme les
tons de la prononciation de la langue chinoise. Le transfert négatif de la langue écrite
alphabétiquement, la connaissance déficiente et la pratique insuffisante des traits de
caracteres chinois, des composants, des radicaux et des structures de caracteres, ainsi qu'une
conscience incorrecte de l'écriture chinoise, se combinent pour entrainer des problemes dans
l'acquisition des caractéres chinois, présentant une efficacité considérablement faible et une
propension a l'ignorance des caracteres. Apres avoir analysé les problemes rencontrés par les
étudiants roumains lors de l'étude de l'écriture chinoise, des suggestions sans équivoque sont
avancées pour améliorer l'étude des caracteres dans une perspective d'efficacité, d'efficience
et de divertissement.

Rezumat

Memorarea §i scrierea caracterelor chinezesti sunt obstacole esentiale in procesul de
insusire a limbii chineze, ele fiind completate de dificultatea tonurilor atasate fiecarui
caracter. Trecerea incorecta de la alfabetul latin la forma de pinyin, cunoasterea insuficienta
a trasaturilor, radicalilor si structurii caracterelor, precum si o imagine deformatd asupra
caracterelor ca imagine, conduc la o eficientd scazutd de invdtare si, in unele cazuri, chiar la
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neglijenta in folosirea acestora sau la lipsa de interes. Aceasta analiza a problemelor
intdmpinate de studentii romdni In stdpdnirea caracterelor chinezesti nu aratd doar
deficientele, ci propune sugestii pentru a creste eficienta, calitatea si inldturarea starii de
disconfort din perioada de acumulare a caracterelor chinezesti.

Keywords: Chinese characters, Chinese scripts, error analysis, handwriting
Mots-clés: caracteres chinois, écritures chinoises, analyse d'erreur, calligraphie

Cuvinte-cheie: caracterele chinezesti, scrierea chinezeascd, erori de analizd, scrierea de
mana

1. Introduction

With the disparate language systems of Chinese and Romanian languages, the Chinese
character (Han zi) and the four tones for the Chinese character pronunciation are the two main
preponderant challenges for Romanian university students in Chinese language or Mandarin
acquisition. Lacking a visual linguistic system in the Romanian spelling language system, the
awareness of characters should be the fundamental aspect of teaching and curricular
development, which is incomplete in the curriculum and teaching process. The Chinese
character is the quintessence of thousands of years of Chinese civilisation; changes in history
and culture make character learning a rudimentary and tedious process, emphasising visual
memory rather than an attractive cultural journey through time. Compared to the 840 class
hours on average to acquire elementary European languages, a basic level in Chinese requires
at least 2400 class hours, according to an American Government study. (CHEN & FU, 1996).
The Chinese character is the threshold, the exclusive primer, and the best way to master the
Chinese language (BI, 2017). Being used to the vital skill in aural memory, naturally,
Romanian learners have obstacles in visual memory, which is needed as the dominating
learning element in character acquisition. The inherent language learning habit formed by
alphabetic writing, such as in the Romanian language, makes Romanian learners struggle to
memorise visual languages. Ina Chinese literature study, the gap between the translation and
the Chinese original is vast; the linguistic elements that work together in the original are so
diverse that they cannot easily be replaced by other languages. (CAI 2018, P 27). Learning
Chinese characters is the most pragmatic method of decoding ancient literature. The power of
Chinese characters sheds light on traditional Chinese cultures, including names, clothing,
architecture, and more, and inspires our consideration of contemporary cultural heritage. From
an aesthetic perspective, Chinese scripts are the most elegant part of culture. (HOLLMANN,
2017, p. 90).

This article introduces the main characteristics of Chinese characters from the
perspective of the basic strokes, radicals, and character structures, presenting a systematic and
fundamental character knowledge for acquiring Chinese writing. Moreover, a correct attitude
and understanding towards errors in Chinese character learning are presented. The more
common errors made by Romanian learners are analysed from the aspects of character strokes
and character structures, as well as the reasons resulting in the errors, including the negative
transfer from the mother tongue, the negative transfer from the target language, learning
strategy defects, and the study environment influence. Corresponding studies and teaching
suggestions are demonstrated to deal with the errors in Chinese character acquisition.
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2. About the Chinese character writing

Instead of cluttered and artistic paintings or signs, Chinese characters have profound
historical and cultural backgrounds and logic. Like the letters in the Roman alphabet, Chinese
writing culture has the fundamental elements composing the dazzling Chinese language,
demonstrated mainly in an ideo-visual-symbolic writing system with clusters of dots and lines
with contours. (WU, 2022). For centuries, numerous scholars, linguistics, missionaries, and
literature researchers have been attracted by the mysterious oriental language and spent their
life to decipher the logic behind it. The Chinese characters are the key to unlocking the secrets
of Chinese grammar and civilisation. After thousands of years of fluctuation in character
looking, in June 2013, the government of the People’s Republic of China promulgated the
Table of General Standard Chinese Characters', which includes 3,500 characters in Tier I
designated as ‘commonly used characters’ and 3000 characters in Tier II. The widely used
characters are all composed of limited strokes, and the simple characters can continue to
compose more complicated ones. It is well-reasoned to establish a script knowledge system
from primitive strokes to character structures. (HEISIG & RICHARDSON, 2008, p. 193).
Understandably, the Chinese writing and Romanian language are two completely different
scripts and systems of language. Chinese script learning is a process for Romanian learners to
adapt to radically different thinking rooted in the characters writing. The uniqueness of
characters bearing sound, form, and meaning makes Chinese script learning dispensable in
Chinese language study.

3. The fundamental character strokes

Traditionally, the typical strokes of Chinese scripts are produced by Chinese brush pens
made from animal fur and bamboo. When writing Chinese characters, every character stroke
requests all the motions necessary to produce a part of a character before lifting the writing
instrument from the paper. A single stroke may be as simple as a line or have abrupt changes
in direction within the line. As essential components that make up characters, strokes can be
divided into five main categories: horizontal lines, vertical lines, curving lines, dots, and
folding lines, according to the List of Commonly Used Characters in Modern Chinese.
Furthermore, there are eight most fundamental strokes: dot (Dian" ~ "), horizontal (Heng"—
"), vertical (Shu" | "), hook (Gou"]"), rising (7i"~"), downward left slant (Pie") "),
downward right slant (Na" \", and folding (Zhe"/."). (TSU, 2022, p. 134-135) (the stroke
folding is actually a combination of horizontal and vertical). Based on these basic strokes, there
are more combined strokes. For example, the stroke “ 7 > is composed of a horizontal and a
downward left slant, and the stroke “ 7 ” is a combination of horizontal, vertical, and rising.
The strokes are produced in the form of writing, not by painting.

Chinese script criteria present the strict writing rules of left to right, top to bottom, and
outside to inside. All the strokes are unidirectional and forbidden to start from the reverse
direction. Although the writing tool used for Chinese characters has been changed from the
traditional brush pen to the modern pen, the writing rules still give unequivocal and subtle
guides. The exact number of Chinese character strokes is still in a controversial process, in
which the numbers 26, 28, and 31 are put forward. In any case, stroke writing is fundamental
in all Chinese learning phases. Recognising and describing stroke patterns promotes
consistency of stroke and character awareness formation. It is helpful to count and analyse
character strokes and avoid writing mistakes. When the Roman alphabet spelling perception is

' In 2013, the Table of General Standard Chinese Characters has replaced the List of Commonly Used
Characters in Modern Chinese as the standard for Chinese characters in the People’s Republic of China.
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gradually transformed into strokes and character writing thinking, it is beneficial for learners
to decipher the ancient thought embedded in Chinese scripts and discover the cultures
interspersed with Chinese civilisation.

Simple components and radicals are produced from the strokes. The radicals give a
general indication of the meaning, and another element in a character indicates the sound and
is therefore referred to as the phonetic. (PATON, 2008, p. 7). The difference between
components and radicals is that a radical possesses a meaning, but a component doesn’t. For
example, the character “%” (the car) can be a radical in the character “4%” (a measure word
for a car) and keep the meaning related to the car. With flawed knowledge of strokes, the
compounds and radicals writing can result in mistakes and further influence the correctness of
character writing and aesthetics.

When it comes to characters, there are single characters and characters composed of
two or more single characters and components. There are 12 structures for composed
characters, distinguishing the size and positions of every combination and deciding the stroke
writing orders:

1) left-right,

2) left-middle-right,

3) up-down,

4) up-middle-down,

5) right-above half enclosure,

6) left-above half closure,

7) left-down half closure,

8) above-three-side half closure,

9) down three-side half closure,

10) left-three-side half closure,

11)enclosure, and

12) pyramid structure.
With the knowledge of character structure, a systematic and holistic perception can be formed
during character writing to reduce the negative transfer from the Roman alphabet script.

The 12 Chinese character structures and examples

Chinese character structures Examples Structure icons

1 | left-right % B8R &
2 | left-middle-right g
3 | up-down £ FF
4 | up-middle-down ¥ &
5 | right-above half enclosure RN
6 | left-above half closure e JE
7 | left-down half closure X % iE
8 | above-three-side half closure Bl =
9 | down three-side half closure A

10 | left-three-side half closure EXE
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Chinese character structures Examples Structure icons
11 | enclosure
12 | pyramid structure AX ah AR ...

Unlike other Roman alphabet-based spelling language studies, Chinese language acquisition
emphasises the script study considering the speciality of Chinese characters combining the
semantic and phonetic functions. Chinese language and writing are as ancient as the Chinese
civilisation, which makes Chinese characters irreplaceable by Hanyu Pinyin, the alphabetic
phonetic system; the many homonyms and homophones contained in the Chinese language
cannot be clearly and easily captured by a phonetic system. (CHUA et al. 2015; CHU &TOH,
2014). Nevertheless, the fact is that Chinese character teaching is missing at the beginning
phase of Chinese acquisition by many international students. Rather than character strokes and
character structure learning, the actual foremost stage in teaching Chinese as a second language
is Pinyin. The Chinese pronunciation alphabet system has an advantage for Roman alphabet
language students; however, it results in the incorrect understanding of Chinese that this
oriental ancient language can be acquired merely with the Pinyin alphabet. Errors in the strokes
and character structures should be analysed and corrected during the character study.

4. Analysis of the errors in Chinese character stroke writing by Romanian learners

When it comes to stroke errors, Romanian university students, especially those with
barren knowledge of Chinese characters, have encountered several problems with stroke forms,
stroke writing directions, the connection of strokes, and the lack of strokes. The errors in stroke
forms are due to a misunderstanding of Chinese scripts or the mixture of Chinese scripts and
Roman alphabet writing. Romanian students may directly use the Romanian letters habits in
Chinese scripts, which results in stroke appearance mistakes.

The main errors in basic stroke writing include

1) the confusion between a horizontal (Heng) and a horizontal line,
2) the directions of a dot (Dian),

3) the shape of a hook (Gou),

4) the confusion between rising (Ti) and downward left slant (Pie),
5) the downward right slant without a curve (Na),

6) the confusion of folding (Zhe) and arc folding (Wan).

As the most utilised stroke in thousands of characters, the horizontal stroke (Heng) must
incline so that the right side is slightly higher than the left. The writing direction is exclusively
from left to right. For example, the character —(yi), meaning number one, is a character and
also the basic stroke horizontal, and it requires moving a pen from left to
right with a slight inclination. From Figure , it can be seen
that the right part is slightly higher. This stroke can change the length e
based on various characters, and the length of this stroke is strictly
connected to correctness. Like the character = (number three) presented
in Figure , the three horizontals (Heng) have Figure I - Yi: One
unidentical lengths. The bottom is the longest,
the upper is shorter, and the middle is the shortest. Different from a simple
horizontal line, the starting and ending parts possess particular forms,
named Bi Feng (artist style and forms in Chinese calligraphy caused by
the variation of strength in writing and the application of traditional
calligraphy brush pen). Although the criteria for learning calligraphy skills

~——
~—
——

Figure 2 - San: Three
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are too strict at the beginning phase of Chinese script study, the correct and primary
characteristic of the horizontal stroke (Heng) is critical for writing and cultivating Chinese
stroke and script awareness. Only when Chinese script awareness is trained and fostered can
learners with a Roman alphabet native language really start the Chinese study journey.

The direction of the dot (Dian) is confusing for Romanian learners. The correct writing
direction is from left-up to down-right with gradual pressed writing. There are dot (Dian)
variants, from the general one to the ones from right to left and longer. It is easy to confuse the
directions of a dot (Dian) in various characters; for example, the radical component /%
requests a left-direction dot and three regular dots. As a short and tiny stroke, it is easy to be
missed in a character with many strokes.

The mistaken writing of Dian is caused by the strong strength at the beginning of the
stroke and mitigated strength at the end, which results in the form of big top and small bottom
and is opposite to the correct writing strength of Dian. This flawed writing habit of imbalanced
writing strength also happens to other strokes, including Ti, Pie and Na.

The correct writing of Dian Erroneous forms of Dian

N '

The writing error in the shape of the stroke hook (Gou) was caused by the negative transfer
from the Roman alphabet writing, which is usually processed at a constant speed. The critical
writing point of this stroke is a rapid and strengthened tiny hook, and the mistake formed by
slow writing is to have a short line that the end and the beginning are the same size. In the table
below, the hook (Gou) has the shape that the end is sharp and small, which needs the pen user
to finish quickly and with considerable strength control. There are several kinds of Gou,
including Shu Gou (the vertical hook), Heng Gou (the horizontal hook), Wo Gou (the lying
hook), Wan Gou (the curved hook), so on and so forth. For the stroke of the lying hook, the
curve is easily replaced by a slightly curved slant, and the hook part is not unequivocally sharp.

The correct writing of Gou Erroneous forms of Gou

j M Yot

The confusion of rising (Ti) and downward left slant (Pie) is quite common in the beginning
phase as they are similar forms of slants. However, the rising (Ti) starts from the left-down
point and goes to the right-upper point with a reducing strength but in a rapid, even sudden
way.This stroke can be understood as a variant of stroke horizontal (Heng) as in a complex
character, and Ti can save space for other strokes and components. Ti is always used in a radical
component when a character transforms into a radical part, such as character +to radical #
.The main body of Ti is relatively straight compared with the downward left slant (Pie), which,
however, has a pronounced curve. The flawed Ti is always in a form without any change of the
sharpness at the end, which is like a slanted Heng. The downward left slant (Pie) starts from
the right-upper point to the left-down side with a curve and a reducing strength to form the
sharp end. The errored Pie can be a rather straight slant with little variety of sharpness and
curve.lt is also easily influenced by the Latin letter J, and the form of a letter J strongly
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substitutes the writing of Pie. According to the structures of various characters, the downward
left slant (Pie) may transform into long, short, straight, and flat ones. The straight downward
left slant should be figured out from the vertical (Shu), and the flat Pie differs from the
horizontal (Heng). For example, the character A has a vertical Pie with the exclusive mark of

Pie — the curve. The character % has a flat Pie at the top, easily written as a short Heng stroke.

The correct writing of Ti Erroneous forms of Ti
The correct writing of Pie Erroneous forms of Pie
/ é ;

4 w &j‘f

Being straight or curved is the strict characteristic of every Chinese stroke, while the Roman
alphabet’s writing habit can cause errors in confusion between straight and curved strokes. For
instance, the curved strokes, downward left slant (Pie), downward right slant (Na), and the
lying hook (Wo Gou) are often written too straightly and without a change of curve. Take the
stroke Na as an example: it has a small beginning, a slightly curved body, and a big, sharp end,
which requires a difference in writing strength. The criteria of Chinese character writing require
people to follow the rules and details in every single stroke and the character structure, which
is the paramount divergence from painting in Chinese culture.

The correct writing of Na Erroneous forms of Na

,,,,,, N

x"“‘% N

Confusion between the strokes folding (Zhe) and arc folding (Wan)is frequent among
Romanian students who see no difference between a sharp and acute angle and a round curve
in Roman alphabet writing. As the two strokes presented below, the stroke folding (Zhe)
requests a stressed press when turning from horizontal to vertical. As long-history Chinese
scripts are produced by the traditional brush pen made from bamboo and weasel hair, the
turning part is more feasible and has a more obvious vision. The turning position requires more
practice when writing with a modern pen or a ballpoint pen, and students may choose arc
folding (Wan) to substitute it. When writing the arc folding (Wan), there is no need for
additional pressure at the turning part but an even strength to form a round curve. With the
negative transfer from the native language, the letter L is deployed by Romanian learners to
replace Wan stroke; this results from lacking the correct Chinese script awareness and holistic
writing knowledge.
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The correct writing of Zhe Erroneous form of Zhe

The correct writing of Wan Erroneous forms of Wan

N e .

The errors in Chinese character strokes combination forms.

,,,,,,,,, i‘-

L)

e,

Writing characters have three combinations of strokes: separation, touching, and
intersection. The separation of strokes refers to the strokes in character that should not touch
or interact with each other; touching strokes means that the end of a stroke connects to another
stroke; intersection combination is more than the connection of strokes, but they should cross
each other. Most characters use combinations of two or three strokes, which is more critical
than Roman alphabet writing. The Roman alphabet can be written sequentially, and more lines
and curves are added with personal style. By contrast, the Chinese script is a subtraction writing
that superior character writing in calligraphy is usually in a more abstract and simplified
version. The additional or subtracted stroke is the mistaken presentation of a character because
the character is the dominating factor in the Chinese language instead of pronunciation.
Personal style in writing is established on the correctness or a transformation with aesthetics
criteria.

The Chinese strokes’ compound modes

Strokes compound modes Examples

Separation AL =S
Touching AJLa T AN
Intersection + Xt £ &

The deficiency of the stroke combination modes can result in errors in writing. For instance,
characters A (rén, people), A\ (ru, to enter), /\ (ba, eight) have identical strokes — downward
left and right slants but different combinations. A and A both are touching instead of
intersecting, and the touching points are unidentical: inA, the downward right slant connects
the middle point of the downward left slant, while the touching relationship in/\ is reversed:
the downward left slant connects the middle point of the downward right slant. The strokes in
/\are in a separate compound mode, and the downward right slant should be higher than the
left slant. Discretion in Chinese script should take first place at the foremost character study,
differentiating it from artistic drawing.
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A particular characteristic of Chinese character writing is making vigorous and various
shapes, forms, and styles in every stroke and single character. As Chinese characters were ﬁrst
written with the traditional brush pen, many features in writing are
established by that unique writing tool and continuously inherited in &
contemporary writing practice and visions through modern writing £
tools. The variations of the thickness, sharpness, pressed form, and |
curve degree are fundamental factors in deciding the correctness and
aesthetics of character handwriting. The advanced and gorgeous
character writing is the fruit of long-time practice. For Chinese
language beginners, the correctness is primarily followed by the
aesthetical calligraphy criteria. The vital elements, including a
comprehensive understanding of Chinese character strokes, a
serious attitude toward character writing and practice, and a constant character awareness
focusing on the script rather than the Chinese phonetic alphabet, are beneficial for an effective
and efficient character study.

Figure | Brush Pen

5. The analysis of the reasons resulting in the character writing errors

Considering the specialities in Chinese script and character writing and how they differ
from the writing habits and perceptions of Romanian students, many factors have negatively
influenced character study, among which some are from the target language, such as the
confusion of character printing and handwriting versions. Some are caused by the native
language, including defective Chinese character acquisition strategies, communication
strategies, and the Chinese character environment.

The influence of the Chinese printing version — Song Ti

The confusion between the Chinese handwriting style and the printing style is a vital
element that results in many errors. As one of the most ancient languages in human history, the
Chinese language has experienced reforms and development in character versions since its first
appearance thousands of years ago. There are six methods concluded in Chinese script
production: pictographs, ideographic or self-explanatory characters, compound ideographs,
phono-semantic compounds or pictophonetic, rebus or phonetic loan characters, and derivative
cognates. (WEIGER, 1965, p. 10-12; GITA, 2016, p. 35). It is generally admitted that there are
five main Chinese scripts throughout history, i.e., Oracle (including turtle shell and animal),
bone inscription (jiaguwen, ¥ ‘& ), bronze inscription (jinwen, 4 ), Seal Script (zhuanshu,

%), Clerical Script (lishu, #45) and Square Script or the regular script (kaishu, % 4%).
(ZHAO & BALDAUF, 2008, p. 3-9; MYERS, 2019, p. 3-4).

Influenced by societies and productivities, official scripts appeared in different
dynasties and periods, each with advantages and characteristics. The considerable official
characters on record are the very early oracle bone script from the late Shang dynasty (c. 1250—
1050BCE) that was carved on animal bones and shells and were simple pictures; the Zhou
scripts that were recorded and preserved on bronzes after the late Shang dynasty until the West
Zhou dynasty (1045 BC — 771 BC).Later in the Qin dynasty (221 BC — 207 BC), the small seal
script evolved and was applied throughout China, which is still the main calligraphy style
people practice in modern society. Almost simultaneously, as the small seal script became
popular, another clerical script was formed, evolved conservatively, and matured in the East
Han dynasty (25-220CE). This script became mainstream thanks to its simplified forms and
aesthetics. Until the Wei Jin period (220-589CE), the regular script universally adopted in
contemporary handwriting was designed. It was not until the Northern and Southern periods
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(420-589CE) that regular writing acquired a dominant status and achieved full maturity in the
Tang dynasty (618-907CE). Although there were many celebrated calligraphy masters in the
following hundreds of years, there is no more significant script stylistic reform in Chinese script
evolution. The semi-cursive and cursive scripts can be understood as simplified regular scripts
in more efficient writing and unfettered, artistical, and even unworldly styles. All these scripts
are produced or written manually until the digital age. With the popularity of computers,
Chinese script also needs to be encoded to follow the application of information digitalisation.
In 1991, the Unicode Consortium mapped characters used in Asia into a single set of unified
characters. It is a milestone in the long journey of character computer encoding, but the encoded
version — the Song typeface has caused challenges in script handwriting teaching. The Song
style or Ming style character refers to the script version used in carving and printing during the
feudal society and industrialised age with the goal of fast copy and print efficiency. However,
the character forms in the Song typeface differ significantly from the handwriting style. For
example, a common error caused by the Song typeface in most Chinese study materials is the
radical component i_, which is transformed from £ and has the meaning of walking. The Song
typeface i_is more simplified than the regular handwriting style i_as the printing technical
demands efficiency and conciseness. Although numerous Chinese scripts have had various
characteristics throughout history, the modern regular script is based on the official regular
style, which should be the root and example of teaching and study.

Chinese characters’ typeface and handwriting scripts can be separate subjects in
teaching Chinese as a foreign language. The evolution of Chinese handwriting and typeface
scripts results from productivity and economy. With increased technologies in writing tools,
printing technical, the maturity in education, the increasing demands in art and entertainment,
and the developed aesthetics in calligraphy, the printing scripts are separated from handwriting
style and evolved into forms meeting the request of printing efficiency and convenience. In
ancient times, without tools for carving scripts, the style was random with little criteria. When
the social structure was formed under the reign of the feudal empire, laws appeared to
standardise handwriting. Constricted by printing technicalities, manual copying was dominant
in book spreading. In the first multi-national unified feudal dynasty — the Qin dynasty — scripts
were carved on bronze wares with metal tools. In the Han dynasty, the clerical script, with the
remarkable beginning of horizontal lines, the head of a silkworm, and the tail of a wild goose
as if the characters were gliding in the sky, became the official writing style thanks to the
transformation of writing materials from metal wares to bamboo pieces, which were more
friendly for brush pens. The clerical script has the characteristic of being narrowed in accord
with the bamboo pieces with writing in a vertical direction.

Later, when Cai Lun (61-121 CE) improved the paper-making technique, which utilised
wood branches and fishing nets, the carrier of the script changed from bamboo pieces to light
paper, and the pursuit of script aesthetics was improved dramatically. With the famous
calligraphy masters since the Tang dynasty, such as Yan Zhenqging (709-785CE) and Liu
Gongquan (778-865CE), the regular script became a fine example in study, and the influence
is still very impactable in modern society. In the Song dynasty (960-1279CE), movable-type
printing was invented®, and woodblock printing was frequently deployed. Thus, the demand
for reading materials has increased rapidly and achieved an unprecedented stage. In the Ming
dynasty (1368-1644CE), printing workers transformed the pressed part in handwriting strokes
into a triangle form (a typical characteristic of the Song typeface) to satisfy the frenzy
increasing demand for books. This transformation reduced the workload and increased the
printing efficiency. In contemporary printing, the triangle mark and other simplified features
are kept in the case of reading briefness and script printing unification. There is no correctness

2 Note that Johannes Gutenberg “invented” the same printing process some 300 years later, around 1450 CE.
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between the Song typeface and the regular style in handwriting as both are the fruits of
productivity, economy, and the variety of art.

The negative transfer of native language and target language

Perceptions of the Chinese language between Romanian and Chinese people are quite
different. The Romanian language is a typical Roman alphabet script with 31 letters and four
types of scripts: print form in uppercase and lowercase, handwriting form in uppercase and
lowercase. However, the Chinese regular script, for Romanian learners who are used to letters
with laconic and cursive lines, is like a complex totem full of irregular lines of different lengths.
The verb Draw is frequently used for character producing instead of the word Write when
Romanian students express the meaning of writing the Chinese script.

Without the fundamental (and indispensable) character stroke knowledge and structure
perception, it is easy not just to confuse the concepts of drawing and writing in Chinese studies
but also to deploy the writing habit from Romanian handwriting in a different script system.
For example, the folding stroke (Zhe) is replaced by a round curve without the pressed part.
The horizontal stroke (Heng) is written like a long, flat rising (T1). In other words, the right end
part is finished in a fast writing style instead of a slow and returning action. There is no strict
rule in writing order when writing Romanian letters compared with the strict and meticulous
writing orders in Chinese script: from right to left or down to up. The common mistake is the
character 2, which is composed of strokes |, J, and —. Typically, it is written by Romanian
students like the letter O, with all three strokes in a square-shaped circle. The negative transfer
from a native language to a foreign language acquisition should not be ignored. For Romanian
students, learning the Chinese language, especially the Chinese script, is an entirely new
experience that demands a transfer of habitual linguistic perception to adopt a brand-new
awareness that emphasises the integration of meaning, sound, and, most importantly, character
form. Chinese script practice and remembering requires accepting and training a new logic in
reading and writing.

The negative transfer of the target language and the flawed Chinese character
acquisition strategies result in obstacles in Chinese script learning, particularly in writing.
Generally speaking, 2500-4000 high-frequency characters satisfy the primary demand in
Chinese reading. In contrast, this quantity of Chinese characters is excruciating for spelling
native language learners whose script is composed of dozens of letters. Repeating the character
writing process is a fundamental but soporific way to remember the pictographic language by
heart. However, such a study method is missed or even rejected by Romanian students who
focus on application rather than muscle-memory learning. Compared with other alphabetical
languages, the Chinese language demands much more time to acquire. Based on the syllabus
for teaching Chinese as a foreign language, the dramatic difference between 31 Romanian
characters and the primary 1600 Chinese characters is enough to block many beginners; this is
further discouraging when seeing the variety in strokes, character structures, and characters
with similar forms. When Romanian university students start the Chinese script study, most
are 18 years old, and the language perception and logic, which are the source to compare the
heterogeneity with the target language, are already entirely cultivated. The native language is
the instinctive reference when encountering the difference between Romanian and Chinese
languages. That is why Chinese script acquisition is a process that accepts the characters’
differences and alleviates the formed language habit.

The following study strategies and results have determined the foremost motivation for
Chinese acquisition. If the initial understanding of Chinese script is fear and rejection, it cannot
produce a relaxing and effective learning experience. Undoubtedly, Chinese characters justify
its reputation as one of the most complex languages, but it should not be the reason to refuse
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the character practice or escape the script. It is vital for teachers to assist beginners in reducing
their fear of Chinese script at the very beginning stage. Most Romanian learners present weak
motivation in character study at the beginning with the idea that language is a communication
tool and that speaking Chinese without characters makes sense. In this case, this pictographic
language is studied as an alphabetical written language, which buries a series of hidden
problems. It is the quintessence for teachers and students to establish and maintain the correct
Chinese script awareness at the beginning phase and maintain it.

Furthermore, the inadequate foreign language study environment is a permanent and
paramount challenge in language acquisition; this applies to the Chinese script environment in
Romania. As the carrier of semantics and phonetics in the Chinese language, character teaching
is in a subordinary place that is inferior to Chinese speaking and listening. There are many
obstacles in Chinese script acquisition from the perspective of an objective study environment:
inadequate focus, study time, practice, and incomplete curricula. The missing exclusive
Chinese script course is responsible for amateur character writing. Teachers tend to emphasise
the whole character and ignore the analysis of strokes and components. It is like that the result
has been introduced, but the reasons are missing. The theory support for character outputting
is omitted. Having a Chinese script environment in Romania is challenging because the modern
media seldom presents Chinese scripts. Romanian students can master fluent speaking English
with the help of multimedia, which proves the contribution of a language environment.

6. Some suggestions for Chinese character writing for Romanian learners

The subject of teaching Chinese as a foreign language can be traced to the early 1950s,
which included teaching some simple characters, the strokes, the order of strokes, and structural
analysis. (ZHOU, 2007). Along with the development of teaching Chinese as a foreign
language, several teaching concepts and methods about the Chinese script were proposed,
including the establishment of Pinyin and characters, the teaching method of componential
structure (ZHANG, 1990), the method of primary component and basic character system (CUI,
1998), and the formation of an integrated awareness of character recognition and character
production. (ZHANG, 1999). Learning Chinese script became more convenient and efficient
with the appearance of the internet, personal computers, and mobile electronic devices.
However, even with many advanced study tools and comparatively completed study theories
in the current digitalised society, learning Chinese script is still full of challenges.

Based on the issues in Chinese script acquisition for Romanian learners, several
recommendations about character study strategies are demonstrated based on the teaching
experience and interviews with Romanian university students.

The most important core of Chinese study is the cultivation of Chinese script awareness,
contributing to half of success.

The teaching and practice of fundamental character strokes should be placed in a prime
position, and the percentage of the Chinese phonetic system (Pinyin) may be reduced. The
whole character teaching strategy is most frequently utilised in Chinese character teaching
rather than the strokes and component analysis. For example, when introducing the character
# (I or me), the character is presented as a whole character together with the Pinyin wo;
Romanian learners naturally choose the alphabet instead of the strange character. Reducing the
dependence on the alphabet and strengthening the stimulation of character would require an
intelligent approach to mitigating the exposure to Pinyin or even omitting Pinyin in Chinese
classes, enhancing instead the study and training of prominent strokes and radicals.
Considering the speciality of Chinese tones, it is impossible to completely jettison Pinyin in
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Chinese teaching, but the percentage of Pinyin presentation is controllable. Characters are
placed with the components in palpable places instead of in the Chinese alphabet system.
Psychologically, the less connection to temptation (i.e., the use of Pinyin in Chinese studies),
the more one must concentrate on the target, which is the character.

Moreover, the progressive teaching of character strokes is vital for Romanian students
to mitigate the existing perception and fear of the Chinese script. Hence, the Chinese script
study should follow the sequence of strokes — component — radical component — character. In
this case, many complicated characters can be dissembled into several components, which are
simple characters. The anxiety toward Chinese script comes mainly from the absence of
knowledge of strokes and character components.

Rome was not built in a day.

The strokes and structure introduction are more practical and lucid than a direct
character presentation. In the survey of Chinese script for Romanian students, the error rate is
reduced after a meticulous analysis of strokes with an emphasis on similar strokes. The
timeliness to reveal the errors in writing and acceptance of an appropriate tactical approach
also contribute to pragmatic writing training. Once the incorrect writing habit in Chinese script
is formed, changing that habit is long, tedious and gruelling. Strict teaching criteria and
rigorous academic attitude by students are inviolable in the Chinese script study, which is not
a paradox to a relaxing study environment but a precondition of the pleasant study atmosphere
in the ensuing phases.

7. Conclusion

Cultivating correct character script writing habits guides the learners to find the
necessary motivation to study, establishes a positive attitude toward Chinese characters, and
creates an encouraging reward for sustainable study.

Building a habit can be divided into four simple steps: cue, craving, response, and
reward (CLEAR, 2018, p. 25), which is also applied to Chinese script writing habit cultivation.
In the context of Chinese script writing habit cultivation, the four aspects can be understood as
the interest in Chinese character study, the motivation to the question of why you want to learn
the script, the quantitative progress in character study, and the satisfaction after mastering
complex characters.

The cue triggers people to initiate the study behaviour and can have a rough idea of the
future achievement. The cue for Chinese script study can be various, including traveling in
China and many other Asian countries with better communication, working in a Chinese
language environment, and reading Chinese books. With a strong cue of character study, it is
easier to lead to a study determination and then take action. An environment full of cues of
character study can be created with more interesting Chinese calligraphy work that decorates
the classroom or study space. Avoid the Pinyin, but have more exposure to the characters when
reading. With the cue of character study, students can gradually be motivated to study, which
is to desire a change in personal linguistic accumulation, and more changes occur in perceptions
and logical thinking. The changes brought by a brand-new language for alphabetical language
speakers are refreshing and impressive.

Cravings for Chinese script study differ from person to person. The feelings,
understandings, and personal thoughts of various learners are the catalysts that transform the
cue of character study into actual study behaviours. The stronger the craving for the character,
the faster and more practical the study strategies can be produced.

The third phase is the response that the Chinese character acquisition strategy used to
remember a character's form, sound, and meaning. Only when the study motivation is strong
enough can the study behaviour happen. The degree of craving can be understood as how to
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stimulate the interest of learning character. Probably, the craving is based on the ambition to
gain knowledge of Chinese traditional thought, the dream of becoming a professional Chinese
language translator for the European Union Commission, a business relationship manager with
Chinese suppliers or clients, or a Chinese language teacher in Romania (or a Romanian
language teacher in China). Besides, the study behaviour or strategy should be reasonable,
which means the learner is capable of finishing the study task. It requests teachers to design a
pragmatic teaching plan accompanied by assortative exercises.

Finally, the actual response, the study strategy in Chinese script acquisition, delivers a
reward. The reward is the utmost goal after the previous three phases. The cue is to discover
the interest in Chinese script. The craving is about the formation of motivation to master
characters, and the response is the strategy and practice to obtain the reward. The reward of
Chinese characters can satisfy the demand of reading Chinese books, working in a Chinese
environment, and realising many targets set before. The more valuable rewards a learner
harvests in Chinese character study, the more powerful study craving and effective study
strategy and behaviour can have, which help obtain more rewards. It is a virtuous circle.
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Abstract

The transition from the Ming Dynasty to the Qing Dynasty of Manchurian origin
brought with it a series of major changes, not only from a political perspective but also from a
cultural and philosophical perspective. Wang Fuzhi (1619-1692), a Chinese philosopher and
fervent patriot, fighting against the Manchurian invasion, contributes to the creation of
Chinese ethnic thought, highlighting through his works the importance of human action as a
decisive factor in the nation's destiny.

The article analyzes Wang Fuzhi's contribution to Neo-Confucian philosophy in the
17th century and aims to highlight key concepts from the vision of this Chinese thinker, ideas
that can provide a better understanding of Chinese philosophy.

Résumé

La transition de la dynastie Ming a la dynastie Qing d'origine mandchoue a entrainé
une série de changements majeurs, non seulement d'un point de vue politique, mais également
d'un point de vue culturel et philosophique. Wang Fuzhi (1619-1692), philosophe chinois et
fervent patriote, luttant contre l'invasion mandchoue, contribue a la création de la pensée
ethnique chinoise, soulignant a travers ses ceuvres l'importance de l'action humaine comme
facteur décisif dans le destin de la nation.

L'article analyse la contribution de Wang Fuzhi a la philosophie néo-confucéenne au
XVlle siecle et vise a mettre en évidence les concepts clés de la vision de ce penseur chinois,
idées susceptibles de permettre une meilleure compréhension de la philosophie chinoise.

Rezumat

Tranzitia de la dinastia Ming la dinastia de origine manciuriana Qing, a adus dupd
sine o serie de schimbari majore, nu doar din perspectiva politicd, ci si din perspectiva
culturala si filosofica. Wang Fuzhi (1619-1692), filosof chinez si patriot fervent, luptd
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impotriva invaziei manciuriene, contribuie la crearea gandirii etnice chineze, evidentiind prin
operele sale importanta actiunii umane ca factor decisiv in destinul natiunii.

Articolul analizeaza contributia lui Wang Fuzhi la filosofia neconfucianista din secolul
al XVII-lea si isi propune sa evidentieze concepte-cheie din viziunea acestui ganditor chinez,
idei care pot conferi o mai bund intelegere a filosofiei chineze.

Keywords: material force, dialectic evolution, Wang Fuzhi, Neo-Confucianism, philosophy

Mots-clés: force matérielle, évolution dialectique, Wang Fuzhi, néo-confucianisme,
philosophie

Cuvinte-cheie: forta materiala, evolutia dialectica, Wang Fuzhi, neoconfucianismul, filozofie.

Introduction

The Qing dynasty was the last dynasty to rule China, initially benefiting from the
support of the local authorities, but it also encountered difficulties in adapting and transitioning
its own administrative and legislative system from the government of a country to the
government of an empire. Because of this, the final installation of the new leadership on the
dragon throne is delayed. Unlike the Ming dynasty, which was of Chinese origin, the Qing
dynasty was of foreign origin. The Manchurians came from Manchuria, a state in northeastern
China. A moral crisis, fueled by the deteriorating political climate in the late 16th century and
a weakened empire rocked by popular uprisings from 1630 to 1644, paved the way for their
rise to power. They were unable to contain the Manchurian forces that had established
themselves in the northeast with the aid of Chinese defectors. The establishment of the Qing
power meant the imposition of foreign authority in China, which until that moment seemed to
be sufficient for itself, being a space closed to the outside world. Although the Manchurian
emperors initiated a process of assimilation of Chinese culture, the Han population was quite
reserved from this perspective. Thus, they never forgot for a moment that they were under
foreign domination, which led to the birth of the Chinese nationalist spirit. The initial period
of uncertainty is followed by a period of consolidation of power, which takes place in a
relatively short time, and this fact is due on the one hand to the effort made by the Manchurian
emperors to win the sympathy of the Chinese educated classes, and on the other on the other
hand the taming of the government system. Thus, a crisis of cultural identity is created, which
causes a desire to search for the source of the Confucian spirit, at the expense of everything
related to Buddhism and Daoism. The great emperors Kangxi (1661-1722), Yongzheng (1723-
1735) and Qianlong (1735-1796) displayed an open spirit, and a sense of adaptation and
direction towards the cultural side of China, aspects due to which they earned the name of The
Enlightened Despots. Their reign is considered a concrete application of Neo-Confucian
philosophy.

In this period of application of the Neo-Confucian philosophy, we witness the
development of new disciplines such as mathematics, geography, philology, and epigraphy,
which, initially being unimportant, entered the centre of attention of the thinkers of the time,
who began to study them as fields of their standing, because it was believed that their practice
would bring concrete data about the authentic texts of the great sages. Also, the act of studying
became the main concern of the thinkers of the century, who tried to combine the traditional
study of the Confucian Classics, (4 %%jingxue) which represents the erudition bearing self-
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awareness with the search for practical utility in the organization of the current world, called
Jingshi zhiyong -2, This combination implies, in addition to approaching the study
through a new method, and a high level of interest in all practical disciplines.

The gentleness shown by the Manchurian emperors in governing China created a good
understanding between the imperial power and the Chinese educated classes, making the new
dynasty seem the most appropriate from a cultural point of view and at the same time close to
the humanitarian and paternalistic ideal of an orthodox work such as Mengzi's. One of their
main objectives was to establish the rule of moral order because this indoctrination was
considered necessary due to their foreign origin which questioned their legitimacy. At the same
time, this imposition of the rule of moral order justifies the power of the Manchurians. Thus,
the Emperors demand a respectful submission to their power and an unwavering loyalty to their
person. As far as official morality is concerned, the principles of authority are applied and the
virtues of obedience are taken into account.

During his reign, Emperor Yongzheng revised the Sacred Edict -Zifisheng yu' and
mandated their public recitation. From the period before his reign, one can notice a reaction
against the works that condemned the foreign dynasty, and this censorship became more and
more severe. With the coming to the throne of Yongzheng's successor, Emperor Qianlong, all
works criticizing foreigners, or those who opposed foreign rule in one form or another were
censored or destroyed. This action initiated by Yongzheng and implemented by Qianlong in
the period 1774-1789 is called the Literary Inquisition, but the Emperor's orders were not only
limited to the destruction of works that did not conform to state policy but also to punitive
actions against the authors of these writings. (ZHAO, 2006, p. 12).

Wang Fuzhi’s perspective — the historical context

Chinese thinking in this period became more serene and took a different orientation,
and the development of the scientific spirit is noted, which applies to all fields. However,
philosophy was not completely abandoned, but what changed was the approach to
philosophical issues.

Wang Fuzhi, also known as Wang Chuanshan¥ 72 (1619-1692), is a contemporary of
Gu Yanwu and Huang Zongxi and is considered one of the greatest thinkers of the era. There
is a similarity between the three thinkers, both from the point of view of the doctrine preached
and from the point of view of their destiny.

Wang Fuzhi is an eminent thinker whose panoramic philosophical vision encompasses
both the classical tradition and the new currents emerging in the era. He was born into a family
of intellectuals who supported him in his actions against the new leaders. Thus, he became
involved in politics at the age of about twenty, when he created a Reform Society in Hunan,
serving Emperor Yongli and fighting for ten years against the usurpers, hoping that in this way
he would be able to save the country from the Manchurians. In 1648, Wang organizes an army
to fight against the Manchurian invaders, but the fight proves to be futile as they are defeated,
the return of the Ming dynasty being an impossible dream. (DENG, CHUAN, 2022, p. 3) After
serving the last Chinese emperor, Wang retires to his native places where he devotes himself
to philosophical meditations, writing about a hundred philosophical and historical studies, in
about four hundred volumes. Among his works, "Objective Comments on the Book of
Changes", "A Conclusion on the Work of Laozi" and "The Yellow Book" remain outstanding.
In the latter, Wang talks about the political causes of the fall of the Ming dynasty and presents
his opinion on social reform. At the same time, Wang writes a commentary on the Spring and

1%1gisheng yu or the Sacred Edict, a work published in 1681 by Emperor Kangxi.
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Autumn Annals (3K; chungiu). The Annals serve as a fulcrum to justify the righteous war the
Chinese must wage against the Manchurian invaders.

Wang claims: "A conflict between Middle-earth and barbarians could not be called a
war. Their destruction must not be considered inhumane, their cheating unfair, the occupation
of their territories and the confiscation of their goods unjust. Their destruction for the defence
of the integrity of our people means nothing but humanity; deceiving them into subjecting them
to what they surely detest is nothing but loyalty; occupying their territories to improve their
morals through our culture and values, confiscating their goods to increase the resources of our
people means nothing but justice." (CHENG, 2001, p. 449)

All the steps against the Manchurians made by Wang Fuzhi during his life proved to be
futile so after thirty years of resistance, Wang is forced to give up his political life and spend
the rest of his life hidden from the Manchurian authorities.

The perspective on the world: the principle is based on material force

Wang analyzes the problem of the relationship between principle and material force
from a comparative perspective. He discusses the material unity of the world by approaching
the relationship between being and non-being, taking up Zhang Zai's theory of material force?,
which he develops, arguing that since the great void is material force, there can be no non-
being.

"The great void that man sees is the material force and not the void. The void contains
the material force, and the material force fills the void. Thus, we can never speak of the
existence of non-being." (XIAO, LI, 2008, p. 707).

In other words, the void is a form of material force. Apart from material force, nothing
can exist in the universe, thus suggesting the unlimited and universal character of material
force.

Wang goes on to show that material force has both the power to divide and the power
to integrate because it is not controlled by either life or death.

About this attribute of hers, Wang states: “Her manifestation is not the creation of
being, and her disappearance is also not the destruction of non-being. It follows the natural
principle of yin and yang." (XIAO, LI, 2008, p. 708) Wang does not regard material force as
something concrete but generalizes material existence from a philosophical perspective.

There is no principle outside of the material force

Wang believes that the principle is based on material force, thus contradicting the Neo-
Confucian conception, according to which the principle generates material force.

Neo-Confucian thinking separates the general from the individual in the cognitive
process and analyzes the problem from an isolated perspective. The general, for him, is
something that must be separated from concrete things, extending it to absolute deification.
Thus, the idea of principle becomes for them the dominating idea of the world. Using the
duality of the process in which man knows matter and its laws, they describe the general
abstraction as a nomen® from which anything can derive.

As a result, they present a principle-centered theory as a basic unit, arguing that the
principle is fundamental, while the material force is incidental, the former generating the
material force.

2 Zhang Zai (1022-1077), a Chinese philosopher and politician.
3 Nomen — the essence known only by reason.
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From Wang's perspective, the principle is based on material force, and its existence is
dependent on material force. According to his theory, outside of material force, there can be no
principle.

Material force is the name that produces changes. The innate objective necessity of the
change process is called a principle. It is invisible, but it cannot exist independently and cannot
be separated from the substantial nomen, which, as Wang claims, is represented by material
force.

In his view, the relationship between principle and material force, which was so often
debated during the Song dynasty and after, is the relationship between the substantial nomen
that exists objectively, and its laws, which are innate in the movement and change produced,
the two parts, they cannot be separated.

He thus rebukes the ideological fraud of the talk in the desert of the neo-Confucianists
who excluded material force from the discussion, presenting humanity with a subjective and
erroneous point of view.

The world is made up of material things

Regarding the problem of the relationship that exists between the Way and things,
Wang makes two particularly important statements:

a. The world consists only of material things.
b. The way can be found in these things.

He also claims that what exists according to physical form is called a concrete thing.
This conception is again in contradiction with neo-Confucianist thinking which considers the
Way a general principle, fundamental to concrete things.

Wang continues his theory, saying that concrete things and the Way are in an
antithetical relationship. The way, in his view, is the common essence of the universal law of
things, by concrete things referring to those things that are specific and individual. The way
and concrete things are unified, and cannot be separated.

In Objective Commentary on the Book of Changes, Wang claims that “The world
consists only of concrete things. The Way is the Way of concrete things, but these cannot be
concrete things of the Way. Few people can say that without concrete things there is no Path,
but this is true. In times of chaos, there was no Way. In the time of Yao and Shun, there was
no Way to empathize with people's suffering or a Way to punish rulers. In the Han-Tang period,
there were no Ways that we have today, just as they will disappear in the future and others will
appear, which we do not have now." (XIAO, LI, 2008, p. 708).

Firstly, the interrelationship between the Way and concrete things is a relative
association, because the Way and concrete things work like this: when taken together, they
form a whole. There are two parts of the same thing, which reinforces the idea that they cannot
be separated.

The concepts before the physical form and after the physical form refer to a special
target, so they cannot be separated. By this, Wang rebukes Zhu Xi's view that the path is prior
to concrete things.

Secondly, Wang asserts that the world consists only of concrete things so that all things
in the Universe are concrete existences. Every thing and event possesses a special essence and
a common essence to all things in the category to which it belongs. He considers that without
concrete things there is no Way, thus explaining the fact that the general can only be found in
the particular (individual).

Thirdly, Wang criticizes the view according to which the principle is prior to the facts
and things, but the experience of mankind has demonstrated the fact that concrete things first
appeared, and only then could people extract from them some generally valid rules.
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Wang demonstrates this fact by giving the example of the bow and arrow. He claims
that before the existence of these two things, one could not speak of a Way of archery.

Along with the development of human society, new things appeared that generated new
general laws and new principles regarding their functioning system. Thus, Wang rejects the
neo-Confucianist speculation that values will be the same, even over time.

Fourthly, Wang's reasoning refers to the fact that the changes of the era and the passage
of time influence and shape the Way. To be able to keep pace with the period in which he lives,
man must constantly renew his ideas. At the same time, this is also the conclusion reached by
other Enlightenment thinkers who lived during the Qing Dynasty.

Wang’s vision of change and development

In Wang's view, matter and motion cannot be separated, because all things in the
universe are incessantly moving.

"The great void is normally in motion. It enters into motion with its original motion, so
it is neither in an inert state nor fixed in a certain position. Without a heart, there would
be no pulse, no creation. The tendency is that it cannot retain its original motion, so the
appearance of a thing is not necessarily dependent on its original perspective." (XIAO,
LI, 2008, p. 711).

The material world is in a state of motion itself at every moment and motion is an innate
attribution in the material world. Wang wants to highlight the fact that yin and yang, the active
part and the inactive part are internal developments innate in the very movement of the material
world. The universe is the moving process in which yin and yang changes contain the two states
of activity and passivity. Activity is the movement of the dynamic state, and passivity is the
movement of the static state. When asserting the absoluteness of motion, Wang does not ignore
the effect of inertia. Relative inertia and balance are the fundamental conditions in which matter
divides and forms the multitude of phenomena in the universe. These two are necessary links
in the process of moving matter. Thus, Wang explores the dialectical associations of movement
in a deeper way than other thinkers, rejecting the passive force theory that was advocated by
the Neo-Confucianists.

Wang then lays out his vision of the transformations that bring daily renewal: "In times
of prosperity or decline, new things are born every day." (XIAO, LI, 2008, p. 713).

He regards this as a fundamental law of the universe. All things, beginning with nails,
hair or human muscles, rivers and streams of the earth, wind, thunder, sun and moon in the sky,
are in constant change and transform over time.

Wang divides these changes into two categories:

a. Accumulation of quantity
b. Renovation of quality

In his opinion, in anything, there are quantitative changes based on the present quality.
He calls this phenomenon internal perfection, which comes spontaneously. Thus, even if the
quality of things undergoes changes, the essence does not change: "The quality is replenished
every day, but the look remains the same." (XIAO, LI, 2008, p. 713).

He gives as an example the muscles of the human body, which assimilate daily,
growing, but the appearance remains the same.

The universe is unlimited in space and time, and the multitude of things is always in a
continuous transformation. Within a thing, there is the formation of new factors. Outside of it,
there is the possibility of forming new things. The world changes daily, and this phenomenon
leads to the abundance of species and phenomena.
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Wang’s vision of contradictions

Wang says there are a lot of things in the universe, but they can be boiled down to two
extremes. By this, he refers to the antinomies contained in each thing. Changes in things come
about through the phenomenon of mutual friction (agitation) that exists in every thing.

He makes a deep analysis of the relationship and the common features possessed by
things, after which he talks about the essential relationship of opposites. In his opinion, on the
one hand, opposites sit next to each other, being in opposition to each other, giving the
impression that they are two different things.

On the other hand, both ends support each other and move away from each other. This
relationship can be described by the fact that by combining two different things a single thing
can result.

Comparatively, it illustrates the meaning of identity. In his opinion, the focus of the
research must be on the relationship between the antithetical aspects that support each other.
He explains this by the example of inspiration and expiration, which are two ends of a
contradiction. Thus, if there is the act of exhalation, there must also be inspiration, and vice
versa. When the two acts combine, breathing results, which is a new act. So if two opposite
functions of a thing combine harmoniously, they will take that thing to a new stage. At the
same time, those who regard antinomies as a boundary that distinctively divides things, are
mistaken and plead against objective reality.

Wang believes that there is identity in the opposition, treating the contradictions
objectively. He believes that we must always be ready to be able to perceive the antinomies
objectively, extracting the positive aspects from them. He observes the struggle of aspects from
a contradiction, arguing that in an objectively and inevitably innate phenomenon there will
always be two contradictory objects that will fight against each other, the correct attitude being
that of defying these fights. (CHANG, 2017, p. 67).

“Yin and Yang always communicate; they do not constrain each other. Coercion is not
their usual state. Suddenly, if yang constrains yin, there is thunder; if yin constrains
yang, wind appears. These are variations of their movement." (XIAO, LI, 2008, p. 714).

In other words, mutual communication between yin and yang is a constant state, and
their mutual coercion and fierce struggle are also normal states.

Wang recognizes that there is a struggle between the aspects of the contradiction, and
vehement changes will be sparked by this antagonistic struggle. Furthermore, he uses the
perspective of struggles to explain social phenomena. He claims that the despotic and
influential families and the common people who have been deprived of their rights are two
polarized layers of society, which are opposed.

"Those who have accumulated a great fortune are becoming richer and richer, and those
who have been dismissed are becoming poorer and poorer. And as for the leaders, they
expose the common people to mortal dangers and thus, the common people regard them
as mortal enemies."

"When wealth is gathered in the upper stratum, discontent circulates in the lower
stratum. When the common people are overwhelmed by poverty, how can you forbid
them not to raise their hands [not to rebel]?" (XIAO, LI, 2008, p. 719).

In other words, the intensification of contradictions brings with it a lot of violent

conflicts. Since they cannot be dissolved, the only way out is for one side to defeat the other.
As Wang argues, after great defeat comes great joy. Thus, the situation can change from
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stagnation to joy, this being the most revolutionary idea that appeared during the Enlightenment
period in China.

Conclusion

Through his work and his ability to combine classical Confucian philosophy with the
new sciences that emerged in the 17th and 18th centuries, Wang Fuzhi remains a voice in the
history of Chinese philosophy. Wang Fuzhi's thinking had a significant influence on Chinese
culture, especially in the fields of philosophy, history, and literature. He was one of the first
nationalist philosophers in China, who defended Chinese identity and cultural values in the
face of the Manchurian invasion.

He criticized the dominant Neo-Confucianism and proposed a new and original
interpretation of the Confucian classics, based on a dialectical and materialist view of history.
His revolutionary ideas provided solutions to China's problems in the centuries that followed,
Wang being the promoter of humanism and dialectical evolution, aspects that have held special
significance for the Chinese people from the 17th century up to the present.
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Abstract

In a perpetually dynamic world, where media programs are watched not only for
information, but also for bias confirmation, audiovisual discourse has substantially
transformed in recent decades in order to adapt to the audiences’ need for live coverage of
events. The three dimensions of Aristotle’s rhetoric — ethos, pathos and logos — have
remodeled the news narrative, which in recent years has progressively lost much of its
objectivity. From selecting and ranking information to structuring the elements of the story
told by journalists, both textually and visually, information is doubled by emotion. On the
global screen, the most important events are often broadcast live, but are recomposed by each
TV channel by means of news writing techniques so as to respond the the expectations of certain
audiences.

Résumé

Dans un monde qui évolue rapidement et qui regarde les programmes médiatiques non
seulement pour apprendre de nouvelles informations mais aussi pour renforcer certaines
croyances, le discours audiovisuel s'est considérablement transformé ces derniéres années
pour répondre au besoin du public de vivre l'actualité en direct. Les trois dimensions de la
rhétorique aristotélicienne - ethos, pathos et logos - ont remodelé le discours d'information
qui, ces derniéres années, a de plus en plus perdu son objectivité. De la sélection et de la
hiérarchisation des informations a la structuration des éléments qui composent ['histoire
racontée par les journalistes, tant sur le plan textuel que visuel, l'information est associée a
l'émotion. Sur l'écran mondial, les événements les plus importants sont souvent rapportés en
temps réel, mais ils sont recomposés par chaque chaine de médias a travers l'écriture
Jjournalistique pour répondre aux attentes d'un public particulier.
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Rezumat

Intr-o lume aflatd in continud miscare care urmdreste programele mass-media nu doar
pentru a afla informatii noi, ci si pentru a isi intari anumite convingeri, discursul audiovizual
s-a transformat substantial in ultimii ani pentru a raspunde nevoilor publicului de a trai
actualitatea in direct. Cele trei dimensiuni ale retoricii aristotelice — ethos, pathos si logos au
remodelat discursul stivilor care in ultimii ani si-a pierdut tot mai mult din obiectivitate. De la
selectarea si ierarhizarea informatiilor, pand la structurarea elementelor ce compun povestea
pe care o transmit jurnaligtii, atdt in plan textual cat si vizual, informatia este dublatd de
emotie. Pe ecranul global, cele mai importante evenimente sunt transmise de multe ori chiar
in timp real, dar sunt recompuse de fiecare canal media in parte prin scriitura jurnalistica
pentru a corespunde asteptarilor unui anumit tip de public.

Keywords: Discourse, Audiovisual communication, News, Narratology, Rhetoric
Mots-clés: discours, communication audiovisuelle, actualités, naratologie, rhétorique

Cuvinte-cheie: discurs, comunicare audiovizuald, stire, naratologie, retoricd

1. Introducere

Stirile de televiziune ocupa o pozitie privilegiata in randul factorilor ce pot determina
schimbdri sociale deoarece in functie de continuturile transmise, milioane de oameni decid
cum sa 1si organizeze viata, iar liderii politici si institutiile fundamentale ale statului isi
adapteaza mesajele. Produsele mass-media sunt construite insa, tot mai des, sub forma unor
discursuri de convingere. Rolul stirii in lumea contemporanad nu mai e doar acela de a informa
publicul, ci si de a ii intari anumite convingeri. In randul unei largi audiente se regisesc astizi
segmente diferite de public tot mai bine conturate care in functie de valorile si normele la care
aderd, opteaza pentru un anumit continut informational.

Astfel ca discursul mass-media s-a schimbat pentru a raspunde acestor nevoi si a
dezvoltat continuturi nisate. Spre exemplu, un eveniment precum o sedintd de plen in Camera
Deputatilor va fi prezentat diferit in stirile realizate de jurnalistii de la TVR si de cei de la
Romania TV. In timp ce postul public se va axa pe modul in care proiectele de lege adoptate
le pot schimba viata romanilor, canalul privat va construi subiectul pornind de la elementele
controversate ce suscitd interesul publicului {intd si va prezenta toate informatiile legate de
eventualele tensiuni care apar Intre deputati sau chiar posibilele conflicte.

Indivizii nu mai cauta astizi doar informatii, ci si stiri care sa intretind prin unghiul de
abordare si modalitatea de constructie a subiectului naratiunea si retorica in care ei cred. La fel
ca atunci cand sunt activi pe retele de socializare, si 1n calitatea de consumatori ai produselor
tv, radio sau de presa scrisa, categorii mari de public urmaresc tot mai mult sa fie convinse ca
ideile pe care le sustin, respectiv tezele in care ei cred sunt corecte. In functie de asta aleg un
anumit canal media ce corespunde ideologiei si convingerilor la care au adera. Acest proces le
valideaza un anumit tip de discurs cu care se identificd deja si pe care si-1 asuma in spatiul
online sau intr-o comunitate virtuald. Asta explica, de pilda, de ce in statele unite republicanii
urmaresc FOX News, iar democratii CNN, la fel cum si in Romania publicul de dreapta isi ia
informatii, in general, de la Digi24 si BITV, iar cel de stanga de la Antena3 CNN. Cum
comportamentul de consum al publicului s-a schimbat in ultimii 10 ani, discursul mass-media
a trecut prin anumite transformari pentru a raspunde acestor noi asteptari. Vom analiza cum
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noua paradigma de constructie a discursului audiovizual se construieste prin intermediul celor
trei dimensiuni aristotelice: logos, pathos si ethos.

Pentru a putea identifica mecanismele prin care retorica stirilor a renuntat la misiunea
strict informativa trebuie sa determindm modelul persuasiv ce poate fi aplicat fiecarei etape
din procesul de productie a stirii — selectarea si ierarhizarea informatiilor, redactarea textului,
realizarea montajului de imagini, prezentarea subiectului. Cele trei dimensiuni persuasive isi
au originea in teoriile despre convingere definite incé din Antichitate.

2. Logica textului jurnalistic si coerenta discursului (Logosul)

In fiecare sdaptamana in Romania au loc accidente, acte de violenta, conflicte stradale
sau scandaluri politice, Guvernul ia masuri ce afecteaza viata oamenilor, poate creste pensiile,
salariile din aparatul bugetar, iar Parlamentul aproba legi ce stabilesc principalele reguli de
functionare a societatii. Toate aceste informatii sunt de interes pentru public, insd dacéa ar fi
prezentate intr-o maniera institutionald nu ar fi atractive si nimeni nu ar mai fi interesat sa afle
ce se intdmpla fiindca ar plictisi.

Jurnalistii utilizeazd informatiile pentru a construi un discurs accesibil. Charles
Larson considera ca evidentierea premiselor pe care audienta sau publicul le apreciaza deja ca
fiind credibile (LARSON, 2003, p.204) poate determina succesul unor argumente, tocmai de
aceea stirile utilizeaza uneori in primele secvente difuzate si date care sunt cunoscute publicului
larg sau stabilesc relatii pentru ca subiectul sa fie mai usor de Inteles si mai captivant. in
discursul mass-media sunt folosite doua tipuri de probe persuasive — cele dramatice si cele
rationale. Intr-o stire despre inundatii, spre exemplu, marturia unui sinistrat are un impact
puternic, in vreme ce pentru un subiect cum este cel legat de cresterea monedei euro si
devalorizarea monedei nationale statisticile se dovedesc utile pentru a pune informatiile in
context.

A. Probele dramatice au ca punct de plecare reflexul indivizilor de a structura
evenimentele pe care le traiesc sau pe care le urmaresc intr-o anumita perioada de timp ca pe o
poveste (LARSON, 2003, p. 208). Pentru ca informatiile sa devind accesibile publicului,
reporterii, producatorii si editorii de stiri folosesc doua modele diferite ale formelor dramatice
atunci cand alcatuiesc un text jurnalistic — naratiunea si depozitia.

Naratiunea este cea care determind firul rosu sau logica povestii. Pentru a convinge
publicul, o relatare de la fata locului, o transmisiune in direct sau o stire trebuie sa fie credibila,
adica sa prezinte informatiile sub forma unei succesiuni de secvente care se determina unele
pe celelalte si au fluenta si coerentd in asa fel incat publicul sa inteleaga ce s-a intdmplat.
Indiferent ca este vorba despre descinderi ale procurorilor la o grupare specializatd in cimatarie
sau evaziune fiscala ori despre o interventie medicalad de succes a unor chirurgi de la un spital
renumit sau despre cele mai noi reduceri de taxe si impozite aprobate de Guvern, stirile sunt
construite sub forma unor povesti. Odata colectate informatiile de reporter , verificate si trimise
in redactie, ele sunt ,,impachetate” sunt forma unor naratiuni cu o structura bine determinata.
Pentru Walter Fisher naratiunea reprezintd un ansamblu de ,,actiuni simbolice — cuvinte si/sau
fapte — care au continuitate si semnificatie pentru cei care le triiesc, creeaza sau interpreteaza”.
(FISHER, 1987, p. 58).

Daca vrea sa fie convingator si sd transmitd publicului un discurs clar si care sa aiba
impact, reporterul care face o transmisiune in direct din fata unui bloc in care a avut loc o crima,
nu va reda informatiile asa cum apar ele in procesele-verbale de constatare ale politiei sau in
comunicate de presa scrise Intr-un limbaj juridic, ci le va structura in functie de importanta lor
in asa fel incat sa transmit publicului exact ce s-a intamplat, adicad o poveste. La aceasta
strategie apeleaza si editorul care redacteazd un text, fiindcd asa cum constatd Larson
naratiunea ,,incurajeaza experientele indirecte ale pacientilor persuadati in incercarea de a-i
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hotari sa dea un anumit curs actiunilor lor. Acest tip de persuasiune se bazeaza pe capacitatea
lor de a se imagina Intr-un context descris de agentul persuasiv— «sd simtd» ce simt altii, «sa
traiasca» indirect.

Stefan Zavilag sustine ca naratiunea poate fi adaptata oricarui tip de discurs deoarece
,prezinta fapte si intdmplari” si stabileste patru conditii ce trebuie respectate intr-un discurs
persuasiv ce utilizeaza naratiunea ca mijloc de convingere:

I. In primul rand, ,,ideile si stilul trebuie si fie clare, lamurite, pentru ca auditoriul sa
nu aibd impresia cd este amagit sau sd aprecieze ca oratorul nu este In stare sa expuna
corespunzitor fapta, intAmplarea”. (ZAVALAS, 1998, p. 142).

Naratiunea e centrul de greutate in jurul caruia se construieste discursul stirilor de
televiziune. Acestea au ca punct de plecare fapte din realitate, evenimente ce pot fi verificate,
ceea ce conform teoriei lui Schaffer plaseaza discursul stirilor in zona povestirilor factuale,
acesta sustine cd ,,in povestirea factuald, ordinea de dependenta: istorie (evenimente denotate)
—naratiune (enuntarea povestirii) — povestire (produsul, sintactic si semantic al actului narativ);
in povestirea de fictiune, ordinea de dependenta logica este schimbata: naratiune-povestire-
istorie, dat fiind faptul ca istoria nu exista decét ca o proiectie mentald indusd de povestire”.
(DUCROT, SCHAEFFER, 1996, p. 458). O stire trebuie sa raspunda la sase intrebari esentiale
— cine, ce, unde, cand, cum, de ce, in functie de care reporterul urmareste sa obtina si sa verifice
informatii pe teren, la locului evenimentului pe care le va utiliza in redactarea textului
jurnalistic.

Walter Fisher considera ca indivizii sunt ,,fiinte narative care au experienta si inteleg
viata ca pe o serie de naratiuni in curs de desfasurare, continand conflicte, personaje, inceputuri,
cuprinsuri si incheieri” (FISHER, 1987, p. 24). Analizand aceasta perspectiva, putem considera
ca stirile sunt de fapt construite ca niste ,,povesti ale actualitatii” pentru ca aceasta este forma
in care publicul e pregatit sa decodeze cel mai bine mesajul pe care il transmit.

I. Redactiile abordeaza prin jurnalele informative evenimente care sunt noi si proaspete
in fiecare zi, iar pentru asta se folosesc de coduri ce dau forma si inteles materialelor de stiri.

II. Cea de a doua conditie necesara pentru ca naratiunea sa fie un succes este adecvarea
personajelor. Aceasta este o reguld de baza in stirile de televiziune in care de multe ori sunt
utilizate personaje ce confera veridicitate si autenticitate povestii, pentru a veni in completarea
unor date si informatii care altfel nu ar reprezenta mare lucru pentru publicul larg. Spre
exemplu, atunci cand reporterul si cameramanul pregitesc un reportaj intr-o localitate afectata
de inundatii primul lucru pe care 1l fac este sa caute sinistrati care accepta sa vorbeasca in fata
camerei de filmat si sd isi spund povestea, cum au fost afectati, ce au pierdut dupa ce
gospodadriile le-au fost inundate. O astfel de marturie are o greutate mult mai mare decat un
interviu cu prefectul judetului care poate vorbi corect despre pagubele create, dar nu este un
personaj implicat direct. Asa cum remarca Stefan Zavalas, ,,auditoriul va considera «adevar»
ceea ce nareaza oratorul, dacd acest adevar se potriveste cu caracterul si interesele personajelor,
cu vremurile si locurile mentionate. (...) Daca vom acuza un om de furt, atunci trebuie sa il
prezentam ca stapanit de iubire de bani, de «argint» sau de alte patimi care il Indeamna la furt;
daca 1i vom acuza de crimd, trebuie sa dovedim ca este o crima inversunata, razbunatoare si
nelegiuitd”. (ZAVALAS, 1998, p. 142). Sigur ci o astfel de abordare in constructia
personajului pare mai adecvatd pentru o pledoaria in sala de judecata, dar in stirile de tip hard
news despre crime si ingelatorii cei gasiti ,,responsabili” in ochii opiniei publice, chiar asa sunt
prezentati.

1. Cel de al treilea criteriu pe care il are in vedere de Stefan Zavalas vizeaza stilul
discursului in sensul cd prin ,eliminarea cuvintelor de prisos, expunerea cat mai scurtd a
naratiunii, fara a intelege prin aceasta o scurtare absolutd, c¢i numai daca naratiunea cuprinde
numai ceea ce este necesar”. (ZAVALAS, 1998, p. 143). Claritatea si concizia sunt principalele
caracteristici ale discursului stirilor.
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IV. Ultima conditie propusd de Stefan Zavalas pare indispensabila editorilor si
producidtorilor de televiziune din zilele noastre care creeaza discursul audiovizual —
componenta emotionald. Pentru ca intr-un discurs persuasiv naratiunea sa isi indeplineasca
rolul si sa atingd scopul propus ,trebuie sa fie patetica, sd castige inimile ascultdtorilor.
Auditoriul trebuie sa fie miscat, sa plangd, sa se inflacareze, s se manie, sd urasca, sa
dobandeasci, adici aceleasi sentimente si pasiuni, ca si oratorul”. (ZAVALAS, 1998, p. 143).
Desi nevoia de a emotiona publicul nu tine de misiunea de informare a mass-media, a devenit
parte din scopul in sine al mesajului, discursul audiovizual avand din acest punct de vedere o
dimensiune persuasiva mult mai pregnanta.

Pe aceasta strategie In care emotia castiga tot mai mult teren printr-o poveste relatata
autentic si credibil, au mizat producatorii si editorii din televiziunile din Romania In multe
momente cheie ale pandemiei de coronavirus. Spre exemplu, in aprilie 2020, atunci cand orasul
Tandarei a devenit prima localitate carantinatd din Romania, majoritatea redactiilor nu s-au
limitat la a transmite aceastd informatie in jurnalul de stiri, era nevoie sa descrie, s expuna
publicului gravitatea situatiei.

Asa ca televiziunile au trimis echipe tehnice si jurnalisti sa transmita din orasul care a
fost carantinat. O decizie a Guvernului ce putea fi transmisa publicul sec si tern, printr-un
simplu anunt de tipul — ,,Din cauza numarului mare de infectari cu SARS COV19 orasul
Tandarei din judetul Ialomita a fost carantinat”, a devenit un breaking news, o stire de
importantd nationala fiindca informatia oficiala a fost prezentatd sub forma unei naratiuni.
Reporterul a mers in orasul carantinat gi le-a povestit telespectatorilor exact ce se intampla
acolo, practic discursul stirii nu s-a limitat la declaratiile oficiale ale primarului si ministrului
Afacerilor Interne. Pentru a 1i convinge pe oameni ca situatia e cu adevarat grava, ca masurile
luate de autoritdti sunt cu totul speciale, a fost nevoie de o poveste cu elemente de atmosfera si
multd emotie.

Scriptul stirii ORASUL TANDAREI, IN CARANTINA din jurnalul de la ora 19.00 din
04.04.2020. Stirile PRO TV

,,VOICE OVER: Autoritdtile au raportat, din nou, peste 400 de cazuri noi la 24 de ore. 430, mai
precis. Printre ele, un barbat de 27 de ani, din Sibiu, fara afectiuni cronice. Anul trecut, a avut
de tras dupa doua episoade de probleme pulmonare. Din acelasi motiv a mers la medic §i de
data asta, insa a primit recomandarea sd se trateze la domiciliu.

VOICE OVER: Aici l-au si gasit fara suflare pompierii, alertati de rudele care nu mai reuseau
sa-1 contacteze. Testele au confirmat cda a murit din cauza complicatiilor provocate de virus.

Dupa cele doua zile de apeluri disperate din partea edililor locali, orasul Tandarei a fost pus
sub carantind.

Relatare de la fata locului Paul Angelescu corespondent PRO TV: Din acest moment orasul
Tandarei este oficial in carantind. De ieri pdnd astdzi au mai murit incd trei persoane din
Tandarei confirmate pozitiv cu Covid-19. In tot judetul au murit opt persoane confirmate cu
Covid-19. Dintre acestea, sapte sunt din Tandarei.

Marcel Vela, ministrul Afacerilor Interne: ,,Sunt strict interzise intrarea §i iesirea din Tandarei
prin alte zone si cdi de acces decdt cele publice”.

VOICE OVER: Teama autoritdtilor este lesne de inteles. In timp ce, de la Bucuresti, se anuntau
noile mdsuri, pe strazi nu se respecta nici macar izolarea. Copiii se joacd sub privirile adultilor.
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Relatare de la fata locului Paul Angelescu corespondent PRO TV: Politistii iau acum fiecare
ulita la rand, sa vada cine nu respectda masurile de izolare si distantare sociald. De fiecare data
cdnd maginile pleacd, o parte dintre oameni ies inapoi pe strada.

VOICE OVER: E o joacd de-a soarecele si pisica intre oamenii legii si localnici.

Relatare de la fata locului Paul Angelescu corespondent PRO TV: In capdtul strdzii sunt doi
baieti care joacad fotbal asta in conditiile in care masinile patruleaza pe toate celelalte strazi.

VOICE OVER: S-au dat mai bine de 30 de amenzi pentru nerespectarea masurilor de izolare,
numai astazi. Doud dintre ele sunt de peste 20.000 de lei.

Relatare de la fata locului Paul Angelescu corespondent PRO TV: Acest barbat a fost oprit de
fortele de ordine, nu are la el nici declaratie pe propria raspundere nici documente de identitate.
In momentul de fata autoritdtile incearca sa il identifice cumva.

Relatare de la fata locului Paul Angelescu corespondent PRO TV: Si asta este strada care da fix
in filtrul de politie. In momentul de fata 1, 2,3 copii incad doi adolescenti si barbatul care nu avea
la el declaratia pe propria raspundere si acte de identitate.

Numai la Tandarei, romanii s-au intors cu sutele acasa, speriati de noul coronavirus. Si vor mai
veni: este asteptat un nou val.

Chiar astazi, pe Autostrada Soarelui, o coloana de masini cu numere de Marea Britanie era
escortatd de politie - cel mai probabil, cdtre un loc de carantind institutionalizatd.

Si in Hdrsova, oras aflat la 25 de kilometri de Tandarei, primarul cere sprijinul armatei. Nicio
mdsurd nu i-a tinut in casd pe localnici.

Viorel lonescu, primarul orasului Hdrsova: ,,Solicit la Harsova suplimentarea fortelor de
ordine. S-au aplicat amenzi, s-au deschis si dosare penale. Eu as recomanda indsprire pe parte
penald a celor care incalcad aceste prevederi”.

Totusi, pand acum, in Harsova nu a fost confirmat niciun caz de infectare cu virusul SARS-
coya.

Stirea transmisa in principalul jurnal al postului PRO TV este construita sub forma unei
naratiuni. Prin intermediul jurnalistului care relateaza de la fata locului cei de acasa simt exact ce
se intdmpla in orasul in care autorittile au impus masuri speciale.. E cu sigurantd mult mai
convingator un astfel de mesaj decét un anunt de 2 minute de la Ministerul Afacerilor Interne in
care sunt enuntate articole de lege si motivele carantinarii. Discursul stirii este construit in asa fel
incét receptorii mesajului sa se gandeascd permanent la efecte, la ce s-ar putea intdmpla daca si
localitatea in care ei traiesc, satul, comuna sau orasul ar fi carantinate.

Declaratia sau depozitia reprezintd cel de al doilea tip de proba dramatica pe care
producatorii de televiziune o folosesc pentru ca mesajul pe care il transmit in cadrul jurnalelor de
stiri sa aiba un efect persuasiv, adica sa convinga publicul pe de o parte sd urmareasca discursul,
sa accepte o anumitd idee si s 1si schimbe atitudinea, iar pe de alta parte sa confere autenticitate
povestii in sine. Adesea, atunci cand se uita la stiri, oamenii retraiesc momentele ce sunt povestite
de un martor sau de protagonistul unui eveniment intr-o declaratie inregistratd. Spre exemplu,
atunci cand numarul persoanelor care se aratau sceptice de existenta coronavirusului a crescut,
multe televiziuni au difuzat reportaje ce contineau marturii ale oamenilor infectati cu SARS
COV2 chiar de pe patul de spital. Autenticitatea acestor declaratii ar fi trebuit sa ii convinga chiar

I https://stirileprotv.ro/stiri/actualitate/tandarei-a-intrat-in-carantina-joc-de-a-soarecele-si-pisica-intre-locuitori-

si-politisti.html, accesat la 22 iunie 2021
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si pe cei mai neincrezatori ca virusul existd, iar presiunea pusa pe spitale este una uriasa. In cadrul
Telejurnalului de la TVR1 a fost difuzat un astfel de interviu in cadrul unui reportaj mai amplu,
construit in jurul unui personaj cheie — o femeie supraponderald, angajatd in corporatie, care a
supravietuit dupa infectarea cu virusului, desi a petrecut o perioada lunga de timp internata in
sectia de terapie intensiva.

Scriptul unei declaratii din stirea 6 SAPTAMANI CAT O ETERNITATE difuzati la ora 20.00
in 29.04.2021. Stirile TVR, TVR1

Raluca Ganea: ,, E greu sa vezi cum lumea se duce in jurul tau. La terapie intensiva acum esti
bine, peste cdteva ore te-au pus in sac §i ai plecat. E cumplit sa te trezesti in mijlocul noptii §i
sa auzi asistentele cum se luptd sa salveze pe cineva. E cumplit pentru moralul omului. Este
foarte greu. Va dati seama, cand esti acolo, te gandesti ca urmdtorul ai putea fi tu. Din oamenii
care erau la ATI la COVID in aceeasi perioada cu mine, eu sunt singura care a plecat mai
departe. Si este cumplit sa stii lucrul dsta. Erau oameni buni, sunt sigurd de treaba asta. Evau
familia cuiva...””

In acest caz, mesajul are un impact mai puternic si este mai convingitor prin folosirea unei probe
dramatice ca mijloc al persuasiunii in discursul stirii decat daca ar exista doar o declaratie a unui
medic care i-ar avertiza pe oameni cd trebuie sd se protejeze. Marturia tinerei conferd
autenticitate.

B. Probele rationale sunt cele care apeleazd la mecanismele gandirii logice, iar Larson
ia ca punct de plecare definitia argumentarii pe care o intelege ca reprezentand ,,suficiente probe
asociate unui rationament pentru a determina publicul sd acorde incredere sau sd actioneze
conform sfatului agentului persuasiv’ (LARSON, 2003, p.214). De foarte multe ori la stiri
informatiile factuale sunt insotite de date statistice, un bilant al accidentelor care au avut loc pe
parcursul unui an pe un drum judetean poate fi folosit intr-o stire despre proiectele de
infrastructura din Romania care nu au avut parte de investitii in ultimii 10 ani.

Stirile nu prezintd Insa evenimente unice si singulare, ci fapte sociale intre care se
stabilesc diferite tipuri de relatii. In functie de interesul redactiei, acestea sunt prezentate diferit
intr-o stire de televiziune prin selectarea unui anumit unghi de abordare in acord cu politica
editoriala a postului. Existd mai multe tipuri de rationamente care sunt aplicate in discursul
jurnalistic ca mijloace persuasive:

Rationamentul cauzi-efect este utilizat, spre exemplu, in reportajele si stirile ce aduc
in fata publicului informatii despre starea degradantd a unor cladiri istorice ce se pot prabusi
oricand in zone circulate din marile orase sau despre gropile de gunoi ilegale care polueaza si pot
afecta sinitatea oamenilor care locuiesc in vecinitate. In aceste cazuri, mass-media prezinti
cauza problemei, potrivit lui Charles Larson acest tip de strategie functioneaza ,,pentru a
identifica evenimente, tendinte sau fapte ce determind efecte sigure. Ele ne spun cd, o data
prezentatd o cauza, ne putem astepta ca anumite efecte sa urmeze.” (LARSON, 2003, p. 217).

Rationamentul efect-cauza apare atunci cand in discurs, emitatorul mesajului are ca
punct de plecare cateva efecte cunoscute si prin simpla mentionare a acestora Incearca sa ajunga
la o cauzi, aceasta e de fapt o presupozitie. In cazul unor subiecte de presa in care nu pot fi
confirmate toate informatiile sau unele nu pot fi facute publice, reporterii si editorii folosesc
datele disponibile pentru a prezenta o anumita cauza. Spre exemplu, atacul cu bomba din Arad
in care un om de afaceri a murit dupa ce masina in care a urcat a fost aruncata in aer in parcarea
unui supermarket a nascut foarte multe controverse. Pentru ¢ nu exista o cauza a evenimentului,

2 http://stiri.tvr.ro/exclusivitate---ase-saptamani-cat-o-eternitate--e-greu-sa-vezi-cum-lumea-se-duce-in-jurul-tau-
-la-terapie-intensiva-acum-esti-bine--peste-cateva-ore-te-au-pus-in-sac-si-ai-plecat_884361.html#view, accesat
la 22 iunie 2021
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stirile si transmisiunile in direct de la fata locului realizate de reporter au fost construite pe
rationamentul efect-cauza, pistele politistilor si scenariile de lucru ale procurorilor au reprezentat
principalele elemente prezentate publicului.

Rationamentul bazat pe simptome utilizeaza indicii pentru a directiona discursul spre
o anumita concluzie, fixatd de fapt inca de la inceput. De pilda, in luna iunie a anului 2021 multe
stiri prezentate in presa scrisa, in radio, dar si la televizor au redat problemele cu care se confrunta
sectorul 1 al Capitalei, concluzia la care ajunge publicul este aceea cd administratia locala este
ineficienta, iar modalitatea in care gestioneaza problemele comunitatii este gresitd. Imaginile cu
gunoaiele de pe strazi, cu sobolanii filmati in zonele publice sau cu iarba netunsid din Parcul
Herastrau au fost pe pagina de inceput a site-urilor de stiri si la inceputul jurnalelor de stiri.
Uzitand acest tip de rationament, aceste imagini sunt indiciile de care are nevoie audienta pentru
a trage o concluzie.

in cazul rationamentului prin comparatie sau prin analogie, potrivit lui Charles Larson
,,agentii persuasivi folosesc uneori comparatia ca temei logic pentru anumite concluzii. in aceasta
forméa de rationament, un exemplu este analizat si descris, iar apoi se desprind concluziile din
exemplul sau din situatia respective. Agentul face ulterior o comparatie cu o altd situatie,
subliniind similitudinile si motivele pentru care concluziile exemplului initial se aplica la aceasta
din urma”. (LARSON, 2003, p. 219-220). Adesea pentru a explica publicului o situatie
complicata, greu de inteles la o prima lecturd a stirii, jurnalistii folosesc comparatii sau analogii
chiar daca acestea pot denatura situatia initiala, reald. Atunci cand un reporter transmite in direct
dintr-o localitate in care au avut loc inundatii, este mult mai accesibil pentru publicul caruia i se
adreseaza sa spuna ca ,,apele au maturat pur si simplu satul Margina, iar viitura a luat 3 vieti”
decat sa urmeze cursul comunicatelor oficiale in care autoritdtile anuntd, de pilda ca ,ieri
dimineata cotele raului care strabate satul Popesti au fost depasite, iar 3 persoane au decedat”. Ca
rationament, analogia e folositd pentru a aduce mai aproape de nivelul de intelegere al publicului
informatii inaccesibile, dar si pentru a sensibiliza audienta.

3. Elementele emotionale in discursul stirii (Pathosul)

John Corner considera ca realismul a reprezentat ,,proiectul estetic si social definitoriu
al televiziunii” deoarece aceasta notiune actioneaza ca un standard al valorii in redactii, dar si
pentru public care la fel ca jurnalistii se raporteaza la legatura dintre emisiunile de stiri si
realitate ca la un criteriu pentru evaluarea calitatii programelor informative. (CORNER, 1992,
p- 97-102). Publicul nu mai cauta astdzi insd doar informatie atunci cdnd urmaéreste o stire pe
o aplicatie online la care este abonat, ci si emotie, adica o eliberare la fel ca in teatrul antic,
prin mila si suferintd. Oamenii au sentimente puternice atunci cand se uitd, spre exemplu, la o
relatare din mijlocul unei localitdti afectate de inundatii de unde reporterul transmite dintr-o
barca a pompierilor pentru ca sunt convinsi ca acele imagini sunt veridice. Povestea redata prin
text i imagine ce ruleaza pe ecranul telefonului sau al televizorului este autentica, construita
pe baza unor informatii verificate de jurnalistii care se afla la locul evenimentului.

O regula de baza pe care o invata fiecare jurnalist atunci cand ajunge intr-o redactie e
aceea cd, in redactarea unui text este esential sa aleaga cuvintele potrivite, cu farmec, fiindca
stirea nu trebuie sd fie doar clard, concisa, obiectiva si sa prezinte toate perspectivele asupra
subiectului, ci si sd aiba impact. Sunt redactori, editori si producatori de televiziune care
vorbesc despre ,,scrisul emotional”, despre alegerea acelor cuvinte care exprima cel mai bine
modul in care s-au intamplat lucrurile, intr-o maniera ce captiveaza publicul. Un jurnalist nu
va spune niciodata cd ,,0 artistd a decedat intr-un accident rutier in care masina in care se afla
a intrat in coliziune cu un autocamion”, ci cd ,,0 vedeta s-a stins din viatd dupa ce masina in
care se afla a izbit 1n plin un tir”.

Dincolo de dimensiunea semantica si cea functionald, limbajul are si 0 componenta
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tematica, care asa cum constatd Larson e ,,reprezentatd de acea calitate a cuvintelor de a avea
0 anumita textura sau de a produce un anumit sentiment”. (LARSON, 2003, p. 149). Oamenii
care urmdresc stirile au sentimente puternice si datoritd modului in care sunt prezentate
informatiile, iar acest fenomen este explicat de Septimiu Chelcea care sustine ca ,,doud mesaje
pot fi echivalentele din punct de vedere semantic si functional, dar diferite din punctul de
vedere al «tematicii»”. Sociologul roman analizeaza ,,stilul unificator” si stilul ,,pragmatic®,
care reprezintd doua formule diferite de a accentua anumite elemente in discurs. Aceasta
dihotomie se bazeaza de fapt pe modul in care publicul se raporteaza la o anumita teza sau idee.
Astfel, ,,stilul pragmatic se recomanda agentilor persuasivi cand se adreseaza unui public ce nu
impartaseste opiniile pentru care ei pledeaza, spre deosebire de stilul unificator, adecvat
situatiilor de congruenta atitudinald agent persuasiv-auditoriu”. (CHELCEA, 2020, p. 253).

Realismul stirii nu e determinat doar de limbajul folosit de jurnalisti pentru a spune
publicului ce s-a intdmplat. Raymond Williams constatd ca termenul ,,real” este folosit in
opozitie cu ceea ce inseamna ,,imaginarul”. Realismul ca reflectare veridica a unor evenimente
este legat si de detaliile aparent redundante si presupune includerea unui numaér mare de semne
ce au rol contextual in construirea povestii. Costumele, circumstantele dialogului si chiar o
parte din actiunea narativa fixeaza povestea intr-o lume complet inteleasd. Notiunile de
reprezentare din secolul al XIX-lea presupuneau cd lumea reald poate fi explicatd si
reprezentatd complet. Williams considera ca din aceasta teorie se desprind trei caracteristici ale
realismului ce se regdsesc si in discursul audiovizual — este contemporan, preocupat de
actiunile care pot fi explicate si care au loc in lumea material, este extins social deoarece are
ca scop reprezentarea oamenilor obisnuiti, este marcat uneori de ambitia de a interpreta lumea
in relatie cu un punct de vedere politic. (WILLIAMS, 2002, p. 61-74).

Charles U. Larson considera ca felul in care cuvintele sunt combinate in propozitii, iar
propozitiile in fraze poate avea un efect persuasiv. O anumita topica il poate face pe cel care
asculta stirile la radio sau le urmareste pe ecranul telefonului mobil sa lase tot ceea ce face in
acel moment si sda se concentreze doar pe mesajul respectiv. Adicd modalitatea in care e
construit discursul il poate alerta sau 1i poate distrage atentia. (LARSON, 2003, p. 143).

Stirile Incep cu informatiile ce au o puternica Incarcaturd emotionala, cele de impact,
pentru a capta atentia publicului si a il determina sa urmareasca toatd povestea. Acest tip de
constructie a discursului este specific persuasiunii, asa cum constata si Septimiu Chelcea care
sustine cd ,,agentii persuasivi plaseaza cuvintele cu o mare incarcatura emotionala la inceputul
frazei pentru a pune in garda publicul in legatura cu dovezile ce urmeaza a fi aduse 1n sprijinul
actiunii propuse (de a achizitiona un produs, de a adera la o idee)”. (CHELCEA, 2020, p. 250).

Permutérile sunt folosite in discurs pentru a accentua anumite idei, acestea pot fi:
elementare (cand trece pe locul al doilea elementul care in mod normal ar fi trebuit s ocupe
primul loc) si complexe (presupun modificarea ordinii mai multor elemente) (DUBOIS, 1970,
p.99). Spre exemplu, aceastd frazd folositd In discursul unei stiri difuzate in programul
informativ al postului Antenal, Observator, e construitd pe baza unei permutéari complexe —
,,Confruntati cu o boald care pentru care nimeni nu i-a pregatit in lungii ani de scoald, medicii
au si ei un mesaj.”” Editorii de televiziune au apelat la aceastd formula ca si declanseze in
randul publicului empatie fata de medici, sa il faca pe omul de rand sa se gadndeasca ce misiunea
complicatd au medicii si asistentele sa salveze vieti si sd lupte cu o boald despre care nu stiu
foarte multe lucruri. In acest context, receptorul mesajului isi va lua masurile de precautie
pentru a nu contacta virusul, adica se va conforma.

3https://observatornews.ro/eveniment/lupta-pacienti-terapie-intensiva-379543.html, accesat la 28 februarie 2024
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3.1. Rolul melodramei in stirea de televiziune

Diamond considera ca stirile In care informatia transmisd imbraca haina emotiei pentru
a ajunge la public reprezinta o abdicare de la valorile clasice ale jurnalismului. Pentru el, aceste
produse mediatice ,,se bazeaza pe o serie de forme grosolane de comercialism, sunt controlate
de manageri duri, cu orientare de piatd, se complac 1n spectacole gratuite si fac comert cu
trivialitditi si cu o emotivitate suspectd, corup valorile si integritatea jurnalismului”.
(DIAMOND, 1975, p. XIV). Stimulata de activitatea departamentelor de marketing care fac de
multe ori presiuni pentru cresterea audientei ca sa poatd vinde publicitate la un pret mai mare,
mass-media tin tot mai mult cont de asteptarile consumatorilor in materie de spectacol, captarea
audientei reprezintd principala miza a luptei dintre posturi si determina activarea principiului
placerii (LAZAR, 2008, p. 125), ce guverneazi logica seductiei. In fond, nimic nu este mai
televizual decét un om care rade sau plange. (SCHNEIDERMANN, 1999, p. 109).

Estetica melodramei a influentat discursul stirilor prin transferul unor elemente de
constructie a personajului care in cazul jurnalismului de informare duc la mecanismele de
identificare a publicului, dar si prin prezentarea contrastului dintre bine si rau si a actiunii unor
forte superioare ce declanseaza evenimente de necontrolat pentru omul de rand (imaginile
tulburatoare prezentate in regim de breaking news de la inundatii, incendii de vegetatie au un
impact mare asupra publicului). In fond, orice informatie poate fi transformata in spectacol si
fragmentata in segmente de emotii. (RAMONET, 2000, p. 24).

Peter Brooks considera ca melodrama e o ,,artd democratica”, a analizat relatia de la
inceputul secolului al XIX-lea dintre aceasta si fictiunea literara si a constatat cd melodrama
este un sistem de semnificare in societatea moderna desacralizata, ndscutd din Revolutia
franceza (BROOKS, 1984, p. VIII). Melodrama se incadreaza in curentul expresionist si se
straduieste sd externalizeze ceea ce se ascunde sub suprafata haotica si nesigura a vietii
moderne. Aceasta a influentat programele de stiri prin aceea ca aduce 1n prim plan omul modern
si singur pentru care, asa cum afirma Mercier: ,,trebuie instaurata ideea unei intalniri cotidiene,
pe care fiecare simte placerea sd o regaseascd, dacad nu sa o si astepte”. (MERCIER, 1996, p.
166).

Aceasta este liantul dintre imaginatia melodramatica si ceea ce Arnold Hauser
considera principala mostenire a secolului al XIX-lea, respectiv ca dincolo de realitate se afla
ceva mai real decat aceasta care trebuie descoperit. (HAUSE, 1972, p. 206). Este de fapt ceea
ce membrii publicului cautd atunci cand urmaéresc stirile, fiind generat un sentiment de
coeziune sociald. Stirile sunt cele care 1i aduc pe oameni impreund pentru ca traiesc emotii
comune. Stirile se reduc in ultima instanta la emotii fundamentale si puternice precum: iubirea,
ura, mahnirea sau bucuria. Aceste trairi sufletesti caracterizeaza toate fiintele umane, indiferent
de statutul lor social. Sexul si moartea sunt doua aspecte ale vietii care dau nastere celor mai
intense emotii, si de aceea e firesc sa fie temele tratate cel mai frecvent. (SPARKS, 2004, p.
98).

Kenneth D. Burke considera ca persuasiunea reprezinta ,,utilizarea limbajului ca mijloc
simbolic de a aduce cooperare intre fiinte, care, prin natura lor, reactioneaza la simboluri”
(LARSON, 2003, p. 125), adica o formd de comunicare prin care se urmareste influentarea
alegerilor. La baza procesului std insd mecanismul de identificare, care asa cum sugereaza
Septimiu Chelcea, apare ,,atunci cand agentii persuasivi actioneaza, cred si vorbesc identic sau
foarte asemanator cu publicul tintd”. (CHELCEA, 2020, p. 243).

Modelul persuasiunii dezvoltat de filosoful american stabileste ca naratiunea sau
povestirea sunt formele prin care oamenii raspund stimulilor pe care 1i primesc din mediul
inconjurator. Motivatia este exprimatd, in viziunea lui Burke, prin intermediul actelor
simbolice ale limbajului, delimitand 1n acest fel ,,actiuneca motivata” de ,,miscarea nemotivata”.
Discursul stirilor de televiziune ca orice altd manifestare lingvisticd reprezintd o actiune
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motivata pentru cd poate fi controlat de o anumita vointa, a reporterului care redacteaza stirea,
a cameramanului care surprinde anumite imagini in cadru si le elimind pe altele sau a
producatorului si a editorului care decid un anumit unghi de abordare pentru o anumita stire.

In viziunea lui Burke atunci cand transmit un mesaj, indivizii isi aleg cuvintele in
functie de potentialul lor dramatic. Filosoful american defineste cinci parametri ce determina
constructia discursului. (BURKE, 1945, p. XV). Septimiu Chelcea apreciazd cd aceste
componente se influenteaza unele pe celelalte si 1si au originea intr-un nucleu comun — drama
insasi”. (CHELCEA, 2020, p. 244). Cei cinci parametri sunt:

Actul include orice actiune motivata. In cazul stirilor e vorba despre textul si imaginea
ce compun un intreg si alcatuiesc mesajul. Stirea pleaca de la un eveniment social semnificativ.

Cel de al doilea element identificat de Burke este scena, adica intregul context in care
se petrece un anumit eveniment ce devine subiect de stire. Spre exemplu, stirea despre primul
romén infectat cu coronavirus a devenit un breaking news pentru ca deja publicul din Roméania
era familiarizat cu subiectul, existau masuri de sigurantd sanitara in aeroporturi, pasagerii
trebuiau sa declare tara din care au venit, iar unii chiar purtau masca de protectie desi 1n acel
moment in Romania aceasta nu era obligatorie. Exista totodatd un amplu context international,
stirile despre situatia din China si Italia unde autoritatile erau in alerta din cauza infectarilor cu
coronavirus.

Agentul se refera la persoana sau ansamblul persoanelor sau institutiile ce asigura
desfasurarea actului. Continutul acestui termen poate s cuprinda si caracteristicile persoanei,
carora li se atribuie o valoare motivationald, cum sunt frica, imaginatia sau rautatea. (BURKE,
1945, p. XIX). In cazul stirilor agentul e reprezentat de institutiile de presi, care transmit
mesaje intr-o forma prestabilita si au standarde si criterii de selectare e a informatiei in functie
de interes public. Televiziunile sunt organizatii cu o structurd ierarhicd, redactorul-sef si
producatorul general stabilesc unghiul de abordare al unei povesti in functie de informatia pe
care reporterul o obtine pe teren, din mijlocul evenimentului de multe ori, si o anunta in
redactie.

Agentia reprezinta ,,mijloacele, metodele utilizate de agentul persuasiv (atractivitatea
fizicd a unor actrite, dansatoare sau cantarete faimoase sau a unor campioni sportivi,
fotografiile nud, diferite obiecte cu valoare simbolicd)”. (CHELCEA, 2020, p. 245). Agentia
include de fapt toate resursele pe care le are agentul si pe care le poate folosi pentru ca actul sa
fie unul reusit.

Scopul este ratiunea actului de persuasiune, in cazul stirilor de televiziune poate fi un
scop declarat acela de a informa corect §i un scop ascuns sau nedeclarat. Spre exemplu, pe toata
perioada pandemiei multe dintre imaginile transmise si informatiile obtinute de mass-media de
la institutiile statului (Ministerul Sanatatii, Ministerul Afacerilor Interne, Ministerul Apararii
Nationale) au fost folosite pentru a convinge publicul tinta de gravitatea situatiei, de impactul
pe care il are pandemia si de riscurile pe care le implicd. Tocmai din aceastd perspectiva
discursul stirilor a devenit un discurs mai degraba persuasiv decat unul pur informativ.

in timp ce melodrama din teatru, film, televiziune sau literaturd este prezentati drept
fictiune si este perceputad de audientd in aceastd nota, reprezentarea melodramatica a lumii in
jurnalul de stiri asigura cadrul expunerii unor informatii corecte.

4. Raportul dintre text si imagine in discursul mass-media (ethosul)

Daca in epoca lui Aristotel reputatia unui individ era determinata de faptele sale, de
felul in care se exprima in public, de succesul discursurilor pe care le-a sustinut pana intr-un
anumit moment si de dibacia cu care isi alegea cuvintele, in zilele noastre atunci cand ne
raportam la ethos, un factor determinat este componenta vizuald. Retelele de socializare
influenteaza perceptia publicd a unui personaj, la fel si aparitiile acestuia in emisiunile de
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televiziune, fie ca e vorba despre stiri, participarea la emisiuni de tip dezbateri ori interviuri
ample. Este epoca in care politicienii isi fac campaniile electorale pe Facebook si pe Instagram,
in care oamenii au telefoane inteligente si realizeaza fotografii in fiecare moment al zilei, nu
doar la ocaziile speciale, incercand sa intretind o anumita imagine publica. Practic, reputatia se
construieste in fiecare zi pe platformele online, care au devenit un ,,polis al tuturor”, in care
mai mult decat textul sau comentariul, cantaresc imaginile.

Astazi reputatia e puternic determinata de felul in care individul este surprins in cadru
si prezentat in ,,satul global”. Asta 1l poate face pe un lider politic sa para responsabil in fata
electoratului sau sa castige increderea unor categorii de public pe care mesajele lui nu le
atinsesera pana in acel moment.

Radu Herjeu sustine ca nici asezarea in platou a persoanelor invitate sd participe la o
emisiune tip dezbatere nu e intimplitoare. In sensul ca cei aflati in partea dreapti a ecranului
par mai importanti, iar celor situati In partea stanga li se reduce din credibilitate tocmai prin
pozitia pe care o ocupa in economia imaginii. (HERJEU, 2000, p. 156).

Modul in care cameramanii surprind in imagini, spre exemplu, un ministru care face
declaratii si explica masurile fiscale pe care urmeaza s le aprobe Guvernul sau pe purtatorul
de cuvant al Politiei Romane care oferd ultimele detalii despre perchezitiile pe care oamenii
legii le-au facut la o retea de traficanti de droguri, poate conferi noi semnificatii mesajului pe
care acestia il transmit.

Lucian lonica defineste imaginea vizuala, cea care este parte componenta a discursului
stirilor, drept ,,orice configuratie graficd bidimensionald, cu sens, obiectivatd pe un suport, pe
o suprafati plani sau nu, situati in interiorul ferestrei noastre perceptive”. (IONICA, 2000, p.
11). Asadar, procesul se concentreazd pe mesajul pe care il poate decoda si interpreta
receptorul, oferindu-i anumite semnficatii.

Radu Herjeu considerd ca atunci cand imaginea surprinsa de camera de filmat e una
staticd, in sensul ca nu se Intdmpla nimic in cadru, dinamismul poate fi creat prin miscarea
aparatului de filmat sau prin alegerea unei anumite incadraturi de catre operator. El sustine ca
imaginile ,,pot crea telespectatorului senzatii care sa influenteze perceptia elementelor
prezentate si, implicit, s obt{ind o reactie dorita de realizator. Ca si in cazul redactarii stirilor,
si la filmarea si montarea unui material, majoritatea incadraturilor §i a miscarilor camerei nu
sunt intamplatoare (...). Chiar i in aceste conditii, efectele obtinute sunt aceleasi, reactia
telespectatorilor putand varia in functie de modul in care a fost surprinsa si apoi transmisa o
imagine.” (HERJEU, 2000, p. 149). Tocmai de aceea, in politica editoriald a oricarui canal
media existd reguli clare cu privire la modul in care cameramanii trebuie sa 1i filmeze pe liderii
politici ai momentului si ce anume sa surprinda din comportamentul lor pentru a le zugravi o
anumita imagine 1n ochii publicului in concordanta cu interesele postului.

Lucian Ionica sustine ca intre text si imagine pot lua nastere trei tipuri de relatii ce
configureaza discursul audiovizual — de concurenta, de redundanta si de complementaritate. O
imagine atractivd prin ineditul sau dramatismul ei va distrage atentia telespectatorului de la
textul citit de voice-over, la fel cum un script al stirii bine scris va reduce valoarea imaginilor
pe care le nsoteste sau le va pune in plan secund. Cum nici textul nu este liniar, in sensul ca
poate avea pasaje mai putin atractive, nici cadrele filmate nu sunt toate la fel si nu au acelasi
impact. Astfel, pentru a asigura un echilibru in discurs, momentele puternice din punct de
Vedere vizual nu trebuie sa se suprapuna cu momentele puternice ale discursului verbal, atentia
receptorului trebuie ghidata alternativ intre ceea ce vede si ceea ce aude. (IONICA, 2005, p.
237-238).

Consilierii in relatii publice cunosc si stipanesc aceste tehnici asa ca Tnainte ca un
ministru sau o alta persoana care detine o functie publica sd ajungd intr-un platou de televiziune
este instruitd cum sd armonizeze limbajul non-verbal, adica ceea ce vede publicul (gesturile cu
mana sau pozitia corpului) cu discursul pe care il adoptd. O persoand care pe parcursul unei
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emisiuni cu o duratd de 45 de minute foloseste in permanenta un ton ridicat i gesticuleaza tot
timpul devine obositoare, iar cei care o urmaresc nu ii ofera incredere. Ideile importante pot fi
punctate printr-o ridicare a vocii, iar gesturile cu mana pot fi utilizate atunci cand insotesc
explicatii, de pilda, dar nu continuu.

Nicolae Melinescu constata ca in teoria televiziunii s-au conturat de-a lungul timpului
doud mari curente ce definesc relatia dintre text si imagine. Pe de o parte, sunt ,,minimalistii”
pentru care imaginea este cea mai importanta si care considera ca aceasta trebuie insotita de un
numar redus de cuvinte deoarece are forta necesara pentru a transmite mesajul stirii i poate
convinge audienta. De cealaltd parte, sustinatorii suprematiei cuvantului sustin ca, in lipsa
acestuia, imaginea nu asigura eficienta procesului de transmitere a mesajului. (MELINESCU,
2013, p. 129-130).

Directorul responsabil cu pregatirea noilor reporteri ai BBC spunea ca ,,sd scrii dupa
imaginile montate inseamna sa ajungi la distilarea unei abilitidti deosebite pe care multi
jurnalisti nu reusesc sé si-o dezvolte in ciuda unui simt al folosirii cuvintelor si al unei empatii
pentru imagini”. (YORKE, 1990, p. 69). Doar prin ea insdsi o imagine nu poate sa se refere la
o persoand, un obiect sau la un eveniment, poate, cel mult, sa faciliteze recunoasterea acestora.

Spre exemplu, daca In timpul difuzarii unei stiri publicul vede pe ecran imaginea unui
orag pe timp de noapte, Intr-o prima faza acest cadru nu ofera foarte multe informatii, insa daca
poate fi recunoscuta o cladire emblematica precum Turnul Big Ben sau Turnul Eiffel lucrurile
incep sa se clarifice. Imaginea este inteleasa instantaneu, tot asa, de pilda. publicul 1si dd seama
imediat ca e vorba despre un protest daca vede o multime de oameni adunati in Piata Victoriei
din Bucuresti cu pancarte In maini sau despre o perchezitie atunci cand pe ecran sunt difuzate
imagini cu trupele speciale ale politiei care incearca sa intre intr-o locuintd. Imaginea are un
efect mai rapid si poate transmite mai multe informatii, fatd de Intelegerea sensului unei
propozitii care cere timp pentru decodare. Lucian lonica sustine ca ,,imaginea are un rol pasiv,
ea valideazi cuvantul, construind cadrul in care acesta este perceput”. (IONICA, 2005, p. 244-
245).

Radu Herjeu sugereaza ca de cele mai multe ori consumatorii mass-media nu sunt
constienti de modul 1n care cameramanii aleg anumite incadraturi sau de maniera in care
editorii de montaj folosesc unele tehnici in constructia discursului audiovizual pentru a
transmite un mesaj. (HERJEU, 2000, p. 149). Adica, cel care urmareste stirea pe ecran nu
resimte in niciun fel intentia reala a echipei de productie si a reporterului care au realizat o stire
despre un conflict politic, de exemplu, si prezinta diferit cele doud parti implicate.

Hewitt a definit mai multe moduri de alaturare a imaginii si a textului in discursul mass-
media, pe care jurnalistii sau consilierii de relatii publice le folosesc combinandu-le succesiv
pentru a da mesajului anumite semnificatii si a determina o modificare a atitudinii sau a
comportamentului In randul publicului.

I. La un comentariu puternic si imagini de fundal cu un impact redus se recurge
atunci cand stirea abordeaza un subiect abstract, ca de exemplu o reforma fiscald sau rata
somajului. In aceasta situatie nu se face referire la un eveniment concret si vizibil, asadar
cameramanii vor filma imagini apropiate temei, dar fard legatura directd cu informatia
transmisa. Prezenta acestor stiri in jurnal se justificd prin importanta informatiei transmise
verbal, imaginile nu relateaza subiectul si nici nu il plaseaza spatial, temporal ori evenimential.

II. Comentariul puternic si imaginile generice se folosesc atunci cand textul stirii este
ilustrat cu imagini ce prezintd un element sau un detaliu, specifice subiectului abordat. Chiar
si asa, aceste elemente vizuale au valoare generica, ele ilustreaza un fapt, un subiect sau o tema,
dar nu le redau. Editorii si producatorii se feresc de subiectele ce pot fi abordate doar in aceasta
maniera pentru ca interesul telespectatorilor nu poate fi mentinut foarte mult timp.

III. Un comentariu puternic completat cu imagini de ilustratie se materializeaza
prin alegerea unor imagini ce corespund punctual cate unui cuvant sau idei din scriptul stirii,
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dar nu se acorda atentie logicii interne si construirii discursului vizual. Aceastd metoda de a
stabili o corespondenta strictd Intre cuvant si imagine duce la redundanta, plictisind privitorul.
IV. Formula comentariului si a imaginii puternice poate conduce la dificultatea
telespectatorului de a isi concentra atentia de la palierul vizual la cel auditiv al comunicarii.
V. Imaginile firid comentariu sunt fie inregistrari nefinisate, adicd presupune
transmiterea materialului brut cu sunetul original, fie eseuri vizuale in care lumina, montajul,
sunetul ocupa rolul principal. (HEWITT, 1992, p. 50-54).

Analizand lucrurile din aceasta perspectiva, Radu Herjeu crede cd tocmai tehnica prin
care sunt filmate cadrele si montate explicd de ce o secventa ce redd o actiune banala care in
viata reald nu ar fi observata, poate capta, fascina si chiar convinge publicul atunci cand apare
pe ecran. (HERJEU, 2000, p. 150). In acest fel, jurnalistii pot transforma teme aparent
neinteresante 1n subiecte atractive prin utilizarea imaginilor sugestive. La fel, imaginile cu un
lider politic in timpul unei aparitii publice sau cu un reporter care transmite de la locul unui
eveniment pot transmite Incredere, empatie si pot creste credibilitatea vorbitorului si automat
a mesajului sau, din contrda, au capacitatea de a reduce impactul discursului. Perceptia
publicului asupra celui care sustine un discurs influenfeaza puternic receptarea mesajului, iar
pe ecran credibilitatea, carisma, farmecul, adica etosul, elocventa celui care se adreseaza, pot
fi amplificate sau estompate de patru elemente ( Incadrarea subiectului, felul in care este filmata
persoana, unghiul de filmare si montarea secventelor).

5. Concluzie

Ethosul, pathosul si logosul, cele trei dimensiuni definite de Aristotel sunt valorificate
in discursul audiovizual din lumea moderna prin utilizarea instrumentelor persuasive ale
elocventei, manipuldrii §i convingerii. Acestea au transformat discursul stirilor dintr-unul
informativ intr-unul care naste reactii, schimba atitudini i comportamente, adica un discurs de
convingere. Noul cadru 1n care se desfasoard comunicarea a impus o readaptare a discursului
audiovizual pentru ca acesta sa raspunda nevoilor unui nou tip de public. Cum oamenii pot sa
afle astazi aproape orice informatie printr-un simplu click si nu mai trebuie sa astepte jurnalul
de seara pentru a sti ce s-a intdmplat important pe parcursul unei zile, redactiile au schimbat
formula de constructie a stirilor. Acestea nu mai au doar o functie informativa, ci devin povesti
care trebuie sd capteze publicul, sa i intdreascd anumite convingeri, sd expuna o succesiune a
evenimentelor intr-o anumita logica pentru ca naratiunea sa aiba sens, sa genereze uneori valuri
de emotie si sa transmita totusi incredere.

Din acest punct de vedere, discursul audiovizual a preluat instrumentele principalelor
forme de persuasiune, asa cum au fost ele definite de Gheorghe Clitan si Oana Barbu-Kleitsch
— incitatia, seductia, castigarea increderii prin apelul la sensibilitate, exprimarea articulata,
relevanta actiunii de urmat, convingerea. Acestea sunt de fapt elemente ce apartin celor trei
dimensiuni clasice ale persuasiunii — ethos, pathos si logos. (CLITAN, BARBU-KLEITSCH,
2017, p. 179-180).
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MODELUL DE APLICARE A PERSUASIUNII iN DISCURSUL AUDIOVIZUAL
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Abstract

Observing music as a form of communication within the creative industries we notice
that it connects with other fields, especially non-musical ones. The role of modern popular
music in this work is twofold: on the one hand, as a branch of cultural diplomacy and, on the
other, as a form of economic progress within creative industries. The objective of this work is
to show the synthesis of elements of these two roles of music from the perspective of popular
modern music in Spain. The qualitative approach includes the musical examples of Rosalia, a
singer who in her art shows an exceptional ability to combine elements of the flamenco
tradition with modern musical expression. The ways in which the singer communicates with
her audience are carried out on three levels: visual, auditory, and musical and this work
represents an investigation of the cultural references that she uses.

Resumen

Observando la musica como una forma de comunicacion dentro de las industrias
creativas notamos que se conecta con otros campos. El papel de la musica popular moderna
en este trabajo es doble: por un lado, como rama de la diplomacia cultural y, por el otro, como
una forma de progreso economico dentro de las industrias creativas. El objetivo de este trabajo
es mostrar la sintesis de elementos de estos dos papeles de la musica desde la perspectiva de
la musica popular moderna en Esparia. La aproximacion cualitativa incluye los ejemplos
musicales de Rosalia, una cantante que en su arte muestra una habilidad excepcional para
combinar elementos de la tradicion flamenca con la expresion musical moderna. Las formas
en las que la cantante se comunica con su audiencia se realizan en tres niveles: visual, auditivo
y musical y este trabajo representa una investigacion de los referentes culturales que emplea.

Keywords: cultural diplomacy, creative industries, Rosalia, national symbols, flamenco,
urban music

Palabras clave: diplomacia cultural, industrias creativas, Rosalia, simbolos nacionales,
flamenco, musica urbana

* Una parte de esta investigacion fue presentada en Congreso internacional Pasado, presente y futuro del
hispanismo en el mundo: avances y retos, 23/6/2022-25/6/2022, Belgrado: Facultad de Filologia
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Introduccion

El punto de partida de nuestra investigacion es la musica mainstream como parte
integrante de la cultura actual, moderna con el foco en la cantante Rosalia como artista
perteneciente a la esfera mainstream (TERRASA RICO, 2021, p. 397). Es esencial comprender
la confirmacion del papel de la musica a dos niveles: como un canal de comunicacion esencial
en el contexto de la diplomacia cultural (DC) y como una forma del progreso econdémico dentro
de los margenes de las industrias creativas (II.CC.). Siguiendo a Palomares Navarro, Vives
Lopez (2019, p. 1) y a Terrasa Rico (2021, p. 382) en este trabajo nos ocupamos de la figura
de Rosalia como uno de los fendmenos de masas mas relevantes de la era digital en Espaiia.

La artista y su equipo han creado una marca (ingl. branding) con la que Rosalia ha
logrado el éxito a nivel nacional y global y es «una de las artistas espafiolas de mayor
proyeccion internacional en los tltimos afios». (SEDENO-VALDELLOS, 2021, p. 10).
Ademas, Rosalia ofrece un nuevo modelo a la propia industria musical para la promocion de
un album o cualquier otro producto del sector de las industrias culturales. (PEREZ-ORDONEZ,
CASTRO-MARTINEZ, TORRES-MARTIN, 2022, p. 204). Este trabajo representa una
investigacion de los referentes culturales centrada en el analisis textual, visual y auditiva.
Hacemos un analisis cualitativo de la simbologia espafiola presente en la letra, los videoclips y
las portadas de sus canciones para acercarnos a la manera en la que Rosalia, los incorpora en
su estética.

La cultura en las industrias creativas y la diplomacia cultural

La cultura como un producto colectivo, simbolico y comun tiene una continuidad
dinamica a través del tiempo y uno de sus papeles mas importantes es reflejar cambios dentro
de una sociedad adaptandose continuamente a las demandas modernas de la tecnologia y las
ciencias, dado que la modernizacion de cada aspecto de la vida diaria es inevitable. El espectro
de la influencia artistica moderna permite que el arte forme parte de las relaciones culturales,
sociales, econdmicas y politicas, por ejemplo, internacionales. JAHURWIJEBUR, 2016, p. 24).
La dispersion hacia otros campos hace que las formas artisticas se modelen segun las demandas
no artisticas en el contexto dado. La que se adapta a la modernidad con mas facilidad es la
musica. La musica actual, comprendida como un producto de la industria musical, esta situada
dentro del campo de las industrias creativas y asi permanece reconocida como una rama
econdmica con un gran potencial de sostenibilidad y desarrollo. (ISAR, 2013, p. 24).

La cultura, en este caso, se reconoce también como un mecanismo de la diplomacia
oficial. (RODRfGUEZ BARBA, 2015, p. 41). Vistos asi, los aspectos de la cultura oficial de
un estado pueden ser observados como parte de la economia diplomatica. Las acciones
culturales hoy en dia se realizan a través de los medios de comunicacion, por lo cual se deberia
prestar especial atencion a la informacion que se transmite. No pocas veces su contenido sirve
como una herramienta de persuasion, continuamente supervisada, de una forma peculiar, por
las autoridades oficiales. (KLOSKOVSKA, 2001, p. 183). La perspectiva de la musica como
una habilidad artistica moderna se reduce a la idea de ser interpretada como informacion
compleja, cargada de significados sublimados y con una intencion de intercambio de
informacién permanente. (MATOBHWR, 2014, p. 16; MATOVIC, LAZIC, 2020, p. 201).

«La diplomacia cultural vincula dos conceptos polivalentes y dificiles de precisar:
cultura y diplomacia». (RODRIGUEZ BARBA, 2015, p. 36). Si tomamos en consideracion la
expresion cultural moderna, sus formas, maneras de comunicacion, medios, la audiencia, los
mensajes y significados que transmite, por una parte, y la libertad de eleccion del contenido, el
control y la responsabilidad de medios de comunicacion y la realidad virtual, por otra, esta
claro que hoy en dia el concepto de la cultura ya ha pasado a otro nivel evolutivo.
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Sin intencion de ocuparnos de la crisis del arte (o simplemente de su evolucion cultural)
y las cuestiones estéticas en este momento, habria que subrayar la diferencia entre la cultura de
las élites y la cultura de las masas. Mientras que la cultura de las élites no depende de los
consumidores y sus criterios son puramente estéticos, la cultura de masas si depende de sus
consumidores. (JAHURUJEBUR, 2016, p. 29). El segundo tipo de la cultura lo podemos
encontrar en las formas de entretenimiento, espectaculo, peliculas, libros, musica y las formas
nuevas de las redes sociales.

Siendo un producto, la musica puede ser observada como una rama de las I1.CC. Bajo
la influencia de las ideas del nucleo artistico, se esta expandiendo en la forma de circulos
concéntricos por medio del sonido, letra o imagen. (THROSBY, 2014). El modelo de circulos
concéntricos, como uno de los modelos funcionales en las II.CC. segun Throsby (2014),
permite el aspecto amplio de la influencia musical en el sentido del area legitima dentro de la
creacion artistica moderna. (SANTOS-DUISENBERG, 2010, p. 34).!

La DC es un componente de la politica exterior muy importante donde la cultura con
un fuerte potencial extiende la imagen positiva de un pais. En la forma de cadena de acciones
con el objetivo de intercambiar ideas, tradiciones y otros valores que forman una identidad
cultural, la DC se convierte en un mecanismo mucho mas complejo de lo que se comprende de
su superficie, pura parte del sector ptiblico, social o civil. Llega a ser publica y al mismo tiempo
disimulada en la esfera de las técnicas de la persuasion politica que son influyentes, pero
silenciosas. De esta manera, la DC mueve su foco hacia el papel de la cultura como mediador
en las relaciones internacionales. (SADDIKI, 2014, p. 109).

Segun Cummings, el concepto DC se define como un intercambio de ideas,
informaciones, arte y otros aspectos culturales entre las naciones con el objetivo de conseguir
una comprension mutua. (CUMMINGS, 2009, p. 1). Asimismo, hay que comprender su
funcién como una actividad que apoya los objetivos de la politica exterior. (RODRIGUEZ
BARBA, 2008, p. 6). Dentro de estos marcos, la miisica moderna existe como una parte de la
cultura actual buscando su expresion en diferentes niveles audiovisuales a punto de quedarse
cubierta por el soft power. Segun Nye (2004, p. 5) el soft power es la habilidad de obtener lo
que se desea a través de la atraccion y no coercidn, se desarrolla gracias a la «atractividad» de
la cultura de un pais, de sus ideales politicos.

La propaganda y los medios de comunicacion e informacion son los conceptos de la
diplomacia publica que tienden a lograr ciertos resultados. Asi enfocados se comprenden como
instrumentos de la diplomacia publica opuestos a los que utiliza la DC, como exposiciones
artisticas, eventos culturales y otras formas de intercambios culturales y educativos. La funcion
y el papel de las [I.CC. como eventos culturales modernizados influyen en que la frontera entre
lo artistico y lo popular desvanezca porque el discurso con el que se explica el arte es de la
¢época de la tecnologia.

En la transmision, recepcion e interpretacion de los mensajes uno de los aspectos mas
importantes es la audiencia. La relacion interdependiente entre la audiencia y el contenido que
se transmite hace que se trate de una entidad que reproduce significados con la influencia entre
si. (LORIMER, 1998). El significado del mensaje que se transmite en ese contexto tiene su
resultado en el concepto practico de la cultura que la hace ser visible y concreta en las acciones
diarias de sus consumidores.

Como consecuencia, la musica ya no queda dentro de los margenes del
mensaje-audiencia-entorno, sino que pasa de la esfera artistica a la esfera de la propaganda.
Los puntos de entrecruzamiento entre la propaganda y la DC son numerosos, desde las formas

! Dentro de la economia creativa, la musica se reconoce como una actividad simbdlica confirmada también en los
documentos de WIPO (2010) y UNCTAD en los cuales las actividades con una clara componente artistica estan
protegidas por los derechos especificos, establecidos y definidos.
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que influyen en la audiencia, pasando por las diferentes interpretaciones del mensaje hasta el
momento mas importante, que es atraer la nueva audiencia.

El aspecto segun el cual la DC y las II.CC. toman la expresion musical influye es que
la musica sea reconocible como un texto complejo resultado de fabricacion, usado y
comercializado. (FISKE 2001, p. 115).

Gracias a las plataformas digitales, la musica se convierte en un conjunto legitimo de
signos y significados (no)intencionales cuya interpretacion no viene solamente de la fuente
auditiva. La interpretacion de la musica en el sentido de una reflexion logica cultural, social y
comunicativa se realiza a través de un sistema de comunicacion complejo confirmando su
expresion en el campo de investigaciones sociolingiisticas. La posicion de distinguir lo que la
musica representa hoy y lo que sigue ofreciendo, abre el campo de investigacion de la
sociolingiiistica en la expresion musical. En este sentido, los mecanismos sociolingiiisticos
facilitan la expansion e interpretacion de la relacion mutua entre los elementos historicos,
culturales, de civilizacion, antropologicos, socioldgicos, lingiiisticos y tecnologicos en el
contexto de la musica como un texto hecho, completo y complejo. De ahi surge la necesidad
de definir la posicion investigadora como la sociolingiiistica de la musica, que se forma como
el foco tedrico que permite la traduccion de lo abstracto a lo concreto (de la musica a la lengua)
investigando la relaciéon musical (sobre todo su expresion moderna) en el contexto de la
dindmica social contemporanea. La posicion de la investigacion de la sociolingiiistica de
musica se define desde el punto de vista del arte de discurso practico, sistema de signos, modo
de didlogo, formas de procesamiento y transmision de datos, factores de construccion del orden
y relaciones sociales. (MATOBUWR, 2018, p. 50).

El potencial escondido de la diplomacia cultural espafiola

Una de las estrategias oficiales del Estado es el método de la DC con el que intenta
alcanzar los mejores resultados en un pais concreto. Dentro del esquema de la globalizacion
como un paradigma dominante, la estrategia del desarrollo cultural de un gobierno sirve
solamente en el caso de que una supuesta cultura logre ser reconocible. (JANCIJEVIC, 2016,
p- 87). No obstante, su fuerza yace en la diplomacia publica y exterior de las que forma parte.
Sus lineas de actuacion son fijas y cubren completamente el campo amplio de su influencia: la
difusion y la ensefianza del idioma propio; la cooperacion internacional para el desarrollo del
campo cultural; la difusion del patrimonio cultural y, asimismo, la creacion cultural
contemporanea. (BADILLO, 2014, p. 7).

Puesto que el Plan de Acciéon Cultural Exterior de la tltima década (2010)? no ha
conseguido superar los resultados logrados en los afios 80 y 90 del siglo pasado en el campo
de la fuerza y el dominio cultural de Espana, la DC espafiola se enfrenta a la necesidad de
encontrar nuevas ideas para volver a recuperar su reconocimiento cultural. Las nuevas
generaciones exigen distintas perspectivas de crear, leer, interpretar, transmitir la informacion
y, en nuestro caso, elementos culturales. Sus formas de comunicacion dependen de su interés
y del tiempo — ambos son efimeros. Por eso, las lineas de la influencia cultural, aunque
observadas por separado, funcionan simultdneamente a través de la adaptacion al lenguaje
moderno. Y este lenguaje funciona tanto a niveles macro (social, politico, econéomico,
historico), como micro (lingiiistico, artistico, informatico).

Con el objetivo de aclarar la sintesis de los elementos de la DC y las II.CC. dentro de
la perspectiva de la musica actual en Espafia, y teniendo en cuenta que «la diplomacia cultural
se sittia en el ambito de los valores y tradiciones; en las manifestaciones artisticas y culturales
que expresan la identidad de una nacién» (RODRIGUEZ BARBA, 2015, p. 35), este trabajo

2 www.realinstitutoelcano.org [10/01/2024]

214



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

ofrece un foco concreto analizando el éxito de Rosalia, una de las cantantes espafiolas mas
populares. El motivo de su eleccion para este tipo de analisis yace en el hecho de haber creado
una carrera musical internacional a base de su identidad nacional. Su reconocimiento mundial
esta confirmado con dos premios Grammy (Grammy Award) en 2020 y 2023. Segin Forbes,
Rosalia es una de las mujeres mas influyentes en Espafia durante el afio 2020° y 2021*. También
Pitchfork 1a ha incluido en su lista artistas mas importantes en los tltimos 25 afios’.

La manera en la que Rosalia representa Espafia y su cultura es un ejemplo que va
andando por la frontera entre la propaganda y la DC de acuerdo con la idea de Badillo (2014:
7), que reconoce la importancia de la creacion cultural contemporanea. Puesto que su trabajo
encaja dentro de los margenes de las I1.CC., la linea de demarcacion con la institucionalizacion
de los resultados culturales parece bastante fluida. Segtn la opinién de Rodrigo Diez, la artista
ha dejado de ser conocida solo por el flamenco y ahora la marca personal que Rosalia ha
construido va mas alla de Andalucia y Barcelona. (MALACARA, 2023). Los elementos que
se pueden interpretar como los que pertenecen al campo de la DC en la imagen de Rosalia
precisamente, tienen un caracter econdomico que a la vez los cualifica como material
propagandistico y la podemos observar como «una mercancia culturaly. (TERRASA RICO,
2021, p. 398). Sin duda, Rosalia representa un conjunto fino, hecho de la tradicion y la cultura
espafiola, una vision musical moderna y lenguaje urbano.

Metodologia

En este trabajo vamos a llevar a cabo una investigacion de los elementos culturales del
corpus centrada en el andlisis textual, auditivo y visual. Hacemos un analisis cualitativo la
simbologia espafiola presente en la letra, los videoclips y las portadas de sus canciones para
acercarnos a la manera en la que Rosalia los incorpora en el universo que esta creando. La
metodologia que se emplea es de tipo descriptivo.

Rosalia — la joven mesias de chandal

La cantante espafiola Rosalia (Rosalia Vila Tobella, Barcelona, 1992) empezd su
carrera musical como cantante de flamenco®, pero su expresion artistica la ha encontrado en
una mezcla del sonido de flamenco-trap-regueton. La rodean las etiquetas y resulta un reto
ubicarla en alguna de ellas. Algunos definen su estilo musical como flamenco-fusion. «A la
version del flamenco que interpreta Rosalia se le atribuye el mérito de renovar el género para
una nueva generacion. Como aclara la periodista Silvia Cruz Lapefia, Rosalia ha atraido a
mucha gente joven al flamenco. (HUTCHINSON, 2018).

Maria Lucia Sanchez (2019, 2) la califica como una artista millennial y creadora de
contenido. De hecho, Rosalia cuenta con un numero impresionante de seguidores en /nstagram
(28.2 millones)’y en TikTok (32.7 millones)®. Cabe mencionar aqui que la industria musical ha
empezado a utilizar estrategias de comunicaciéon y marketing en las redes sociales como
TikTok (PEREZ-ORDONEZ, CASTRO-MARTINEZ, TORRES-MARTIN, 2022, p. 192) y
Rosalia ha sabido aprovecharse de las ventajas de esta red social. En este sentido es una de las
artistas mas activas que mantiene contactos con sus fans de esta manera.

3 https://forbes.es/listas/82512/los-mas-influyentes-de-2020/

4 https://forbes.es/100-mujeres-mas-influyentes-en-espana-2022/

5 https://pitchfork.com/features/lists-and-guides/most-important-artists/

6 Su primer album titulado Los Angeles (2017) esta compuesto por canciones flamencas.
7 https://www.instagram.com/rosalia.vt/

8 https://www.tiktok.com/@rosalia

215



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

En la creacion de su marca personal, inventandose como una mujer empoderada,
Rosalia «ha reelaborado lo urbano llevando el estilo callejero a un nuevo nivel de interés
general, sin importar la clase» social. (HIDALGO FERNANDEZ, 2021, p. 51). Incluso, en la
prensa la han denominado /a joven mesias del chandal (Belmonte, ABC, 5 de febrero de 2019,
citado por TERRASA RICO, 2021, p 391) dado que luce un estilo de moda llamado ratchet
hoy en dia relacionado con la musica frap. Segun explica Castro (2019, p. 21-22) el trap es el
término que la prensa generalista utiliza para referirse a cualquier artista urbano joven que haya
hecho alguna cancidén con autotune y menciona a varios artistas que combinan diferentes
géneros musicales tan distintos como el dancehall, el regueton incluso el flamenco (Rosalia).
Mas adelante (CASTRO, 2019, p. 28) menciona que el término que ahora se utiliza para ese
tipo de musica es la «musica urbanay.

Entones el género musical que Rosalia emplea representa una mezcla de flamenco con
otros géneros. Esa hibridacion de géneros musicales (MORALES GALVES, 2020, p. 7), la
estética de Rosalia, sus coreografias, su vestimenta, la gama de colores que emplea y su
presencia en las redes sociales crean vinculos con los principales ambitos creativos de la
actualidad. Esta artista representa «un nuevo eslabon que introduce masivamente el flamenco
de manera intergeneracional y lo proyecta al ambito global». (TERRASA RICO, 2021, p. 394).
Siendo una representante del mainsteram Rosalia «lleva el flamenco a una nueva generaciony»
(HUTCHINSON, p. 2018), ofrece una nueva interpretacion, conduce a las generaciones
actuales a empatizar con este género musical y a imitar sus gestos (SANCHEZ, 2019, p. 3).
Parece que Rosalia ha sabido jugar con todos esos elementos para crear un hype. Segin la
investigacion que ha hecho Terrasa Rico (2021, p. 394) Rosalia cumple la funcion de puente
generacional entre el arte jondo y la generacion millennial (1982-2004) y centennial (2005-
presente).

Analisis del corpus

El corpus de este trabajo esta compuesto por el opus musical de Rosalia con el foco
especial en su segundo album El mal querer (2018) por ser el album con el que se ha hecho
famosa en el mundo. Su primer album, Los Angeles (2017) representa un conjunto de canciones
en el estilo de cante flamenco. Su segundo album, E/ mal querer (2018) estd basado en un
escrito anénimo occitano del siglo XIV titulado Flamenca, del cual nunca se supo el final. El
texto trataba de una mujer y su relacion con su marido enfermo de celos. Este album representa
su trabajo de fin de grado en el conservatorio. A diferencia de la novela, el album esta
estructurado, por capitulos. (SANCHEZ, 2019, p. 2-3). Cada cancion cuenta un capitulo de la
historia y por ese motivo aparece un titulo adicional escrito entre paréntesis para cada cancion’.
Su tercer album se titula Motomami (2022) y predomina el estilo pop. También, por haberse
convertido en una celebridad, Rosalia ha tenido oportunidad de hacer colaboraciones con otros
cantantes famosos.

Para hacer el analisis del discurso narrativo visual, nos centraremos en su segundo
album de estudio £l mal querer, que representa una mini obra de arte conceptual y que se define
como album visual'®. «Es un proyecto que trasciende de lo musical y tiene muy en cuenta lo
visual. De hecho, la artista espafiola ha conseguido hacer de este trabajo una obra conceptual
que bebe del arte y la cultura espafiolay. (GOMEZ LIZARRAGA, 2018). Con este album han
creado «una narrativa transmedia (Jenkins, 2006) sobre la violencia de género, el maltrato
machista y el amor toxico». (TERRASA RICO, BLANCO ALFONSO y GARBISU BUESA,

% El productor del 4lbum es El Guincho.

10 «El 4lbum visual, como heredero del 4dlbum conceptual de rock, establece un formato extendido en la idea de
videoclip musical, donde la unidad y la coherencia de los discursos visuales son rasgos primordiales» (SEDENO-
VALDELLOS, 2021, p. 1).
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2021, p. 400). El album visual consiste en once canciones de los que cinco tienen videos
oficiales, pero también cada cancion tiene su portada creada por el artista conceptual Filip
Custic!' En «El mal querer» Rosalia propone una mezcla de lenguajes y de formatos: la
literatura, el libro, la musica y la fusion de géneros como flamenco, frap y pop, las redes
sociales y plataformas, el cante jondo el autotune y la musica urbana. (SANCHEZ, 2019, p. 2).
A continuacion, pasamos al analisis visual, auditivo y textual del album:

1. La cancion Malamente (cap. 1: Augurio) es un ejemplo de clara representacion de la marca
personal de Rosalia. El video oficial para la cancién mas popular’? del 4lbum empieza con la
escena en una sala donde se dan clases de toreo. La anticipacion de la corrida representa un
simbolo tipico espaiiol. Aparte de su lugar en la cultura contemporanea espafiola, es un simbolo
que junto con el flamenco hace que la cultura espafiola sea visible y reconocible con facilidad.
Hablando de la estética, la escenografia y el decoro estan hechos en combinacion de rojo y
amarillo. Se escucha el sonido del palmeo en el ritmo flamenco. De esta manera se crea, desde
el principio, la imagen visual-auditiva del flamenco modernizado. Desde el principio hasta el
final del concepto visual de la cancion tenemos esa idea de un torero, fuerte y desafiante. Las
palabras también son fundamentales en la construccion de la identidad del flamenco. Rosalia
utiliza palabras en cald: Aunque no esté bonita / La noche jUndivé! Cuando usan la palabra
undivé Los gitanos de refieren a Dios. También utiliza la palabra ‘%llo que representa
abreviacion del chiquillo tipica para los surefios. Malamente (;'illo!) Se mencionan la luna,
gitana. La vestimenta en combinacion rojo-amarillo, corrida, toreros, la capa rojo-amarilla, el
tatuaje de la Dolorosa, bailarinas vestidas de rojo, Rosalia de amarillo, unas flores artificiales
como rosas por €j., el nazareno en el skate, la estatua en la forma de la cruz en el skate-park,
Rosalia conduciendo una moto negra que representa al toro capoteado por el torero. En la
portada Rosalia estd representada con el torso desnudo, con los hilos en sus manos y circulos
concéntricos delante su cara detras de ella.

2. Parala cancion Que no salga la luna (cap. 2: Boda) solo tenemos el audio, asi que se escucha
el cante flamenco, el sonido de la guitarra espafiola y las palmas. Se escucha el término calo
los sacais en significado los ojos: Brillaban los sacais suyo’ cuando le di el anillo. En la portada
vemos a una pareja representada por dos Rosalias, una vestida de novia y otra vestida de novio
en un traje tradicional. Detras de ella se ve la luna llena. Segln la interpretacion de Hidalgo
Fernandez (2021, p. 28) la portada alude a la obra de Frida Khalo (1939) Las dos Fridas.
Pienso en tu mira (cap. 3: Celos): vemos una mufiequita de una mujer flamenca en un vestido
rojo colgada en el retrovisor de un camion, un bailaor de flamenco bailando sobre unas llamas,
una figura de porcelana de una mujer flamenca con una rosa en el pelo y el abanico en la mano,
los cuernos del toro, el chandal rojo, el pantalon amarillo y los zapatos rojos, Rosalia vestida
con un pantalon de volantes que se parece al vestido flamenco. Prestamos especial atencion a
la cancion Pienso en tu mird por su forma visual. El estribillo representa la melodia de flamenco
con acompafiamiento ritmico de palmeo. En la forma visual, es auténtica la manera de vestirse
en la que se alude a la bandera espafiola por medio de la combinacion de colores del vestido:
blusa roja, pantalones amarillos, zapatos rojos. Al final, Rosalia esta de pie sobre un camion
volcado como una ganadora, vestida con pantalones de volantes — otra vez, elementos de la
tradicion flamenca. El mensaje lingiiistico es tipicamente juvenil y amoroso. El apasionante
miedo de la pérdida del ser amado confirma el estereotipo de los espafioles como una gente
temperamental. La portada disefiada para esta cancion representa a Rosalia en una postura
haciendo el gesto como si estuviera bailando al estilo flamenco. En este video la artista continua
aludiendo al toro ya que vemos «una cabeza de toro colgada en el muro con un ojo semejante

" Filip Custic (Tenerife, 1993) https:/filipcustic.com/
12 Rosalia Malamente https://youtu.be/Rht7rBHuXWS [1/02/2024] 164 millones de visitas.
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a la uva que mastica y escupe seguidamente Rosalia, inspirado en Un perro andaluz (Luis
Buiiuel, 1929)». (PALOMARES NAVARRO, VIVES LOPEZ, 2019, p. 9).

3. De aqui no sales (cap. 4. Disputa): el sonido de la moto a gran velocidad, molinos de viento
de La Mancha, vestimenta roja, baile y cante flamenco, claveles rojos, palmeo con los
movimientos de las manos, empleo de la expresion del cald: Yo que tanto te camelo / Y ti me
das pie/ Haciendo que tu de aqui no sales, camelar significa querer. En la portada vemos a
Rosalia con las perlas blancas adornando su cabello y una mano tocandola por el hombro.

4. Reniego (cap. 5: Lamento): el reflejo de Rosalia en un espejo roto. Manos en postura de
oracion con un rosario blanco. Cante flamenco.

5. Preso (cap. 6: Clausura): la portada tiene una representacion del ciclo lunar. Rosalia tiene
las manos llenas de naranjas con las que esconde el torso desnudo.

6. Bagdad (cap. 7: Liturgia): simbologia mariana, cruz, bulerias, ella vestida de rojo. La
portada representa a Rosalia en una imitacion de la obra de Miguel Angel (1511) La creacién
de Adan (HIDALGO FERNANDEZ, 2021, p. 33).

7. Di mi nombre (cap. 8: Extasis): el altar en la habitacion, la recreacion de la escena de la
Maja vestida (entre1800 y1807) de Francisco de Goya, el rosario colgado en la cama, los
cojines amarillos y uno rojo, la cortina roja, el baile flamenco. La portada representa a Rosalia
en una postura como si estuviera bailando flamenco rodeada de muchas manos en gesto del
palmeo y muchas piernas en varias posturas del baile flamenco sobre la luna llena.

8. Nana (cap. 9: Concepcion): Rosalia embarazada sentada en el suelo y a su lado unos zapatos
de hombre. En cuanto a la letra se escucha la palabra el cielo y los angelitos: En la puerta del
cielo / Venden zapatos /Pa' los angelitos / Que estan descalzos.

9. Maldicién (Cap.10: Cordura): en la portada figura la luna llena y Rosalia representando la
justicia esta de pie en una cuerda. Cancion al estilo flamenco.

10. A ningin hombre (Cap.11: Poder): Rosalia con el arco en las manos y una flor en lugar
de la flecha. Canta en estilo flamenco a capella. Se hace mencion a Dios: Solo Dios puede
Juzgarme.

Resultados

La comprension de la musica actual moderna como un conjunto complejo de signos y
significados empieza con la informacion visual (Matovi¢, Lazi¢, 2020, p. 202). De aqui, es
importante enfatizar que legitimacion de Rosalia dentro del flamenco viene dada por su
formacion profesional en el conservatorio, donde estudio este género musical y tiene bases de
flamenco muy soélidas. En un corto periodo de tiempo ella se ha mostrado como una artista muy
madura que, en su expresion artistica, combina los elementos de la tradicion gitana de su pais
con ritmos urbanos de la tltima generacion. Aunque muy joven, Rosalia ya ha conseguido crear
su marca personal, su expresion musical que puede ser interpretada desde aspectos distintos:
musical, no-musical y también a través de la narrativa visual y auditiva.

En efecto, Rosalia actualiza el flamenco expresandose con un lenguaje del siglo XXI.
En una entrevista Rosalia explica que en su nuevo album se mezclan la tradicion y la
innovacion de maneras nunca vistas para ese género musical. «Es musica que estd conectada
con mis raices, con mi cultura, pero también conectada con el resto del mundo».
(HUTCHINSON, 2018).

Los elementos de flamenco se ven tanto en la expresion musical como en su
presentacion visual. A pesar de no pertenecer a la etnia gitana'?, ella utiliza su simbologia (luna,
plata, cuchillos) y sus elementos (taconazos, palmeo, melodia, ritmo). Las manos, un elemento
de suma importancia en la tradicion flamenca, adornadas con anillos, uias extralargas y

13 Tiene raices andaluzas muy lejanas.
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coloridas que la cantante ensefia bailando. Rosalia destaca las manos en primer plano y los
movimientos de las palmas representan adornos claves de la coreografia flamenca. Por lo tanto,
las ufias siempre muy largas, incluso adornadas, se convierten en un elemento clave de la
imagen de Rosalia. Como ella misma explica, esas uilas largas y brillantes a veces «afiladasy
la hacen sentirse «poderosa» cuando actia. (HUTCHINSON, 2018). Creando una imagen
fuerte, Rosalia tiene su propia legitimidad iconica en la esfera de la estética de la cultura
popular. En la ceremonia de los premios Grammy de 2020, Rosalia no abandona su estilo del
flamenco visual vestida de rojo y con ufias adornadas puestas en primer plano.

Profundamente enraizada en su tradicion, Rosalia utiliza con la misma importancia los
elementos y simbolos nacionales de Espafia. Sobre todo, el aspecto de combinacion de colores
rojo y amarillo en su estilo visual que recuerda a la bandera espafiola. La presentacion visual
de simbolos que hacen de ella una estrella tipicamente espafiola permite varias interpretaciones.
La tradicion flamenca si que es uno de los sinénimos de la cultura espafiola, pero al mismo
tiempo esta claro que es la herencia que mas aprecian los gitanos del sur de Espafia. Aparte del
aspecto fisico y la decoracion rica, el flamenco se reconoce por el ritmo especifico, la melodia,
el sonido de la guitarra y la manera de cantar que, aunque identificada en otro estilo de la
musica actual, permanece auténtica y reconocible. Es imposible no reconocerlo en el contexto
de género musical nuevo, urbano y popular.

La comunidad gitana espafiola acusa a la cantante de «apropiacion culturaly»
(MALDONADO, 2018) que consiste en «retomar directamente referencias, imagenes de toda
la tradicion cultural anterior, repensarlas y presentarlas como propuesta, revisitando su
significacion, pero modificando elementos que aportan/suman otros sentidos o los
resignifican». (SEDENO-VALDELLOS, 2021, p. 11). Mientras que Rosalia insiste que «La
cultura no tiene propietarios» (Rosalia citada en Fajardo, E/ Mundo: Metropoli, 29 de junio de
2018). (TERRASA RICO, 2021, p. 395). Los puristas la critican por utilizar los simbolos
flamencos y las palabras de la lengua cald y expresiones surefias, sin ser ella gitana'*. No
obstante, gracias a Rosalia el flamenco esta de moda y esta funcion de nexo entre el flamenco
y la musica urbana que la artista ha hecho «es reconocida como un logro importante en la
historia musical de Espafa». (TERRASA RICO, 2021, p. 394).

Segun lo dicho, los elementos de la cultura espafiola que son claves en el universo de
Rosalia son los referentes religiosos, la iconografia cristiana (La virgen Dolorosa, cruces, el
color blanco, la paloma) y los elementos del flamenco (color rojo, volantes, palmeo, guitarra
acustica, expresiones del lenguaje cal6) fusionados con la cultura urbana, ambiente poligonero
(camiones, motos, poligonos industriales, club de alterne, chandales, armas, cuchillos).
También, en sus portadas y en los videos hace referencia a otros artistas (Goya, Miguel Angel,
Frida Khalo). «Dentro del transcurso cultural y artistico, Rosalia y su equipo se han decantado
por utilizar el proceso de creacion de un collage, donde, a través de la reinterpretacion,
absorcion y suma de conceptos y temas clasicos, han desarrollado enfoques nuevos que han
sabido explotar a través de diferentes técnicas: artisticas, cinematograficas, pictdricas,
religiosas y literarias, entre otras». (HIDALGO FERNANDEZ, 2021, p. 49). Durante los afios
que siguen, Rosalia graba nuevas canciones plasmando los simbolos visuales que marcan su
expresion musical: ufias extralargas y adornadas, juega con las manos al estilo flamenco,
combinacion rojo-amarillo, el uso del abanico.

Con las canciones Aute Cuture (2019), Con altura feat J. Baldvin (2019), TKN feat
Travis Skott (2020), Despecha (2022), Tuya (2023), Vampiros (2023) con Rauw Alejandro
notamos un paso fuera de la tradicion flamenca. Rosalia abre aun mas la puerta hacia otros

4 En 2010 la UNESCO incluy6 el flamenco en la Lista Representativa del Patrimonio Cultural Inmaterial de la
Humanidad y lo definen como «un signo de identidad de numerosos grupos y comunidades, sobre todo de la
comunidad étnica gitana, que ha desempefiado un papel esencial en su evolucion» https://ich.unesco.org/es/RL/el-
flamenco-00363
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géneros musicales y graba esas canciones con artistas muy populares como Billie Eilish (Lo
vas a olvidar, 2021) y The Weeknd (La fama, 2021) pero son ellos los que cantan en espafiol.
Su ultima colaboracion, con fines benéficos, es con la famosa artista islandesa Bjork pero en
esta ocasion Rosalia canta en inglés.

Lo que esta claro es que la cantante va abandonando los simbolos nacionales a base de
los que ha construido su marca personal. Notamos que las ufias distintivas son el Unico
elemento que Rosalia ha mantenido a lo largo de su carrera mundial, eliminando poco a poco
los simbolos espaiioles. Podriamos decir que las ufias, junto con el gesto caracteristico de las
manos al estilo de los bailaores de flamenco, representan su signo distintivo, pero notamos que
se las quitd en algunos videos del afio 2022 y 2023. El estilo flamenco de sus canciones
(guitarra acustica, el cante, el palmeo) hace que Rosalia sea reconocible como una artista
espafiola y no hispanoamericana. La eleccion de colores personalizando los simbolos
nacionales no llama la atencion a la bandera espafiola de primeras; sin embargo, si los
significados se enlazan bien, el uso de lo dicho parece mucho mas logico.

Rosalia intenta ser fiel a su herencia abriendo una perspectiva nueva para presentar la
tradicion a través del foco de la expresion visual moderna. Las referencias a su tradicion y
cultura quedan reducidas a los highlights. Ahora que ha logrado la fama internacional y dado
que las referencias culturales forman parte de su identidad y su marca personal se espera que
siga utilizandolas en el futuro de vez en cuando.

Discusion

Los niveles paralelos de interpretacion de Rosalia en la forma del texto multimodal
muestran que se trata de una artista prudente y admirable que combina muy habilmente los
elementos de su propia tradicion con la expresion musical moderna. El flamenco, la forma
musical tan especifica y compleja construida a base de los elementos de la herencia cultural
gitana, ha conservado su autenticidad hasta hoy dia. Rosalia logra reconciliar el mundo
moderno con la tradicién respetando las demandas esenciales de las dos partes, siendo
reconocible y auténtica a la vez. «Musicalmente, se mezclan los ritmos complejos del
flamenco, los chasquidos y cante intenso, con la estilizacion electronica y capas de fragmentos
de otra musica agregados digitalmente (ingl. samples) con mucha actitud. El resultado es un
sonido pop original que ha sido llamado flamenco millenialy. (HUTCHINSON, 2018).

Cuando hablamos del discurso visual y estético de Rosalia nos referimos a toda una
serie de elementos de iconografia espafiola que son facilmente reconocibles. En sus videos
musicales encontramos simbolos espafioles entremezclados: toros, flamenco, abanicos,
simbolos religiosos como rosarios, altares, cruces, nazarenos, iconografias marianas,
recreacion del arte de Goya, los molinos de viento mezclados con iconos urbanos y populares
como el chandal, el skate, las motos y los camiones, entre otros. Por ejemplo, el torero que
capotea una motocicleta. «Rosalia hace una constante referencia a conceptos nacionales,
mezclados con iconos urbanos que tiene que ver con la cultura urbana y “choni”». (HIDALGO
FERNANDEZ, 2021, p- 38). La cantante mantiene un estilo de moda particular: urbano,
ratchet, con las ufas acrilicas, largas, afiladas en combinacion con los elementos del flamenco:
volantes, flecos y encajes. «Su propuesta estética incluye un estilo propio, que dista del cabello
recogido a fuerza de gomina, el labial mate y la expresion de un rostro triste, mientras la
guitarra acompafia su danza». (SANCHEZ, 2019, 3). Sus bailarinas la siguen en el estilo
urbano. La parte coreografica se integra por vueltas, braceos, movimientos de manos y caderas,
tipicos del baile flamenco. (MORALES GALVES, 2020, p. 19).

Su expresion musical representa el compromiso entre la autenticidad y la tradicion, por
una parte, y el idioma musical moderno, por otra. Asimismo, su presencia en distintos niveles
comunicativos e interpretativos, sobre todo en la forma del contenido musical bastante
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complejo, confirma el hecho de que el concepto de la nacion no siempre tiene que ser
interpretado a través del foco politico y provocativo. Reducida a los efectos de la moda, la
bandera espafiola, por ejemplo, continuamente permanece como un simbolo nacional mas
fuerte detras de otros significados de Rosalia. «El rojo con sus derivados y el amarillo suelen
estar presentes en la mayoria de los iconos visuales que acompafian a sus producciones
audiovisuales. La bandera de Espafa esta presente, de forma desvirtuada, en gran parte de su
iconografia: en el disco, los videoclips y sus actuaciones en vivo». (GOMEZ LIZARRAGA,
2018).

La DC seguramente se conformaria con las alusiones a la bandera nacional y las
referencias a la tradicion flamenca. Por lo tanto, la propaganda se quedaria con los elementos
superficiales del flamenco, o sea, con la manera de cantar al estilo flamenco en la combinacion
con estilo urbano, los elementos decorativos de la vestimenta, su nail art, etcétera. Hay que
subrayar que gracias a su posicionamiento en el panorama musical actual en mundo, Rosalia
ha entrado en la ensefianza de espafiol como lengua extranjera. En la unidad 2 del manual Aula
C1 (SORIANO ESCOLAR, 2023, p. 43) aparece un texto sobre la cantante espafiola y sus dos
albumes El mal querer y Motomami.

La comunicacion moderna sobreentiende la capacidad de identificar cambios en el
mundo cultural. La alfabetizacion visual se refiere a conocer maneras de comunicarse
utilizando el idioma de nuevas tecnologias creando nuevas formas de comunicacion.
(KIRKWOOD HALLIDAY, 1982, p. 38; MATOVIC, LAZIC 2018, p. 164-165).

Conclusion

El mundo de la comunicacién moderna se expresa a través de los medios de
comunicacion de ultima tecnologia que permite una transmision rapida de informaciones
sefales, ideas, significados. Si los «medios son mensajes» (MCLUHAN, 2008, p. 13), hay que
reconocer que su funcion se ha extendido hacia todas las esferas reales y virtuales de la vida
cotidiana. En un ambiente creado por los medios de comunicacion se encuentran los elementos
basicos que conocemos como culturales y tradicionales, pero que a través de este foco ofrecen
modelos de una nueva identidad social con la posibilidad de identificar nuevas relaciones
sociales. Estas cosas la hacen ser reconocible como la cultura de medios (KELNER, 1995, p.
6) y solamente dentro de estos rasgos es posible seguirla y comprender nuevas formas de su
expresion.

Parece erroneo valorar esas nuevas formas estéticas (sean obras de arte elitista o popular
moderna) a la base de la herencia de los tiempos pasados porque las maneras de expresion
cambian la estética de la nueva voz artistica. Y su cambio es rapidisimo, casi elusivo.

El poder de la musica popular no se reconoce en su pleno potencial. Por eso, las formas
que presenta en la forma virtual o fisica pasan sin habérseles prestado atencion, aunque la
influencia que tienen es muy fuerte. La DC espaifiola, en el caso de Rosalia pasa desapercibida.

Las maneras en las que la cantante comunica con su audiencia se realizan en tres
niveles: visual, auditivo y textual. Lo visual hace que la tradicion sea visible, lo auditivo que
la musica llegue a un publico méas amplio y las letras en castellano contribuyen a que el idioma
espaiiol esté presente en el foco mundial. Gracias a Rosalia, The Weeknd y Billie Eilish cantan
en espafiol.

Si comprendemos a Rosalia como una artista multimodal, moderna y con una clara
vision de su carrera como un conjunto de su propia tradicion y herencia cultural espafiola y la
cultura urbana, es evidente que la frontera entre lo tradicional y lo moderno no es necesaria.
Una vez mas el compromiso se ha mostrado como un catalizador de valores importantes.

Todo lo que se puede definir como significado profundo e inmutable, sin mas discusion
de su significado nacional y tradicional pertenece a la zona que defiende la DC. Otras
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referencias, digamos superficiales, son propiedad de la propaganda tan libre y facil de utilizar
y manipular. Por consiguiente, la DC y la propaganda van juntas, pero en carriles de influencia
paralelos. La DC se adapta de una manera fina y diplomatica sirviendo, a la vez, a las demandas
de la modernidad, reconociendo los deseos y las necesidades de la audiencia contemporanea.
Por todo esto, la propaganda en menor o mayor medida depende de la intencion general, su
herramienta esencial con la que llega a alcanzar la audiencia mas lejano y nuevos consumidores
de la supuesta cultura.

Justamente estos son los mecanismos que deberian enfocarse para crear vias de
comunicacion estratégica como pilares esenciales de la DC contemporanea. La
institucionalizacion no puede perder nunca su significado, pero el poder se va dividiendo entre
los que comprenden que la informacion hoy es muy rapida y dura tanto como dura el interés
de lanueva generacion — cada vez menos. La solucion esta en comprension y adaptacion mutua.
La “marca Rosalia” no deja indiferente a nadie y los debates sobre ella la han catapultado al
altar de diosa de las masas convirtiéndola en una marca o producto. (PALOMARES
NAVARRO, VIVES LOPEZ, 2019, p. 2). Rosalia y su equipo han creado una marca personal
con la que ha logrado éxito global. Podemos observar que las referencias a lo espafiol que
forman parte de su identidad y su marca quedan reducidas a los Aighlights. Asimismo, se podria
esperar que seguira utilizandolas en el futuro de vez en cuando para no alejarse totalmente de
su tradicion y cambiar su marca personal.
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Abstract

Given that the accordion is one of the most represented musical instruments in folk
music and school practice in Serbia, research was conducted to determine the characteristics
of the out-of-school and school model of learning to play the accordion. The research sample
consists of 30 respondents (15 in informal, out-of-school teaching and 15 in institutional
teaching to play the accordion) all of whom work in and around the capital of Autonomous
Province of Vojvodina, Novi Sad (Republic of Serbia). Through the set tasks, in this scientific
work it is determined whether there are statistically significant differences in the types of
learning and the application of teaching and technical aids in out-of-school and school
learning to play the accordion. This paper is created with the intention of making a scientific
contribution to the study of school - institutional and informal - (folk) music pedagogy.

Résumé

Etant donné que l'accordéon est I'un des instruments de musique les plus représentés
dans la musique folklorique et dans la pratique scolaire en Serbie, des recherches ont été
menées pour déterminer les particularités des modeéles d'apprentissage extrascolaire et
scolaire du jeu de l'accordéon. La recherche est basée sur un échantillon de 30 répondants (15
en apprentissage informel et 15 en apprentissage institutionnel du jeu de l'accordéon)
territorialement liés a la capitale de la Province autonome de Voivodine, Novi Sad (République
de Serbie). Cet ouvrage scientifique vise a établir a travers des tdches définies, s'il y a des

* This work is the result of the author's activities within the Scientific Research Organization of the Academy of
Arts of the University of Novi Sad for the year 2024, financed by the Ministry of Education, Science and
Technological Development of the Republic of Serbia.
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différences statistiquement significatives entre les types d'apprentissage et l'application
d'outils pédagogiques et techniques dans l'apprentissage extrascolaire et scolaire du jeu de
l'accordéon. Cet ouvrage est créé dans le but d'apporter une contribution scientifique a l'étude
de la pédagogie musicale scolaire — institutionnelle, ainsi que de la pédagogie musicale
informelle (folklorique).

Rezumat

Avand in vedere faptul ca acordeonul este unul dintre instrumentele muzicale cele mai
reprezentative in muzica populard si practica scolard din Serbia, au fost efectuate cercetari
pentru a determina particularitatile modelului extrascolar si scolar de studiu al acordeonului.
Esantionul de cercetare este format din 30 de respondenti (15 in domeniul informal si 15 in
invatamantul institutional pentru studiul acordeonului) in spatiul din capitala P. A. Voivodina,
Novi Sad (Republica Serbia). Pe baza sarcinelor stabilite, in aceasta lucrare stiintifica se
determina daca exista diferente semnificative statistice in ceea ce priveste tipurile de
invatamant si aplicarea instrumentelor didactice si tehnice in invatamdntul extrascolar si
scolar al studierii acordeonului. Aceasta lucrare a fost scrisa cu intentia de a aduce o
contributie stiintifica la studiul pedagogiei muzicale scolare institutionale §i informale
(populare).

Keywords: accordion, Serbia, extracurricular/out-of-school, school learning
Mots-clés: accordéon, Serbie, apprentissage extrascolaire, apprentissage scolaire

Cuvinte cheie: acordeon, Serbia, extrascolar, invatamdnt scolar

Introduction

Given that the accordion has been present in the music and folklore of Serbia, that is,
Vojvodina, for more than a century, it is unfortunate that, in terms of the history and style of
playing and instrumental music pedagogy, there has not been sufficient amount of research on
the topic of accordion presented in academic papers.

According to the definition, a school is "an institution whose main task is to achieve
the goal and tasks of education". In the broadest sense, the term school includes: pre-school
institutions, primary, secondary, high schools, higher education, faculties, universities. The
school is a specialized educational institution where teachers, based on the established
program, plan and systematically transfer their knowledge, attitudes and skills to the students.
The school can be basic, general education, narrowly specialized, professionally oriented.
(TREBJESANIN, 2000, p. 477). When it comes to the term "school" in the field of playing
folk music, it has no formal, institutional meaning. The term "school" in an informal, non-
institutional sense is associated with the name of a teacher, an individual, renowned for their
playing, who "privately" teaches young interested individuals how to play the accordion. In
terms of organization and work in different types of learning, whether in schools or extra-
curricular, what can be distinguished and identified are specific teaching contents, learning
process and phases, didactic principles, organizational forms of teaching, organization of
teaching work in class, teaching methods, teaching aids and technical equipment, content and
course of exercise and others. Among other things, the basic features of the school, institutional
model of learning are the existence of a curriculum, school register, assessment, certificate,
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school year calendar, the lesson plan specifics, study material based on artistic music, free
lessons in state music schools. In contrast, learning folk music "privately" is charged, there are
no administrative parameters or an official document — a certificate of acquired knowledge.

This paper examines whether there are similarities and differences in school and out-
of-school learning to play the accordion in terms of the type of learning and the application of
teaching aids and technical equipment.

Learning "by ear"

Hearing is essentially the ability to distinguish one tone from another.! Without the use
of hearing, relying only on tempo and rhythm (as in drumming), limited and monotonous music
is possible. Primitive tribes in different parts of the world have always used this type of music,
and even today there are many folk melodies that consist of variations of three or four notes.
(HOWARD, 2003, p. 101).

Learning folk music on the accordion first happens using by ear method, that is, by
listening to the interpretation of a part of the melody on the diskant played by the teacher, then
the student repeats the same section. Learning to play the accordion takes place as a form of
constant dialogue between a teacher and a student. Skills are developed through imitation of
teacher's actions by students. Such an approach coincides with the point of view of Alan P.
Merriam, who refers to the research he conducted and emphasizes that children from all over
the world begin to learn music by imitating others, and in order to get to know a certain issue
as deeply as possible, they later undergo special training. (MERRIAM, 1964, p. 150).

The way of learning "by ear" is, on the one hand, conditioned by the lack of knowledge
of musical notation on the part of some teachers, that is, on the part of students, who are in the
initial stage of learning the accordion. The auditory method can be combined with learning
from sheet music, when the teacher is musically literate and the student is up to the task. Also,
this 90method, according to some teachers of folk music for accordion, is necessary for two
reasons. One is certainly overcoming the monotony that arises from the painstaking counting
large note values, that children in the first period of learning, find somewhat tiring, even boring.
The second reason lies in the fact that the wishes and desires of the parents are placed before
the teacher and the student, who most often demand that the child learn a certain song or
instrumental melody — dance ‘kolo’ as soon as possible, in order for parents to see justification
and the result of learning to play the accordion.

Verification of learned music is done through demonstration, performance on certain
occasions, whether it is a performance in class, at home, or a public performance with smaller
or larger audience.

Teaching "by ear" for teachers of folk music implies that the student's instrument is
well set beforehand, that the student knows how to place their right hand on the diskant/treble,
the left hand on the bass C and G, and to a certain extent master the bellows. One of the basic
principles when learning melodies by ear is to choose melodies "from simpler to more
complex". Accordingly, one of the first melodies to be learned is the well-known World War
II partisan song called "Ide Tito preko Romanije". (IVKOV, 2008, p. 117). The melody of the

! There are two types of hearing: relative and absolute. Assessment of relative hearing involves the ability to sing,
or otherwise reproduce the next tone above or below a given one, using scale degrees. "If you can build an entire
scale from one given note, then you have a good sense of relative pitch."

Absolute hearing is more difficult; but by practicing relative hearing it is almost possible to develop absolute
hearing as well. The sense of absolute pitch can be defined as the ability to give a sound its musical name and
tonality; that you can say after hearing just one note or part of a composition: "That's B minor", or "That's written
in B minor". (HOWARD, 2003, p. 101).
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song is based on the trichord (d, e, f), and two harmonic functions are used in the
accompaniment on the bass u - tonic and dominant by playing solo and chordal major bass
simultaneously.” When learning to play the diskant/treble, the child does not think about the
type of beat, note values and counting or any other musical elements, but only about the
movement of the fingers and with which finger to play the "shorter" or the "longer tone".?
Given that this song has a periodic structure, it is not difficult to remember the melodic
movement, bearing in mind that "one part" (more precisely, the beginning of each sentence) is
identical when repeated.

One of the specific problems both in learning "privately" and in a music school is the
separation of the functions of the right and left hands. Namely, it is particularly difficult to
separate the functions of the hands in songs and exercises in which the bass has a harmonic-
rhythmic function, so the solo and chordal bass pulsate staccato, while the melody in the treble
flows with the use of legato articulation. This procedure must be explained to the child by
pointing out various situations from everyday life, for example, when combing hair, it is done
with one hand, while the other hand is still, or eating with a spoon, the child does it with one
hand, not with both hands. This problem is successfully overcome by practicing playing one
tone in the right hand and one tone in the left hand, whereby the tone in the right hand is of
longer duration, and the bass is played briefly "so as not to burn the finger".

As for learning the button accordion, due to the ambitiousness of the parents and even
the teachers themselves, one of the first melodies that are learned is "Jaseni¢ko kolo" — a
composition by the famous Serbian accordionist Miodrag Todorovi¢ Krnjevac — the first
Serbian author of a "textbook" — a school for learning to play folk music on a chromatic button
accordion. (JTYKHUR, 2002, p. 92). Non-institutional button accordion teachers agree that this
composition is suitable for learning due to the fact that it covers all tones in the C major octave
range and regardless of the fact that the child has no idea about notes, musical terminology,
technical terms and performing techniques, they learn to master the octave. Therefore, the level
of problems this activity covers, learning "Jasenicko kolo" by Miodrag Todorovi¢ Krnjevac
can be justified in cases where the student of a private school is not a beginner in the true sense,
otherwise, in terms of appropriateness, this melody is too demanding and full of performance
complexities for someone who is just starting to learn to play accordion. (IVKOV, 2016a, p.
95). Due to the overall difficulty of learning without musical notation, in terms of melody, bass
and multi-part form, only the first part of this composition is taught in one "lesson", first playing
with the right and then left hand, separately. Only after one or more lessons, after the child has
played that one part of the composition without error, do they approach playing the right and
left hands together, and then follows the learning of the second part of the melody. For this
reason, learning dynamics take about a month. To the question: whether the child's first
encounter with this composition includes learning the ornaments, the answer of all the "private"
teachers of folk music on the button accordion was affirmative, which further complicates the
entire process of mastering the music. The facilitating circumstance in the process is the fact
that the parts of the melody are learned and played at a very slow tempo, which makes it
possible to also add ornaments slowly.

When learning to play "by ear" in a non-institutional environment, whether it is a piano
accordion or a button accordion, the teacher plays the melody on their accordion as it should
sound at the final level, and then plays part by part on the diskant/treble of the student's
accordion. The child then, from their visual perspective, in addition to the row of fingers used

2 First, in fragments, one learns to play the melody in the right hand, then the bass in the left, moving the 4th

finger from the solo bass C to G, and the 3rd finger to the chordal basses c, g.
3 It often happens that after one lesson, a child marks with a felt-tip pen the buttons that are used to play a given
melody, so as not to make a mistake when playing.
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to play a given melody, notices the keys/buttons, which need to be pressed, without having
previously acquired knowledge about the tones. After the child, by more or less skillfully
imitating the playing of his teacher, has mastered the performance of a certain part of the
melody with the right hand, some teachers proceed to slip their left hand under the bass strap
of the child's accordion and play the bass accompaniment, while the child plays the treble with
the right hand. Such methodological procedure would never be applied by an accordion teacher
in an institutional environment — in a music school, where it is considered inadequate. In
contrast, when playing certain melodies, the accordion teacher at school usually plays
alternating solos and chordal basses on their accordion, while the student plays the leading
melody in the descant section. (VUKOVIC TERZIC, 1986, p. 3).

Otherwise, the accordion teacher in the music school in rare cases uses the method of
learning "by ear" and only in those situations, when it is necessary to nuance the dynamics of
a certain composition, or to resolve delicate problems when performing certain types of
articulation. For the stated needs, the teacher performs a section of the melody in which a
specific performing problem is resolved, or rarely on the descant of the student's accordion.

The mentioned procedures, which are used when learning melodies "by ear", whether
it is learning "privately" or in a music school, are based on the principle of obviousness, i.e. it
is understood that the child repeats the procedures previously performed by the teacher.*

The method of learning "by ear" is especially applied in independent learning to play
folk music, or music composed in a folk manner, during auditory perception and detection of
the movement of the melody and the style of performance of the ornaments using devices used
to slow down the speed of performance, such as tape recorders, gramophones, and later today
in the application of various computer programs (e.g. Sound Forge and others).’

Teaching aids and technical equipment

Teaching aids are "a didactically shaped original reality and they are an important
source of knowledge and a base for developing work ability". (JUKIC, LAZAREVIC,
VUCKOVIC, 1998, p. 277).

Without temporary or permanent possession of the instrument, long-term accordion
learning is impossible.® Over time, through the acquisition of musical knowledge and gaining
personal maturity, the player strives to have the highest quality instrument possible, because a
well-made accordion represents one of the status symbols in the mind of the performer. Love
for the instrument can also be expressed in the way that a passionate accordion lover buys all
types and sizes, trying to build their own collection, even though they never play all those
instruments. Apart from that, there might be exceptional cases, when the child does not own
an instrument but develops a great interest in it, keys and basses can be drawn on cardboard
and used to practice that way. However, when learning more complicated melodies, this
method of "replacing the instrument" is no longer helpful.

Additionally, there are those who use audio teaching aids in the form of sound
recordings, as well as audio-visual teaching aids in the form of television shows and the like.
When it comes to the textual teaching aids, used in both the extracurricular and school type of
learning to play accordion, there are commercial sheet music editions, to a certain extent, and

4 These findings are similar to those established by Kyiiunen studying the auditory method in the process of

learning to play the accordion within the musical tradition of the Tatars (KYWMBHHEH, 2011, p. 169-170).

3 Also, students of music schools and academies often use the auditory method in order to get to know and compare
the performance characteristics of certain compositions interpreted by different performers.

¢ In exceptional cases, if a student does not own an instrument but has a great affection for it, keys and basses can
be drawn on cardboard and used to practice that way. However, when learning more complicated melodies, this
method is no longer helpful.

229



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

mainly for extracurricular learning. Textbooks and manuals for learning to play the accordion
are used at schools. The metronome and music stand are most often used as technical aids.

Metronome, as an auxiliary instrument for regulating the speed of playing, is very
important both in school and often in folk practice. When introducing a metronome into use,
most often, the counting unit is an eighth note (in a measure where unit is a quarter note), and
after the child gets used to this aid, a quarter is taken as the counting unit. Achieving the playing
technique with the help of a metronome proceeds by gradually increasing the speed of beats
and playing, and in the event that technical disturbances occur while playing at a certain speed,
the tempo must be reduced and the desired value is gradually reached again. The existence of
printed sheet music for the accordion proves the favorable attitude of a society’s musical
environment towards the instrument itself. Unfortunately, this is not the case with musical
instruments in Serbia. In general, there is a lack of printed music literature for playing any
musical instrument. The reason for this can be the lack of professionals, insufficient printing
possibilities, and most often the problem stems from mutual dependence of several factors.
Therefore, as an alternative and the only possibility is duplication, photocopying of one printed
copy, no matter if we are talking about school material or less often folk practice. The music
sheet notebook and the ordinary notebook are used by the teacher to record certain details for
learning, which are missing in the printed music material, and the ordinary notebook is used as
a reminder and instruction for independent work at home.

Sound carriers are of crucial importance for learning melodies "by ear", both for the
preparation of teachers for the purpose of teaching young people, as well as in the independent
professional work of an already established folk music performer.

Going back to the 60s and 70s of the last century, the tape recorder was a suitable tool
for, as musicians — performers of folk music say in jargon, "taking down" melodies (learning
by repeating segments and memorizing or possibly transcribing the skeleton of the melody,
AN V. L). This technical device, with the possibility of slowing down the speed, was certainly
a better solution than the later use of a cassette player, i.e. a gramophone, whose excessive use
to repeat a certain part of the melody would lead to damage to the LP record or audio cassette.
Over time, the tape recorder did get replaced by cassette players, gramophones, and finally, at
the turn of the 20th to the 21st century, by computer programs, which provide even greater
possibilities for broadcasting and working with sound. Technological innovations have
contributed to accordion players in the field of folk music, as well as to performers on other
instruments. There are numerous, positively efficient possibilities, such as the possibility of
more precisely observing the movement of the melody, transcribing — recording notes, finding
audio and video recordings on the Internet, getting to know the work of other performers and
the eventual establishment of communication within the community of performers. The
intensive progress in technology has also led to certain destructive consequences and the
realization that, due to its physical dimensions, performers often replace the accordion with
synthesizers, and even when using a synthesizer, it is not mandatory to play live, since it can
be programmed by using "files".

Methodological research framework

For the purpose of this research, independent, dependent and control variables were
defined. The independent variable is operationalized as: a) extracurricular and b) school
learning. The dependent variable includes the pedagogic-musical characteristics of the
respondents in relation to learning to play the accordion, and the control variables are the years
of experience in teaching (up to 10, up to 20 and over 20 years), the level and type of school
completed, as well as the respondent’s personal example of learning (institutional — in school,
non-institutional — informal, private and combined).
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In 2016, an evaluation scale instrument was prepared in order to obtain data on the
opinion and attitudes of teachers in out-of-school and school teaching. The sample consists of
N=30 subjects who are engaged in, or used to be engaged in teaching accordion playing, in
school and out-of-school manner. The sample is chosen with the intention of fulfilling at least
one of the given criteria: that the respondents reside or work in Novi Sad, that is, that they are
connected to Novi Sad through their activities in teaching, or that they gained their musical
education in this city. The age of the respondents ranges from 20 to 81 years, while the average
age of the respondents is 48 years. In terms of years of teaching students to play the accordion,
they range from six months to 40 years (the average years of teaching is 21 years). During their
personal learning, the majority of respondents played the accordion with piano keys, 73.3% of
them, while 23.3% used button accordions and piano keys, and one respondent used
exclusively the button accordion. During the learning period, all respondents changed
accordions by size, they mostly started learning the accordion at school (60%) within the genre
of art music (83.3%), usually attending individual lessons (86.7%). As for the gender
distribution, members of each gender are represented by 50%, that is, there are a total of 15
female and 15 male respondents. In terms of age, the sample consists mostly of respondents
aged 40 to 60 (43.3%), 11 of them, i.e. 36.7%, are aged 20 to 40, and only 6 respondents are
older than 60 (20%). According to the occupation of the respondents, accordion teachers are
the most represented — a total of 10 (33.3%), there are 5 music performers and accordionists
(16.7%), 4 professors of pedagogy (13.3%), 2 professors of solfegio (6.7%) and 1 professor of
chamber music, master of arts, doctor of ethnomusicology and sound designer (3.3%).
According to the years of teaching, the most are those who have over 20 years of experience
(46.7%), followed by respondents who have up to 20 years of experience (30%), and the least
are those who have up to 10 years of experience (23.3%). Regarding the level and type of
education, 73.3% of the respondents graduated from a music higher education/music academy,
23.3% of them have secondary music education, and only one respondent has no music
education (3.3%). The largest number of respondents, 25 of them (83.3%), started learning to
play the accordion institutionally - in a music school, where the dominant genre is art music,
while 3 respondents (10%) started playing folk music as part of extracurricular/private learning,
and 2 respondents (6.7%) started learning to play in a combined way. According to the form
of learning to play the accordion, 86.7% of respondents learned to play individually, and 2
respondents learned to play with someone in a pair or within a small group of students (6.7%).
(IVKOV, 2022, p. 74-76).

In this research, the description method was used, which provides an overview of the
current state of the research subject, but also the comparative method, which plays a key role
in the interpretation of the research results.

The technique used in this research is the scaling technique with the Likert assessment
scale instrument (five-point scale), with some survey-type questions. Certain elements of the
statistical method were applied to process the data obtained by the scaling technique.
Arithmetic mean (M), is the most commonly used measure of the mean value, so it is called
the mean value in the literature. Differences between the responses of respondents teaching in
school and out-of-school settings were checked by means of a t-test, a measure used in
hypothesis testing. The t-test is applied with the aim of determining the statistical significance
of the difference between two arithmetic means achieved on the same variable. When
calculating the t-test, it is necessary to take into account the number of degrees of freedom (df)
and the level of statistical significance (denoted by the letter p, which should be less than .05
or .01). Standard deviation (SD) is the most commonly used measure of dispersion and it
indicates the degree of average deviation of the results from the arithmetic mean.

231



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

The aim of this paper is to define the similarities and differences between school-
institutional and informal "private" learning of playing folk music on the accordion. The result
are the following hypotheses:

- It is assumed that there are no statistically significant differences regarding the choice
of learning (from sheet music, "by ear") in out-of-school and school learning to play the
accordion.

- It is assumed that there are no statistically significant differences regarding the
application of certain teaching, technical and other aids, which are used in teaching in
extracurricular and school accordion playing.

Interpretation of research results

Kinds of learning in playing accordion in extracurricular activities and school program
(from sheet music, "by ear").

Task no. 1: To determine whether there are statistically significant differences related
to choosing the type of learning (from sheet music, "by ear") in extracurricular activities and
school program.

When it comes to school teaching, learning from sheet music is preferred and all
respondents confirm and agree on its importance (M=5.0), while extracurricular learning
values learning from sheet music as very important but to a slightly lesser extent (M=4.53).
Learning by ear is given more importance in extracurricular than in school learning
environment. Comparison of answers provided by respondents who teach at school and outside
of school point out a statistically significant difference regarding learning from sheet music
(t=-2.17, p<.05) and learning "by ear" (t=2.32, p<.05). Therefore, where learning how to play
an accordion is concerned, both kinds of learning are in agreement that sheet music provides
the most solid base.

So, respondents who teach at school — all 100% and those who teach privately, a total
of 93.3% agree that learning from sheet music is very important. Learning "by ear" is
considered important by even 80% of respondents who teach privately, while only 36.4% of
school teachers share that point of view. As irrelevant, learning by ear was rated by 13.3% of
respondents who teach privately, and as partially relevant by 31.8% of school teachers. The
biggest number and percentage of respondents who teach privately evaluates learning "by ear"
as important (40%) and significantly important (40%).

Statistically significant difference was observed at respondents who teach accordion for
up to 10 years and for the type of teaching from sheet music (t=1.00, p<.05). That is also the
group of teachers who, in relation to the others, more often apply learning from the sheet music.
There is no statistically significant difference in answers of other groups of respondents.

Taking into account musical education degree as control variable, t- test results are not
statistically significant on the level p<0.5 and it can be concluded that there is no statistically
significant difference in answers of respondents in extracurricular and school learning.
(IVKOV, 2016b, p. 194-197).

Task no. 2: To determine if there is a difference in terms of the application of certain
teaching, technical and other means, used in teaching in out-of-school and in-school learning
to play the accordion.

Respondents believe that accordion and sheet music are the most important teaching
aids used in extracurricular (M=4.6) and school learning (M=5.0). In extracurricular learning,
after the accordion and sheet music, the most frequently used are sheet music notebook
(M=4.4), metronome (M=4.26), ordinary notebook (M=4.2), music stand (M=4, 06), textbooks
(M=4.06), internet (M=3.86), carriers and sound emitters (M=3.26), then auxiliary or another
instrument (M=2.8). Interactive multimedia board, computer educational software, music
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board, regular school board and special music video presentations are not used at all in
extracurricular learning. In school learning, after the accordion and sheet music, the following
teaching, technical and other tools are most often used: textbooks (M=4.83), sheet music stand
(M=4.72), ordinary notebook (M=4.72), music sheet notebook (M=4.59), metronome
(M=4.59), carriers and sound emitters (M=3.81), internet (M=3.59), auxiliary or other
instrument (M=3, 23) and special music video presentations (M=1.14). In school learning,
music boards, interactive multimedia boards, computer educational software and ordinary
school blackboards are not used at all. The results of the t-test indicate that there is a statistically
significant difference in the use of textbooks or methodical manuals (t=-2.46, p<.05) in out-of-
school and in-school learning to play the accordion. Textbooks / methodical manuals are more
often used in school learning.

Both groups of respondents rated the instrument — accordion as the most important tool
used in teaching, 100% of them in school and 80% in out-of-school learning. It is interesting
to note that both groups had equal percentages in terms of other teaching and technical tools
used in teaching. Thus, the metronome, sheet music stand, music material, sheet music and
ordinary notebook, textbooks were rated as important and very important in the work by over
80% of respondents of both groups.

Respondents were also unanimous in their assessment of assets that are completely
irrelevant for learning process. All 100% of the respondents from both groups rated the music
board, interactive multimedia board, computer educational software as completely irrelevant
tools for teaching accordion playing. (IVKOV, 2016b, p. 197-203).

Conclusion

Here are the results of the conducted research as discussed according to the set research
hypotheses.

The hypothesis, which assumes that there are no statistically significant differences in
the selection of the type of learning (from sheet music, "by ear") in out-of-school and school
learning to play the accordion, has not been fully confirmed. Namely, respondents who teach
in a school environment believe that it is more important for students to rely on sheet music
while learning to play the accordion than to learn "by ear". On the other hand, when it comes
to learning to play the accordion "by ear", respondents who teach outside of school give this
method a higher priority than respondents who teach in school. It would be wrong to conclude
that the respondents who teach outside the school prioritize learning "by ear" over learning
from sheet music because this is not the case (the mean value of the answer for learning from
sheet music is M=4.53, and for learning by ear is M=3 ,93). Namely, the research results
indicate that respondents who have up to 10 years of experience in teaching give greater
importance to learning from sheet music.

The assumption that there are no statistically significant differences regarding the
application of certain teaching, technical and other aids, which are used in teaching in out-of-
school and school learning to play the accordion, was partially disproved by a statistically
significant difference found in the responses of the respondents regarding the application of
textbooks/methodical manuals. Textbooks / methodical manuals are more often used in school
teaching. The difference in answers most likely stems from the very nature of teaching, since
the use of textbooks / methodical manuals is mandatory in schools. Finally, the hypothesis was
also partially confirmed. Accordion and sheet music are the most important teaching aids used
in out-of-school and school learning, and both learning models do not use music boards,
interactive multimedia boards, computer educational software and ordinary school blackboards
at all.
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In conclusion, due to the large representation of the practice of playing the accordion
in folk music, a great commitment is necessary in the direction of intensively institutionalizing
learning to play the accordion in the domain of folk and other types of music in the territory of
Serbia. Future research could be focused on comparing examples of accordion learning in
Serbia with the extracurricular and school system in other countries, bearing in mind that this
instrument is represented in the musical traditions of numerous nations. In this way, the
conditions for scientific discussions based on new theoretical and methodological topics would
be created.
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Abstract

The exploration of traditional architecture reveals its capacity to convey the values and
cultural identity of communities, far exceeding its initial role of providing shelter. This
approach highlights the need to create buildings - in addition to being useful - integrated with
their environment, cultural context, history, and traditions. This ensures the creation of future
spaces that are meaningful, high-quality, and above all, sustainable.

Résumé

L'exploration de l'architecture traditionnelle démontre sa capacité a exprimer les
valeurs et l'identité culturelle des communautés, allant bien au-dela de la fonction premiere de
fournir un abri. Cette approche met en avant la nécessité de créer des édifices - en plus d’étre
utiles- qui s’intégrent a leur environnement, a leur contexte culturel, a leur histoire et a leurs
traditions. Cela garanti la création d'espaces futurs chargés de sens, de qualité et surtout
durables.

Rezumat

Explorarea arhitecturii traditionale demonstreaza capacitatea sa de a exprima valorile
si identitatea culturalad a comunitatilor, in plus de a oferi adapost. Aceasta perspectiva
subliniazad necesitatea de a crea edificii care nu sunt doar functionale, ci se armonizeaza §i cu
mediul inconjurdtor, contextul cultural, istoria si traditiile lor. Aceastd abordare asigura
crearii unor spatii viitoare pline de sens, de calitate si, mai ales, durabile.
Keywords: Architecture, Tradition, Identity, Sustainability, Modernity

Mots-clés: architecture, tradition, identité, durabilitée, modernité

Cuvinte-cheie: arhitectura, traditie, identitate, durabilitate, modernitate
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Introduction

L'architecture et 1'urbanisme traditionnels occupent une place centrale dans notre tissu
historique et culturel. En plus d’étres des témoins silencieux de notre passé collectif, ils jouent
un role actif dans la préservation et la transmission de notre patrimoine culturel. Cet article vise
a révéler la profondeur et la richesse de ces espaces historiques qui ne sont pas de simples
constructions mais elles incarnent 1'ingéniosité des sociétés a s'adapter a leur environnement et
a prospérer au fil des siecles. De plus, cet examen cherche a explorer les voies par lesquelles
l'architecture traditionnelle peut inspirer et influencer nos pratiques contemporaines placant
ainsi la tradition au cceur de notre progression vers l'avenir. Encore faut-il bien comprendre
cette architecture populaire et réussir a transmettre correctement cette tradition constructive. A
ce sujet, on se baserait sur les travaux du théoricien et professeur Augustin loan dont les travaux
théoriques explorent la complexité des relations entre espace, société, tradition et identité,
s’interrogeant sur le réle de I’architecte dans la société contemporaine. Son article intitulé
Traditia, aborde le fait que la transmission de la tradition est marquée par des interruptions
significatives au cours du XXe siecle. Les avant-gardes, aux mouvements post-avant-gardistes,
et aux régimes totalitaires, ont tous influencé la maniére dont la tradition est percue,
transformée ou méme réinventée. Cette complexité de transmission, entre la préservation des
connaissances traditionnelles et la découverte de celles qui ont été oubliées ou négligées, pose
un défi urgent a notre époque, ou la tradition doit étre redéfinie et adaptée pour rester pertinente.
(IOAN, 2019).

Ainsi, en embrassant une perspective multidisciplinaire, cela nous ouvre de nouvelles
avenues de réflexion et d'action, permettant d'appréhender l'architecture non seulement comme
une discipline technique ou artistique, mais aussi comme un champ d'étude profondément lié
aux sciences sociales, a 1'écologie et a la philosophie, illustrant de manicre vivante
l'interconnexion entre notre environnement bati et le tissu méme de notre société.

Reconsidérer I’architecture traditionnelle : Redécouverte de son identité

Le paysage urbain contemporain traverse une crise architecturale sans précédent,
remettant en question l'unicité et 1'authenticité des villes a travers le monde. L uniformisation
architecturale due a la mondialisation effrénée, efface peu a peu le caractére distinctif des
métropoles, les rendant tous identiques les unes aux autres estompant leur identité culturelle et
historique. On citera comme exemple emblématique, la ville de Dubai aux émirats arabes unis,
qui est souvent qualifiée d’exemple d’importation massive de styles architecturaux
internationaux sans tenir compte du contexte local désertique et de I’héritage culturel de la
région. Des exemples comme « le golbal village » ou le « le palm Isands » illustrent comment
I’architecture moderne peut se reduire a un simple mimétisme de styles vernaculaire provenant
d’autres régions du monde, entrainant une perte d’identité architecturale locale. Par conséquent,
les critiques envers les pratiques urbaines et architecturales actuelles deviennent de plus en plus
véhémentes, comme le démontre I’article du théoricien Augustin loan (2019) intitulé Tradifia.
Son analyse des murs aveugles, met en exergue I'absurdité d'une vision myope de 1'urbanisme,
incapable de concevoir des villes de maniére continue et harmonieuse. C’est la manifestation
d'une politique de planification urbaine défaillante. Il propose a la place une politique
d'urbanisme réaliste, pronant une intégration fluide et respectueuse des constructions dans le
tissu urbain existant. (IOAN, 2019). Cette vision est en résonance profonde avec la
redécouverte et la reconsidération de l'architecture traditionnelle, en particulier 1'architecture
vernaculaire, qui émerge comme une réponse vitale a la crise d'homogénéisation actuelle. Elle
prend justement en compte l’existant et ne fait pas table rase du passé en s’adaptant
minutieusement au site, au climat et a la culture locale. C’est une architecture qui nous enseigne
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l'importance de la cohérence profonde ancrée dans la tradition, comme en témoignent les villes
traditionnelles du nord-africain appelées Médinas. Elles révélent une organisation sociale
complexe et une fagon de vivre communautaire. Des structures centrées autour de mosquées,
de marchés (souk) et de bains publics (hammam), les ruelles étroites et sinueuses se terminant
souvent par des impasses, ainsi que les maisons compactes reflétent les valeurs de solidarité,
de spiritualité et d'interdépendance économique qui sont fondamentales dans ces sociétés. De
plus, les murs épais et les petites fenétres des maisons ne sont pas de simples choix esthétiques,
mais des adaptations au climat et la culture locale, démontrant une compréhension profonde de
l'environnement et une capacité a y répondre de maniére durable.

De ce fait, I’architecture traditionnelle refléte profondément I’esprit de communauté et
leur adaptation a I’environnement au fil du temps. C’est pourquoi un mouvement de
redécouverte et de valorisation de 1’architecture vernaculaire émerge comme une réponse a
cette crise d’homogénéisation. Bernard Rudofsky, par son exposition Architecture without
Architects présentée au Museum of Modern Art (MoMA) de New York en 1964, souligne
l'ingéniosité et la beauté de ces constructions traditionnelles, souvent réalisées sans
l'intervention d'architectes professionnels. Ces structures, faconnées par des siécles d'adaptation
a l'environnement et aux besoins sociaux, représentent une symbiose remarquable entre
I'homme et son environnement et offrant des legons cruciales pour l'architecture
contemporaine. (RUDOKSKY,1964). D’autres penseurs et praticiens tels que Geoffrey Bawa
et André Ravéreau, ont mis en lumicre aussi la profonde connexion entre 1’architecture
vernaculaire et son contexte. Ils considérent que cette architecture est le fruit de nombreuses
adaptations architecturales pour répondre au site, au climat, a la culture, et qu’elle a forgé son
identité régionale durant des années, ce qui la rend profondément cohérente et ancrée dans la
tradition’.

Cette exploration souligne I'urgence d'adopter une vision plus intégrée et respectueuse
de la planification urbaine, qui tient compte a la fois des lecons du passé et des défis
contemporains, pour forger des environnements urbains qui respectent et enrichissent le tissu
social et culturel dans lequel ils s'insérent.

S’inspirer de I’architecture vernaculaire : réapprendre a construire durablement

La valorisation de l'architecture vernaculaire s'inscrit comme une réponse a la
mondialisation. Pierre Frey, en s'inspirant de Bernard Rudofsky, a approfondi la théorisation
de cette architecture et plaidant pour une approche intégrative, mélant les savoir-faire
traditionnels aux technologies et matériaux modernes, afin de répondre de maniere holistique
aux enjeux contemporains tels que le changement climatique et la préservation des identités
locales. (FREY, 2010). Autrement dit, l'architecture traditionnelle, révéle étre une source
inestimable de lecons pour la construction durable. Face aux défis écologiques actuels,
l'architecture traditionnelle s'avére étre un guide précieux pour la compréhension des principes
de durabilité. La redécouverte des techniques de construction ancestrales, tels que 1'utilisation
de matériaux locaux la pierre, la terre crue ou le bois provenant de foréts gérées de maniéere
durable permet de réduire I'empreinte carbone et de préserver les ressources naturelles. De plus,
en s'inspirant des concepts architecturaux traditionnels, tels que l'orientation par rapport au

! Voir a ce propos, JONES, Robin. Memory, Modernity and History: The Landscapes of Geoffiey Bawa in Sri
Lanka, 1948-1998. "Contemporary South Asia 19", no. 1 (2011): 9-24. DOIL: 10.1080/09584935.2010.544717.
Et : RUGGERI, Daniela, André Ravéreau et le M’ Zab : regarder, dessiner, construire. Insaniyat / &bilui), "Revue
algérienne  d’anthropologie et de sciences sociales", no 91 (31 mars 2021): 77-92.
https://doi.org/10.4000/insaniyat.24636
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soleil et les techniques de ventilation naturelle, il est possible de concevoir des batiments exo-
énergétiques.

Cependant, interpréter et réinterpréter 1’architecture vernaculaire dans un monde
globalisé est plus ou moins une mission sensible. Il faut étre bien informé pour préserver
I’authenticité et 1’intégrité des expressions culturelles locales pour ne pas tomber dans les
meémes erreurs que font les architectes contemporains qui essaient de reproduire I’architecture
traditionnelle pour des raisons touristiques, commerciales, etc. On citera I’exemple de Las
Vegas, Etats-Unis. Bien que connue pour sa représentation théatrale de monuments et lieux
emblématiques mondiaux, Las Vegas est également un exemple de réinterprétation erronée de
l'architecture vernaculaire a des fins commerciales. Le "Venetian Resort”, qui reproduit les
canaux et l'architecture de Venise, en est un exemple frappant. Ces répliques, bien que
techniquement impressionnantes, manquent d’authenticité tout comme ils incarnent une
superficialité culturelle. Aussi I’exemple du Centre Culturel Jean-Marie Tjibaou, Nouvelle-
Calédonie Congu par l'architecte Renzo Piano, est souvent loué pour sa fusion entre architecture
moderne et vernaculaire kanak. Cependant, malgré ses nobles intentions, on voit bien que le
projet représente une interprétation superficielle de la culture kanak, ce qui a induit a simplifier
et commercialiser un riche patrimoine culturel. Bien siir, s’inspirer des savoirs faire ancestraux
n’est pas toujours évident ni chose facile. Augustin loan dans son article intitulé Ce este i cum
arata arhitectura cu specific national?, met en lumiere les pratiques controversées de mise en
valeur des éléments architecturaux pour forger ou réaffirmer une identité nationale. Il critique
la manicre dont certaines reconstructions ou rénovations, souvent guidées par des motivations
politiques ou idéologiques, peuvent altérer ou méme effacer la mémoire historique des lieux.
L'auteur explore également les efforts pour incorporer l'ancien dans le nouveau comme
témoignage de continuité, mais questionne la sincérité de ces démarches quand elles servent
des fins nationalistes ou propagandistes comme dans le cas de I'ltalie fasciste ou la Roumanie
de Ceausescu. L’auteur explore différentes méthodes par lesquelles l'architecture tente de
capturer ou de représenter une "spécificité nationale", souvent en amplifiant ou en modifiant
des éléments traditionnels pour les intégrer dans des contextes contemporains. Il discute de la
technique de la "pars pro toto", ou un élément architectural distinctif est surdimensionné ou
répété pour symboliser une identité nationale, comme I'usage de l'arc dans certaines
constructions modernes. Il aborde également l'anamorphose, qui déforme ou change les
proportions d'éléments existants pour leur donner un nouveau sens ou une nouvelle visibilité.
Cette approche inclut I'exagération de toits ou l'utilisation de matériaux modernes pour évoquer
des formes traditionnelles. Augustin critique l'utilisation de ces méthodes, comme les tentatives
de moderniser les ¢éléments de l'architecture vernaculaire pour les adapter a des usages
contemporains, souvent au risque de perdre leur essence originale. Ces tentatives peuvent
parfois conduire a des interprétations forcées ou artificielles, loin de 1'authenticité des traditions
qu'elles aspirent a représenter. (IOAN, 2017). De ce fait, la réinterprétation de l'architecture
vernaculaire est un défi complexe. Cependant, en s'écartant d'une approche superficielle et en
privilégiant une compréhension profonde de ses valeurs et de ses principes, nous pouvons
garantir la préservation de cet héritage crucial pour l'identité et la durabilité des générations
futures. En examinant des projets spécifiques qui se sont inspirés de maniere judicieuse de
I’architecture traditionnelle, nous observons qu’il existe une variété de méthodes et d’effets
issues de cette démarche, révélant a la fois les défis et les opportunités qu’elle présente. Le
Aldar Central Market & Abu Dhabi, congu par le renommé architecte Norman Foster en 2009,
incarne une réinterprétation moderne du concept traditionnel des souks. Ce projet ambitieux
réussit a marier la tradition architecturale régionale avec la modernité, en créant un espace
commercial dynamique qui rend hommage a I'héritage culturel des Emirats Arabes Unis. Le
design du centre commercial s'inspire des formes architecturales vernaculaires, tout en
incorporant des technologies de construction avancées, offrant ainsi un exemple éloquent de la
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maniére dont l'architecture contemporaine peut dialoguer avec le passé. A Sri Lanka, le projet
Post-tsunami Housing a Kirinda, congu par Shigeru Ban, Face aux défis posés par la
déforestation suite au tsunami et la nécessité de respecter les principes d'intimité d'une
communauté musulmane, Ban a développé un ensemble de logements qui non seulement
répond a ces contraintes mais célébre également I'esprit de la communauté a travers 1'utilisation
de matériaux locaux et de techniques de construction durables. Au sein du quartier traditionnel
d'Al Shindagha a Dubai, un grand musée a été congu pour réviser et réinterpréter le passé a
travers une méthodologie innovante. Ce projet illustre la capacité de I'architecture a s'ancrer
dans un riche héritage culturel tout en proposant une vision tournée vers 1'avenir. En intégrant
des couches historiques multiples dans son design, le musée devient un pont entre les
générations, enrichissant la compréhension collective du patrimoine culturel émirati. Enfin,
I'ceuvre de l'architecte Diébédo Francis Kéré originaire du Burkina Faso et opérant depuis
I'Allemagne offre des insights précieux sur l'intégration de considérations culturelles et
environnementales dans le processus de conception. Cet architecte lauréat du prix Aga Khan,
a su relever ce défi a travers des projets, souvent situés dans des régions aux ressources
limitées, témoignent de la maniére dont une architecture réfléchie peut favoriser le
développement communautaire, tout en étant esthétiquement enrichissante et respectueuse de
'environnement a travers ’utilisation des matériaux locaux et la recherche de solutions
durables. (LEPIK et al. 2016)

L’approche analytique, exploratoire des exemples de projets concrets montrent que, loin
d'étre un simple exercice stylistique, l'intégration de la tradition dans l'architecture moderne
peut stimuler l'innovation, enrichir les communautés et contribuer a la durabilité
environnementale. Aussi les politiques et les pratiques se doivent d’encourager une approche
intégrée, mélant savoir-faire traditionnel et innovation, pour répondre aux défis contemporains.

Conclusion

Ce travaille appelle a une révision profonde de notre approche en architecture face a la
mondialisation et aux défis écologiques. Il souligne l'importance cruciale de combiner la
sagesse de l'architecture vernaculaire avec les innovations technologiques et matérielles
modernes pour créer des espaces durables et culturellement significatifs. Toutefois, comme I'a
souligné Augustin loan, cette fusion n'est pas sans risques et nécessite une compréhension
profonde et sensible de la tradition et de l'innovation. (IOAN, 2017). En intégrant avec soin les
principes de l'architecture traditionnelle dans le design moderne, nous honorons notre
patrimoine tout en construisant un futur ou tradition et innovation s'enrichissent mutuellement,
produisant une architecture durable. Cet article incite a une réflexion continue et a un
engagement actif pour maintenir l'authenticité des expressions culturelles locales, promouvant
une architecture qui réponde véritablement aux besoins de ses utilisateurs tout en étant ancrée
dans son contexte culturel et environnemental.
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Abstract

The present study refers to the work of Radu Flora, a remarkable figure among the
Romanians of the Serbian Banat, examining his significant contributions that transcend
disciplinary boundaries and have a particular impact in various scientific and cultural fields.

Through his rich and varied body of work, recognized and repeatedly rewarded, Radu
Flora acted as a mediator between the Romanian and Serbian cultures and languages. His
research has consolidated knowledge about the Romanian language and contributed to a
deeper understanding of the cultural heritage of Romanians in Serbia.

Résumé

La présente étude fait référence a l'ceuvre de Radu Flora, une personnalité remarquable
parmi les Roumains du Banat serbe, examinant ses contributions significatives qui
transcendent les frontieres disciplinaires et ont un impact particulier dans divers domaines
scientifiques et culturels.

A travers son ceuvre riche et diversifiée, reconnue et récompensée a plusieurs reprises,
Radu Flora a agi comme un médiateur entre les cultures et les langues roumaine et serbe. Ses
recherches ont consolidé les connaissances sur la langue roumaine et ont contribué a
approfondir la compréhension du patrimoine culturel des Roumains de Serbie.

Rezumat

Studiul de fata se refera la opera lui Radu Flora, o personalitate remarcabild a
romdnilor din Banatul sarbesc, aducand in discutie contributiile sale semnificative care
depasesc limitele disciplinare si au un impact deosebit in diverse domenii stiintifice si
culturale.

Prin opera sa bogata si variatd, recunoscutd si recompensata in mod repetat, Radu
Flora a actionat ca un mediator intre culturile si limbile romdna si sarba. Cercetarile sale au
consolidat cunostintele despre limba romdnd si au contribuit la aprofundarea intelegerii
mostenirii culturale a comunitatii romdnilor din Serbia.
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Introducere

Radu Flora se numard printre cele zece personalititi importante din fostul stat
Iugoslavia, care sunt mentionate 1n prestigioasa Encyclopaedia Britannica, alaturi de alte
personalitati ilustre precum Ivo Andri¢, laureat al Premiului Nobel pentru literatura si faimosul
muzician de origine aromana, Stevan Mokranjac, la fel ca si cunoscuti oameni de stiintd de
renume mondial, cum ar fi Nikola Tesla, Mihajlo Pupin si altii.

Cu o cariera bogata si diversificata, s-a distins ca profesor universitar, cercetator in
domeniile stiintelor umaniste, autor de opere literare si dramaturgice, istoric si critic literar,
traducator si editor de manuale scolare. Este recunoscut ca un simbol al renasterii culturale a
comunitatii romanesti din Voivodina, Republica Serbia. Prin dedicarea sa si contributiile
semnificative Tn domeniile stiintifice si culturale, el devine un reprezentant respectat si o sursa
de inspiratie pentru cei ce impartasesc aceeasi mostenire culturala.

Pentru contributia sa remarcabila in lumea literara si pentru opera sa vasta, Radu Flora
a fost onorat cu numeroase premii prestigioase. Printre aceste distinctii se numara Premiul R.
Serbia ,,7 iulie” pentru literatura, Premiul ,,Opera Omnia” oferit de Societatea Scriitorilor din
Voivodina, precum si Ordinul Meritului pentru Popor cu coroana de argint, alaturi de multe
altele. Cu toate acestea, cel mai semnificativ premiu pe care l-a primit profesorul dr. Radu Flora
este recunoasterea durabila a meritelor sale in toate domeniile mentionate, oferind o baza solida
si esentiala pentru construirea unui viitor diferit in aceasta regiune, in care sa ne definim ca
parte a unui popor si nu ca o minoritate.

Contributiile sale nu au fost doar academice, ci au avut si un impact palpabil prin
implicarea sa In fondarea Cercului Literar si revistei ,,Lumina”. De asemenea, a fost initiator si
presedinte al Societétii de Limba Roména pe durata mai multor ani, oferindu-si expertiza in
promovarea si sustinerea limbii si culturii romanesti in cadrul comunitatii roménesti din Serbia,
dar si peste hotare.

Simbol etern al renasterii culturale a roménilor din Voivodina

La 4 septembrie 1989, cu numai doua zile inainte de a implini varsta de 67, tocmai in
anul 1n care la Editura ,,Libertatea”, in colectia operelor alese i-a fost reeditat romanul Vartejul,
autorul a fost cuprins de vartejul mortii. A plecat fara sa-si mai vada volumul iesit de sub tipar.

In saptimanalul ,Libertatea” din 9 septembrie 1989, in articolul Radu Flora (1922-
1989) — Un veritabil spirit enciclopedist, loan Flora nota urmatoarele: ,,E aproape imposibil sa
te obisnuiesti cu gandul disparitiei premature a lui Radu Flora, acest intemeietor in multiple
domenii ale vietii culturale si artistice a romanilor din Iugoslavia, care prin extraordinara sa
fortd de munca, prin complexitatea si grandoarea proiectelor (in buna parte si realizate) amintea
si aminteste fie de spiritul renascentist a lui Leonardo Da Vinci, de enciclopedistii francezi sau
de Ion Eliade Radulescu. Caci, Radu Flora a fost personalitatea cruciala, motorul,
mobilizatorul, spiritus movens al actiunilor legate de infiintarea, in calitatea de filolog si
profesor (de liceu si mai apoi universitar), a catedrelor de limba si literaturd romana de la
Facultatile de filologie ale Universitatilor din Belgrad si Novi Sad, a Societdtii de Limba

243



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

Romana din PSA Voivodina, a primelor anchete dialectologice de la noi, a primelor cercetari
folclorice si din domeniul istoriei literare (mai ales de pe aceste meleaguri), fiind totodata si
unul din primii scriitori de limba romana de certa valoare din lugoslavia.”

In acelasi numar al saptimanalului ,Libertatea” a aparut si ultimul text semnat de Radu
Flora — Bioenergie, la rubrica ,,Contrapunct”, pagina ,,Viata culturala”, in care vorbeste despre
medicina populara, amintind de practicile noastre autohtone si traditionalele descantece, care
tin de cercetarile din domeniul folclorului.

La stirea despre incetarea din viata a lui Radu Flora, Slavco Almédjan noteaza: ,,Era o
personalitate cu o fortd intelectuald iesitd din comun, angajat deplin la afirmarea identitatii
creatoare a nationalitatii romane din Iugoslavia, atat prin activitatea sa literard cat si prin munca
sa stiintificd si didactica.” (ALMAJAN, in , Libertatea”, nr. 37, 9 septembrie 1989, p. 9).

Aceste ganduri erau completate de lon Marcoviceanu, care pe aceiasi pagina de ziar
semnala urmatoarele: ,,De acum, nici viata nu va mai fi ca pana acum. Revista «Luminay va fi
mai saraca, saptaméanalul «Libertatea» nu va mai avea coltul permanent pe care il complete atat
de interesant el, in Tnvatdimant nu vom mai avea un profesor atat de riguros si temut, dar totusi
foarte respectat si iubit. Atatea goluri ramén dupa el ca e greu sa le si enumeri, caci el a muncit
cat zece, a fost atdt de organizat si disciplinat, incat si calculatoarele l-ar putea invidia.”
(Ibidem)

Radu Flora ramane un simbol etern al renasterii culturale a romanilor din Voivodina.

S-a ndscut pe 5 septembrie 1922, la Satu Nou, in Banatul iugoslav. A absolvit scoala
primara la Satu Nou si la Panciova, precum si Liceul din Varset. A studiat limbile romanice la
Bucuresti si Belgrad. In anul 1948, si-a obtinut licenta la Facultatea de Filologie din Belgrad,
specializandu-se in Limba si literatura franceza si Gramatica comparata a limbilor romanice.
Teza sa de doctorat, intitulatd Graiurile romdnesti din punctul de vedere al geografiei
lingvistice, a fost sustinuta cu succes in anul 1959, la Zagreb. In cadrul elaborarii acestei lucriri
deosebit de importante, care a totalizat 530 de pagini, mentorul sdu a fost profesorul dr. Mirko
Deanovi¢, de la Facultatea de Filozofie a Universitatii din Zagreb. La Bucuresti 1-a avut ca
profesor pe Dumitru Caracostea, care il initiaza in interpretarea operei eminesciene. Pe de alta
parte, pe scheletul limbii franceze se formeaza ca romanist si istoric literar (lucrarea de licenta
— Provansalii in opera lui Alphonse D. Daudet si pentru cea de definitivat — Parisul in operele
lui A .D. Daudet). (POPA, 1997).

in perioada 1948-1952, a fost profesor la Liceul Roman din Varset si la Scoala Normal
din Varset. Intre anii 1952-1955, a predat la Scoala Superioara de Pedagogie din Novi Sad, in
cadrul Sectiei pentru limba si literatura romana. Apoi, intre 1955-1963, a fost profesor la Scoala
Superioara de Pedagogie din Zrenianin, unde a predat Limba si literatura romana.

Din anul 1963 si pana 1n anul 1987, cand a iesit la pensie, Radu Flora a fost profesor
titular la Facultatea de Filologie a Universitatii din Belgrad, ocupand functia de Sef al Catedrei
de Limba si Literatura Romana a Facultitii de Filologie din Belgrad. Din 1981, cand a fost
infiintata Catedra de Limba si Literaturd Romana la Facultatea de Filozofie din Novi Sad, Radu
Flora a fost profesor suplinitor la aceasta catedra. A fost unul dintre initiatorii formarii Catedrei
de Limba si Literaturd Roména la Universitatea din Novi Sad, contribuind semnificativ la
elaborarea Proiectului, Planului si Programei analitice pentru aceastd catedra in anul 1980,
impreuna cu dr. Mihajlo Palov si prof. Lia Magdu.

Radu Flora se numara printre cele zece personalitati importante din fostul stat
Iugoslavia, care sunt mentionate in prestigioasa Encyclopaedia Britannica, alaturi de alte
personalitati ilustre precum Ivo Andri¢, laureat al Premiului Nobel pentru literatura si faimosul
muzician de origine aromanad, Stevan Mokranjac, la fel ca si cunoscuti oameni de stiinta de
renume mondial, cum ar fi Nikola Tesla, Mihajlo Pupin si altii.

In ceea ce priveste invitimantul, Radu Flora a jucat un rol esential in asigurarea
accesului la educatie pentru membrii comunitatii romane din Serbia. A fost un promotor activ
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al educatiei romanesti si a contribuit la crearea si mentinerea institutiilor scolare romanesti in
regiune. Acest lucru a permis tinerilor romani sa invete si sd se dezvolte in limba lor materna
si sa-si pastreze identitatea culturala.

In domeniul literaturii, Radu Flora a fost un scriitor prolific si un aparator al limbii
romane. A scris opere literare si eseuri care au promovat cultura si traditiile romanesti si au
incurajat aprecierea limbii literare romane. Prin creatiile sale, el a contribuit la consolidarea si
promovarea limbii si literaturii romane in Serbia.

Contributia deosebitd a acestui distins om de stiintd a ramas adanc inradacinata in
memoria noastrda, in special prin rolul sau esential in calitate de fondator si presedinte al
Societatii de Limba Roméana din Voivodina, o institutie respectatd pe parcursul multor ani,
unde a lasat o amprenta semnificativa in domeniul literar.

»Dotat cu o vasta cultura si o exceptionala eruditie, cu un spirit mobil, intreprinzator si
eficace, precum si cu deosebite capacititi de munca si organizatorice - spune prof.dr. Emil
Filip, cel mai apropiat colaborator al profesorului — numele lui Radu Flora il intalnim in
multiple domenii de activitate publici, culturala, literara si stiintifica. In toate acestea, el apare
ca un creator individual, Indatorand prin aceasta disciplinele de care s-a atins, dar tot la fel si
ca initiator, inspirator si organizator al vietii culturale, literare si stiintifice din mijlocul nostru.”
(FILIP, in vol. Memorialul Radu Flora, 2000, p. 166; ROSU, 1989, p. 96-97).

Numele lui Radu Flora este strans legat de fondarea unor institutii culturale si stiintifice,
precum si de initierea $i organizarea unor numeroase evenimente literare si conferinte
stiintifice. Domeniile de interes ale lui Radu Flora acopera o gama variata de subiecte, inclusiv
istoria limbii, dialectologia, limba romand contemporana si stilistica, normele limbii romane
literare si aplicarea lor in Invatdmant, jurnalism, literatura (poezie, proza, teatru, eseistica si
critica literard), relatiile iugoslavo-romane sub toate aspectele lor si cercetarea si inregistrarea
folclorului literar pe teren. Pe parcursul carierei sale, Radu Flora s-a dedicat, de asemenea,
traducerii unui numar impresionant de opere literare in limba sarba si limba romana.

In ceea ce priveste cultura in general, Radu Flora a fost un promotor activ al traditiilor
romanesti si al folclorului. A participat la colectarea si documentarea folclorului romanesc din
regiune si a contribuit la organizarea si sustinerea evenimentelor culturale care au celebrat
mostenirea culturald a comunitatii romane. Astfel, a ajutat la mentinerea si transmiterea
traditiilor si obiceiurilor romanesti de-a lungul generatiilor.

A fost membru permanent al renumitei institutii stiintifice Matica srpska din Novi Sad
iar, din 1953, si colaborator al Centrului International pentru Dialectologie din Louvain
(Belgia); colaborator al Institutului Lexicografic din Zagreb (Croatia); secretar al Cercului
literar ,,Lumina” si membru in redactia ,,Libertatii literare” (1946); membru, In mai multe
mandate, in redactia revistei ,,Lumina”, iar in 1950 si redactor responsabil al revistei, fondator
si ani in sir presedintele Societdtii de Limba Roména din Voivodina (1962-1980) si al
Consiliului editorial al acesteia; membru si presedinte al Consiliului editorial al CPE
,Libertatea” din Varset.

in domeniul cercetirilor stiintifice, Radu Flora a desfasurat activititi in lingvistica,
dialectologie si folcloristica. El a adus contributii valoroase la interpretarea limbii romane din
Banat si a dialectelor romanesti regionale.

Opera vasta si valoroasa

Prin opera sa scrisd, prin activitatea didacticd, prin prezenta statornica in viata
stiintificd, Radu Flora s-a impus ca personalitate exceptionald, caruia cultura nationalitatii
noastre, si nu numai, 1i raimane profund recunoscatoare.

Simeon Lazareanu a facut referiri la opera sa diversificata valoric, cu ,,mari lumini si,
probabil, cu inerte umbre”, semnaland si urmatoarele: ,In spatiul dintre adevar si bine, dintre
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«Rau si biney, unde se situeaza literatura (si arta In genere), privirea lui Radu Flora a stat atintita
cu o credintd statornica. La varsta cand altii s-au lasat toropiti de raza amurgului, acest om
dinamic, egal cu sine si cu ceilalti, visator cu oricare artist si disciplinat ca oricare om de stiinta,
gdsea acea energie necesard, dar si curajul unor noi intreprinderi si vaste proiecte.”
(LAZAREANU, in , Libertatea”, nr. 37, 9 septembrie 1989, p. 9).

Opera sa este cuprinsa in sute de lucrari bibliografice, Antologii si lucrari stiintifice in
intregul spatiu al Fostei lugoslavii insd si In Romania, iar un citat din volumul Scriitori romani
din Serbia a autorului Florian Copcea il descrie, poate cel mai bine: ,,Cu Radu Flora, cea mai
complexa personalitate a spatiului spiritual-multietnic din Serbia, literatura romana a fost
racordatd la cultura si spiritualitatea lumii.” (COPCEA, 2014, p. 65).

Debuteaza editorial, cu volumul de poeme Drum prin noapte si prin zi (1947), la
Editura U.C.R din Varset. Urmeaza: Poeme cu Lumind, Editura ,,Fratie si Unitate” (1950); A/bu
(cu Ion Baélan), la aceeasi editura (1952), apoi, Cdnd vine primavara, roman, la Editura
Libertatea (1970); Linistea zorilor, poeme, Editura ,,Libertatea”, (1976); Capcana, roman, la
Editura ,,Libertatea”, 1978; Vdrtejul, roman, la Editura ,,Libertatea”, (1980); Piruete, poeme,
la Editura ,,Libertatea”, (1981); Zidul, roman, la Editura ,,Libertatea”, (1983); Unghii de cer,
poeme, la Editura ,,Libertatea” (1984); Copilaria din amintiri, proza, la Editura ,,Libertatea”
(1985); Capcanele, poveste romanesca, Colectia revistei ,,Lumina” (1986); Maree, poeme,
(1986); Alfabet, anagrame, aforisme, alte grame si isme alfabetizate, (1987); La capatul noptii,
versuri alese, (1988) si Virtejul roman toate la Editura ,,Libertatea” , (1989). A mai publicat si
romanul Crucea, sub forma de foileton, in saptaménalul ,,Libertatea” , (1951-52). In limba
sarba i-au aparut volumele 7isina svitanja (Linistea zorilor), la E. Nolit din Belgrad si Nebeski
ugao (Unghi de cer), la Editura Dnevnik din Novi Sad, iar Csapada (Capcana) in limba
maghiard, la Editura Forum din Novi Sad. Versurile si fragmente din proza lui Radu Flora au
fost traduse 1n toate limbile popoarelor din ex-lugoslavia, dar si in mai multe limbi de uz
mondial. Radu Flora este si autorul mai multor antologii poetice si de proza literara si al altor
scrieri din domeniul limbii si al literaturii, relatiilor sarbo-romane si folclorului literar. Publica,
in 1952, Dictionarul sarb-romdn, la Editura ,Fratie si Unitate” din Varset, apoi Istoria
literaturii romdne, Vol. 1 si 1, Editura ,Libertatea” (1962 si 1963), Dijalektoloski profil
rumunskih banatskih govora sa vrsackog podrucja, in 1962, la Matica srpska din Novi Sad;
Din relatiile sarbo-romdne Relatii sarbo-romdne. Noi contributii, in 1964, respectiv in 1968,
la Editura ,,Libertatea” din Panciova; Rumunski banatski govori u svetlu lingvisticke geografije,
Belgrad (1971); Documente literare (cu V. Voiculescu), Vol. 1, in 1971, la Editura Facultatii
de Filologie din Timisoara, Literatura romdnd din Voivodina. Panorama unui sfert de veac,
(1971) si Folclor literar bandtean, in 1975, ambele la Editura ,Libertatea”; Rumunska
knjizevnost u Vojvodini, la Matica srpska din N. Sad (1976), Monografia: Satu Nou / Ban. Novo
Selo (1765-1977) si Vuk si romdnii, la Editura ,,Libertatea”, Novi Sad, (1988).

Pe langa aceste lucrari tiparite in volume, Radu Flora a contribuit semnificativ la
propasirea culturii si limbii minorititii roméne din acest spatiu, prin publicarea unui numar
impresionant de texte in mai mult de 70 de reviste de specialitate. De asemenea, doua dintre
operele sale au captat iIn mod deosebit atentia comunitatii stiintifice: Graiurile romdnesti din
Banat si Atlasul lingvistic al graiurilor romdnesti din Banatul iugoslav.

Impreuna cu prof. Tanasie Iovanov alcituieste mai multe manuale pentru scolile
generale si medii.

Calatorie spre eternitate
La stirea ca a Incetat din viatd profesorul universitar dr. Radu Flora, pe data de 5

septembrie 1989, la sediul Casei de Presa si Editurd ,,Libertatea” din Panciova a avut loc o
sedintd comemorativa. Despre opera si personalitatea lui Radu Flora, a vorbit Simeon
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Lazareanu, redactorul gef si responsabil al revistei ,,Lumina”. Fragmente din opera lui Radu
Flora au fost citite de Eugenia Ciobanu si Miodrag Milos.

Personalitatea lui Radu Flora a fost evocata si pe 6 septembrie, la Caminul Cultural din
Novi Sad. Sedinta comemorativd a fost organizatd de Societatea de Limba Romand din
Voivodina. Despre viata si opera marelui om de cultura au vorbit Lucian Marina, presedintele
Societatii, Costa Rosu, redactor-sef si responsabil al saptamanalului ,,Libertatea”, Slavco
Almaéjan, redactorul sef si responsabil al Editurii ,,Libertatea”, Lia Magdu, sefa Catedrei de
Limba si Literatura Romana a Catedrei de Filozofie din Novi Sad, Teodor Munteanu,
redactorul-sef ad interim al redactiei in Limba Roméand a Postului de Radio Novi Sad,
Gheorghe Ureche, redactorul-sef si responsabil al redactiei romane a Radio-televiziunii Novi
Sad, DuSan Popov, secretarul institutiei ,,Matic asrpska” din Novi Sad si scriitorii lon
Marcoviceanu si Felicia Marina Munteanu. Au fost prezenti peste 150 de oameni de cultura de
la noi, cat si fiul si sora defunctului.

in ziua de 6 septembrie 1989, a avut loc solemnitatea inmormantarii profesorului
universitar dr. Radu Flora, la cimitirul din Zrenjanin, incepand cu ora 13. La acest eveniment
deosebit, personalitati precum Gligor Popi, Slavco Almadjan, Ion Marcoviceanu, si un
reprezentant al Comunitéatii locale din Zrenjanin, au adus omagii si au evocat amintiri despre
marea sa contributie la cultura si educatia roméneasca in Voivodina.

Bustul lui Radu Flora, un simbol al remarcabilei sale influente, nu se regaseste doar pe
Aleea Personalitatilor [lustre din Zrenianin, ci si in incinta prestigioasei Facultiti de Filozofie
din Novi Sad. Aceasta manifestare vizuald si memorabild nu doar ca omagiazd memoria sa, dar
serveste si ca martor al impactului durabil pe care I-a avut asupra lumii academice si culturale.
Prin aceastd prezentd materializata, bustul devine un simbol concret al recunostintei adanci
pentru contributiile semnificative ale lui Radu Flora in domeniile literar, lingvistic si
educational. Acest gest simbolic nu face doar s aminteascd de mostenirea sa culturala, dar si
sa sublinieze importanta relatiilor culturale Intre comunitdtile romane si sarbe, contribuind
astfel la perpetuarea 1n timp a valorilor si realizarilor sale notabile.

Concluzii

In concluzie, opera si contributiile remarcabile ale Dr. Radu Flora reprezinti nu doar
un capitol semnificativ in patrimoniul cultural al romanilor din Voivodina, ci si o veritabila
sursa de inspiratie pentru generatiile actuale si viitoare. Prin diversitatea sa profesionala, de la
cercetator in domeniile stiintifice si culturale pana la autor prolific si promotor al limbii si
literaturii roméne, Radu Flora a actionat ca un simbol al renasterii culturale. Impactul sau
extins, reflectat in numeroase premii si recunoasteri, este atdt un tribut adus mostenirii
culturale, cét si o inspiratie pentru consolidarea identitdtii roménilor din Voivodina. Prin
implicarea sa activd in diverse institutii si proiecte, Radu Flora a transformat Voivodina
intr-un centru plin de viata al culturii roméne, unde traditia si inovatia se impletesc armonios
pentru a defini o noud paradigma culturala in aceasta regiune.
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La prima lectura, poemele din Viata fara Ilume, volumul lui loan Moldovan, nu se
incheaga intr-o imagine de ansamblu, sustinutd de o aceeasi viziune artistica. Autorul pare a
pendula intre un suprarealism destul de artificial si un ton direct al confesiunii lirice, ceea ce
da senzatia de amestec necontrolat poetic. Dupa a doua lectura, insa, impresia cititorului va fi
alta: cartea re-citita castiga destule ,,puncte”, proiectul si conceptul lui Moldovan fiind acum
mai limpezi, iar realizarea literard, la nivelul volumelor anterioare ale poetului ,,optzecist”.
Ceea ce parea a fi un recul este in fapt o pastrare a ,,formei” artistice. latd de ce este
recomandabil sa ddm mereu cartilor de poezie pe care le citim o a doua sansa, a relecturii atente:
pentru a observa daca ele ne spun mai mult(e) si a testa acea ilimitare simbolica despre care
vorbesc esteticienii.

In Viata fard lume, Moldovan construieste migilos un personaj si un discurs care se
suprapun, lasandu-se exprimate unul de altul si ilustrand o experientd de viatd aflata in amurg.
Textele, majoritatea reduse ca intindere, reiau cateva imagini si elemente ce sustin o viziune
crepusculard asupra unei existente aproape consumate. Ca si cum ar fi nevoie de o distantare
de lume, de societate, de comunitate, pentru a intelege mai bine conditia de solitudine a omului
al carui exit se apropie, personajul lui Moldovan duce aici o ,,viata fard lume”, sub o foaie de
cort, membru al unui trib tot mai Tmputinat, trimitdnd cand si cand ravase amare despre
batranete, singuratate, sfarsit. Intr-o recenzie din ,,Romania literard”, Andrea H. Hedes raporta
volumul, cu titlul lui cu tot, la mai noua literatura ,,de pandemie”, aratand ca trimiterea directa
la viata 1n izolare este ,,din fericire, prezentd in doza homeopatica in versuri”. Atat de usoara e
doza de ,,poezie in pandemie”, aici, incat eu nici nu am sesizat-o. Mai multe epistole ale
protagonistului liric incep cu ,,dragd”, cu o anumitd malitie a autorului experimentat, perfect
constient ca 1n post-postmodernism, totul a fost deja spus si scris, iar poetul avizat nu poate
decat si reia fragmente din marele discurs al poeziei dintotdeauna. In alte texte, personajul e
apropiat de profilul si gesticulatia profetilor si proorocilor din pustie, ale cdror viziuni sunt
neintelese, dar se vor implini. Conditia de vulnerabilitate si fragilitate a protagonistului
primeste, chiar in finalul cartii, in penultimul poem, intitulat botez, o sustinere metafizica,
precum la Ioan bucurandu-se de Isus inca din pantecele mamei: ,,Soare de mantuiald, nori blegi,
asternutd/ pe crestet, o lumina ca solzii la peste/ Vinul adoarme, painea se indcreste/ apa ramane
apa - e-o nuntd// la care nu mai sunt alti nuntasi/ si nici vreo gradind, ingerii se incruntd/ la
mine, la tine si la urmasi/ cand ne vad cu barba caruntd// As vrea cumva in cort s m-ascund,/
sa fiu doar o sticlire rece-n prund/ a unei faramitate cochilii// De-ar fi s ma intorc, as vrea sa-
mi fii/ launtrica spirala pe care s-o urmez/ pentru a sui intreg din ultimul botez.”. Poemul nu-si
pastreaza ritmul, doar rima, urmand conturul unor intamplari vechi si esentiale, fondatoare, si
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asternand deasupra (ca sa folosesc un verb din text) o experientd noud si personald. Nu stim
cui se adreseaza personajul si cine va fi fiind ,,launtrica spirald” pe care el voieste s-o urmeze:
poate fi Isus insusi la care ,,ingerii se incrunta” cand il vad ,,cu barba carunta”; poate fi oricine,
unul dintre fiii personajului nostru, sau fratele lui disparut, evocat in mai multe poeme, sau un
prieten... Poezia alege aceastd indeterminare tipic postmodernistd pentru a-si pastra
virtualitatile simbolice si chiar trimiterile directe, multiplicate prin ambiguitate. Poemul este
totodata ,,vechi” si ,,nou”, cu intamplari arhetipale ori, dimpotriva, petrecute acum, abstract si
concret, religios si profan. Pentru a crea acest tablou precum acelea cu straturi de culoare
adaugate in timp, Moldovan a selectat cu grija elemente ce se preteazd unor lecturi si
interpretari diferite: vinul, painea, apa, gradina, cortul, nunta, botezul insusi. lar poemul este
absolut remarcabil nu numai prin arta autorului, ci si prin gandirea poetica urmarind, cum
spuneam, indeterminarea, imprecizia, ambiguitatea. Ultimul text din carte, mai slab decat
acesta, dar mai usor descifrabil, vorbeste in clar despre un ,,prilej tarziu, mult prea tarziu, de
slava”: ,Invierea Celui care este”.

Un alt personaj in poeme, aparte de protagonistul din perspectiva céruia ele sunt
construite, este Dansa, numita la un moment dat ,,Doamna Principala” si care da fiori precum
doamna cu coasa. larasi, asa cum Isus putea fi fiul sau fratele sau prietenul, in poemul intitulat
primit Dansa e ,,batrdna mea rudd”, cu trasaturi ce, dintr-odata, se confundd. Omul nostru
asteaptd, resemnat, sd i se arate ,,inscrisul”, iar Dansa, amestecatd indistinct si terifiant cu
batrana ruda, vine grabnic, ,,tdcuta in toate”, ca ,,sa sufle-n lumina”. Din nou, citim un poem
puternic, pe jumatate realist si pe jumatate fantasmatic, intr-o atmosfera halucinatorie Impletind
trezia si visul, veghea si cosmarul oniric: ,,Dansa-i batrana mea ruda/ care-a tasnit din camera
vecind/ tacutd In toate voind doar sa patrunda si/ sd sufle-n lumina// Nu mai e nimic de facut -
astept/ sd-mi arate inscrisul/ Slujbele s-au facut, painitele s-au mancat// Radmane ca visul/ din
nourii unui cer de vard voios/ sd-mi umple paharele cu cerneald/ sd pot pan’ la ultimul os/
asterne o singurd fraza letald/ in care sd ma-nchid impacat -/ ca-ntr-o fortareata de muzici finale
-/ nemaiplans si neldudat// dar primit de Ostile Tale.”. Dansa nu se lasa si revine in poemele
din carte, facandu-le si mai sumbre. ,,Gandeste-te la mine!/ Gandeste-te la mine!” 1i sopteste
ea bietului muritor inspre finele volumului, unul in care autorul oricum o facuse, caci Viata
fara lume e nu numai o carte a singuratatii, a batranetii si a mainimicului, ci i una a sfarsitului.
Doua-trei poeme (o altd orda, marginea unei rugdciuni) amintesc de cele ale lui Blaga, dar nu
din tineretea lui liricd, ci din maturitatea creativa cu filon expresionist. lar cele in care
personajul are un profil social sunt foarte rare, tocmai pentru cd Moldovan {si sprijind volumul
pe retezarea legaturilor Intre om si lume si pe semnificatia acestei desprinderi, inteleasa ca o
avanpremierd a mortii propriu-zise. Inainte ca Dansa si apari nu numai in cosmarurile
personajului, ci si 1n viata lui, oprind-o, e nevoie de un fel de repetitie generald pentru ceea ce
vaurma. Aceasta implica recapitularea existentei, rememorarea ei, pomenirea celor deja plecati
pe ultimul drum, epistole incepéand cu ,,dragad” si solilocvii lirice, confesiuni si ,,rezumate”.
Personajul se straduieste sa-si rezume viata si sa-si faca radiografia, insa liniile autoportetizarii
sunt mai mereu distorsionate, desenul iese neclar, efectele ambiguitatii poetice fiind foarte bine
construite si exploatate de autor. In mod curent (dar aproape de fiecare dati inedit artistic si
insolit) descriptia obscurizeaza tabloul si il face ,,tulbure” la modul frisonant. Asa se intampla
si intr-unul din poemele intitulate dragd, in care epistola confesivd a personajului ne
proiecteaza intr-un expresionism deloc ,,uzat”, cu relevanta si pregnanta lirica: ,,Nu mi se mai
intampla nimic. Doar/ un prieten nemultumit de imparatia sangelui/ imi murmura conspirativ:
hai sa facem/ ceva-ceva-ceva// Dar eu privesc fard de tintd-n sus/ cum revin la nava ciorile
vitale/ si raul tot pe jos se duce catre mare/ si altele-altele-altele// Deodata sperietoarea
se-apropie si-mi cere iar un ban/ sa-si creasca pruncusorul pe care-l tine/ in brate — la fel de
mormoloc ca acum optzeci de ani/ cand 1i dadusem milos primul meu ban/ iar ea imi daduse
de-nteles/ cd foarte mult o ajut sa fie mama buna// Foarte mult”.
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Uneori, Moldovan cade in capcana facilitatii si a jocurilor de cuvinte care nu-1 ,,prind”,
precum ,,tocmai cand imi vin (din vin) in minte” sau ,,cu un astfel de bot nu se cuvine/ sa pui
botul/ la viitorul incert” sau ,iar in urma nici urma de locotenent”, dar acestea sunt pasaje
izolate. Meritand din plin o a doua lectura, Viata fara lume este un volum excelent al unui poet
departe de a fi epuizat.
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Reunirea articolelor de critica si istorie literara, publicate initial in revistele culturale,
in volume e dezirabila cu doud conditii. Mai intai, textele respective trebuie sa nu fi fost unele
circumstantiale, ocazionale sau, prin genul lor, contextualizate, asa cum se intampla de pilda
cu articolele de ziar. O diferentd intre articolul de ziar si cel publicistic (unii continud sa le
confunde) este ca primul ne spune mai mult despre evenimentul zilei care tocmai a trecut, fiind
inlocuit de cel al zilei urmatoare, in timp ce tableta publicistica este importanta mai ales prin
unghiul personal si stilistica autorului ei. Iatd de ce textele publicistice se preteaza de obicei
reunirii lor in volume, pe cand cele jurnalistice, mult mai rar. O a doua conditie este ca autorul
articolelor critice sa fi avut un plan si un proiect de ansamblu, pe care textele publicate la date
diferite s le ilustreze. Astfel, articolul lui iese din sfera efemeridelor revuistice si intra In logica
de constructie a unei carti In al carei sumar se include.

Hexagonale, cartea lui Vasile Spiridon anuntata ca un prim volum, cuprinde, dupa cum
aratd autorul intr-o notd introductiva, texte aparute in mai multe reviste, majoritatea in
,2Romania literard” (titlul cartii preia de altfel titlul rubricii de aici), restul in ,,Ateneu”,
,Convorbiri literare”, ,,Vatra”, ,,Hyperion”, ,,Antiteze” (prima serie), ,,Dacia literara”, ,,Studii
si cercetdri stiintifice. Seria: Filologie”. Cu o buna postfatd de Adrian G. Romila si o ,,pre-
cuvantare” de Constantin Dram ce ar fi putut lipsi, volumul e structurat n patru sectiuni, fiecare
dintre ele utilizand 1n titlu cuvantul Hexagon. Prima, Francezi din Hexagon, este cea mai putin
convingatoare, nu fiindca n-ar fi bine scrisa, ci pentru cd materialul ei nu poate fi unificat sub
formula din titlul capitolului. Oricat de francezi din Hexagon ar fi trubadurii si Roland Barthes
sau Cyrano de Bergerac si Apollinaire, articolele despre ei, interesante, nu fac corp comun.
Sectiunea pare a utiliza un criteriu exterior pentru a servi intentiei editoriale. Bun este portretul
facut lui Apollinaire, cel ,,mal-aimé”, cum isi spunea, dus cu o anumita intarziere la groapa,
»din cauza aglomeratiei iscate dupd declararea Armistitiului din 11 noiembrie [1918]”.
»Neiubitul” murise pe 9 si cand, in sfarsit, pe 13 convoiul mortuar s-a pornit spre cimitirul
Pére-Lachaise, el s-a intersectat cu oameni strigand frenetic A bas Guillame!, totusi nu la adresa
defunctului, ci a imparatului Wilhelm al II-lea al Germaniei, proaspat abdicat. Grotescul
situatiei nu avea cum sa nu fie speculat literar. Intr-o parantezi, mereu atentul la noutati Vasile
Spiridon consemneaza: ,,Recent, chiar a aparut in Franta tragicomedia de un suprarealism
reformat A bas Guillaume, scrisi pentru a comemora centenarul celui mai mare poet francez al
primelor doud decenii ale secolului al XX-lea si al unuia dintre cei mai interesanti autori
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canonici ai literaturii din Hexagon. Personajele — patru femei si patru barbati — refac in chip
fidel parcursul biografic al celui care se simtea «neiubit».” (p. 34).

Urmeaza cele mai bune sectiuni din carte, prima cuprinzand treizeci de pagini dedicate
anului 1968, a doua purtandu-ne prin mai multe expozitii vizitate de autor. Calitatile criticii lui
Spiridon sunt pe deplin manifestate aici; si ele tin atat de orizontul cultural larg al autorului,
cat si de atentia la detalii care sunt (sau pe care el ni le face) semnficative. Criticul si istoricul
literar se prezintd ca un cititor mereu curios intelectual si tradind cu un grad de intensitate
experienta culturald. Asociem de reguld critica de identificare cu un anumit scriitor pentru a
carui opera criticul are o vibratie speciald. La Spiridon, identificarea e, asa zicand,
multi-directionatd, criticul ,locuindu-si” spatiile livresti In mod alternativ sau uneori
concomitent. Formula cartii de fatd serveste bine aceasta disponibilitate criticd, autorul punand
mai intai in relatie evenimente istorice petrecute in anul-reper 1968 (in sectiunea a doua), iar
in urmatoarea, faicandu-ne literalmente invidiosi pentru a nu fi vazut si noi expozitiile pe care
le descrie minutios. in primul caz, elementele asupra cirora se apleaca textul, pentru a le pune
in relatie, sunt pe ,,orizontala” unei perioade istorice, anul 1968 fiind unul de final de ciclu
cultural-istoric In Franta. Anul Primaverii de la Praga, cu un sfarsit tragic pentru dorinta
colectiva de reformare a socialismului in Cehoslovacia (asa cum se Intamplase si cu revolutia
maghiard din 1956), este acelasi cu anul ,psihodramei” din Franta lui de Gaulle, cum a
numit-o Raymond Aron, intr-o carte aparuta chiar atunci, La révolution introuvable. Réflexions
sur les événements de mai (la Fayard) si reeditatd in 2018 (la Calmann-Lévy). Aron a trait
evenimentele lui mai 1968 cu ,,indignare”; a si explicat resorturile acesteia, desi in mai multe
puncte era de acord cu studentii insurgenti. Reprosurile care i s-au facut prin prisma unei
pretinse idolatrii fata de de Gaulle sunt infirmate de critici formulate net si aprofundate in carte.
Are dreptate Spiridon sd numeascd asemenea critici drept un veritabil ,,rechizitoriu” adus
gaullismului: ,,Majoritatea celor care sunt legati de Stat in Franta — scrie Aron —, parlamentari
sau functionari, dau impresia ca poseda In ei ceva din maretia lui Ludovic al XIV-lea. Atunci
cand suveranul insusi adopta un stil de Rege Soare, si micii regi se oranduiesc unii sub altii
pana la nivelul cel mai de jos al ierarhiei.” Si mai clar: ,,Regimul nu a creat aceasta centralizare
administrativd cu totul aberantd, ci a agravat-o. Mai mult, a suprimat toate supapele de
siguranta, a redus sau a suprimat dialogul cu Parlamentul, cu partidele si cu sindicatele. Franta
suferd de slabiciunile tuturor corpurilor intermediare, slabiciune pe care mediul gaullist de
exercitiu al autoritatii o accentueaza inevitabil.”.

Criticul roman rezuma totodata critica facutd de Aron miscarii studentesti, adaugand,
cu perspectiva celor 50 de ani trecuti de la evenimente, ca era vorba si de o modificare de
paradigma (,.trecerea de la epistema de tip modern la aceea de tip postmodern”). [ata-1 pe Aron,
cu care Spiridon empatizeazd in mod vadit, intr-o viziune mai degraba conservatoare asupra
societatii si mentalitatii, facand critica lui mai 1968, in rezumatul autorului nostru: ,,studentii
trebuie sd intre in universitate pentru a Invéta, nu pentru a rasturna societatea. Un profesor cu
asemenea vederi, care a putut fi catalogat drept reactionar si chiar fascist, nu avea nimic
impotriva ideii de a rasturna societatea, dar, daca ei doreau neaparat, nu intelegea ce cauta la
universitate, unde nu trebuie sd se abuzeze de politica. Cel care daduse Dix-huit lecons sur la
societé industrielle (1963) amintea tuturor ca societatea modernd poseda, pe langa un proiect
democratic egalitar, si unul de productivitate. Or, productivitatea implicd organizare,
discipling, ierarhie si competitie, care vin in contradictie cu aspiratia egalitarista. Desigur cd nu
toti tinerii angajati In competitia vietii vor reusi sa se realizeze si, refuzdnd examenele, ei
resping de fapt competitia, care este legatd de democratia insasi.” (p. 83-84). Indiferent daca
suntem pe pozitia critica a lui Raymond Aron sau nu, se observa actualitatea, si inca frapanta,
a acestor evaluari si dupa jumatate de secol de la formularea lor. Critica lui Aron facuta
momentului mai 1968 poate fi translatd, fara probleme, in spatiul de dezbatere al universitatilor
nord-americane de astdzi, in tensiunea aceleiasi optiuni intre meritocratie si egalitarism. In
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acest fel, analiza evenimentelor din 1968 pe ,,orizontald” temporala este plasata pe ,,verticala”
raportarii la intamplari si evenimente din anii recenti. Criticul roman face ,,naveta” intre trecut
si prezent, marcand actualitatea unor teme si, in acelasi timp, aceasta particularitate a unor
episoade recente: ele par déja-vu ori, pentru cei care nu participa direct la ele, déja-lu.

Spiridon scrie remarcabil si articolele mai scurte i mai ,,focalizate” din sectiunea Spatii
expozitionale hexagonale, facandu-ma, cum spuneam, invidios pentru a nu fi vazut, la fata
locului, L Arhipel du Goulag d’Alexandre Soljénitsyne — un séisme littéraire (in mai-decembrie
2017) sau Hugo a la une (septembrie 2018-ianuarie 2019). Informat si informandu-se
suplimentar, cu bucuria de a vizita asemenea expozitii si a impartasi altora felul sau propriu de
a le vedea si a le Intelege, autorul ramane acelasi veritabil mediator cultural. Iar in sectiunea
finala, Romdni in Hexagon, vor fi recititi autori din mai multe generatii, de la Tristan Tzara la
Livius Ciocérlie, dupa ultimul text inclus in volum, scris la Bordeaux demult, in decembrie
1997, criticul tragand cortina.
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« Le pouvoir, [’argent et la haine
sont les fondements du triumvirat qui gouverne la France.
Une curieuse architecture. » (p. 104)

Le vendéen passionné par le XVle et le XVII e si¢cle Giles de Becdeli¢vre vient devant
nos yeux avec un ouvrage qui met en avant une nouvelle vision sur les rapports entre Louis
X1V, le cardinal Mazarin et Nicolas Fouquet, surintendant des finances. La couverture contient
quatre portraits : en haut de la page, a gauche, celui de Jean-Baptiste Colbert (réalisé¢ par Jean-
Baptiste de Champaigne), en continuant par le portrait du cardinal Mazarin (de Pierre Mignard)
et par le portrait de Nicolas Fouquet (Charles Le Brun). En bas de la couverture on découvre
le portrait de Louis X1V, rois de France et de Navarre, portrait en buste et en cuirasse (réalisé
par le méme Charles le Brun). L’ouvrage est divisé en deux actes, ayant les titres suivants: Acte
1 —Mazarin, Fouquet, Colbert et Acte II- Louzs X1V, Fouquet, Colbert.

how |
|.._—. | allm
Loals IV h,_q.,.. Uasllwen

Giles de Becdelievre insére les trois symboles représentatifs des personnages-clés de
cet acte : les armoiries de Mazarin, I’écureuil, représentant Fouquet', et le serpent, symbole de
Colbert, « du latin coluber, car la couleuvre, porte bien son nom » (p. 48) Dans le deuxiéme

! Le nom fouguet correspond, en francais, a I’ancienne appellation de I’écureuil. Dans Larousse, nous trouvons
I’explication suivante: «ancien nom de I’écureuil, d’ou la présence de cet animal sur le blason du surintendant
Fouquet avec la devise: Quo non ascendet? (Jusqu’ou ne montera-t-il pas?», Définitions : fouquet - Dictionnaire
de francais Larousse, consulté en ligne le 30 janvier 2024.
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acte, le symbole de Mazarin sera remplacé par celui du Roi Soleil, et la célebre Fleur de Lys.
Le talent du narrateur® est visible dans I’art du portrait, a coté de la finesse des descriptions.
Prenant le portrait de Fouquet, par exemple : « Le surintendant est tout le contraire d’un Colbert
prévisible, tatillon, incapable de peur et de pitié, sourd a la menace et qui exécute toutes choses
despotiquement. » (p. 132).

L’ouvrage est parsemé avec beaucoup de phrases en italiques, extraites de textes et de
témoignages de 1’époque, mais retranscrites dans le frangais d’aujourd’hui, afin de faciliter la
lecture. Du point de vue historique, Giles de Becdelievre parle dans son livre de la période
située apres la Fronde et I’avénement de Louis XIV : 1659-1661, sous une crise financiére
extrémement grave, d’autant plus que la guerre avec I’Espagne asseche les finances. La France
est dirigée par Anne d’Autriche, la régente, mere de Louis XIV. En 1659, Louis XIV n’a que
vingt ans. Mazarin était celui qui a faconné 1’éducation politique du garcon, en lui imposant
une régle : le pragmatisme. « Pour les sujets du royaume, Louis XIV est le représentant de Dieu
sur terre. Tel le Seigneur qui guérissait les malades. » (p. 71) .

Prenons dés le début les trois figures dominantes du premier acte : Fouquet, Mazarin,
Colbert. L’auteur y suscite des épisodes historiques peu méconnus par le public d’aujourd’hui.
Par exemple, malgré les problémes économiques que traverse le pays, Fouquet décide de se
faire construire une batisse d’agrément, avec 900 ouvriers (chiffre sous-estimée, rapportée a la
reine, Anne d’Autriche) : il s’agit du chateau de Vaux-le-Vicomte. Celui-ci outrepasse la
démesure : des sculptures expédiées de Rome par son frére, 1’abée Basile Fouquet, des
porcelaines de Japon, grace aux bons offices des Jésuites, des meubles gainés de velours de
Géne, des lits de brocart passementé d’or, des cuirs de Cordoue, de tapis de Perse, de
chandeliers de cristal, etc. Pour minimaliser I’ampleur des travaux, étant donné 1’état des
finances du royaume, Fouquet avait fait congédier les journaliers et les magons du grand canal:
« Il faudra oter le trop-plein de journaliers qui pourrait faire croire a un chantier
pharaonique » (p. 21), disait-il lorsque le roi se rendrait a Fontainebleu par la route qui passait
tout prés de Vaux.

Etant donnée la situation, ses rapports avec Mazarin se sont dégradés, bien que Fouquet
ait rendu au cardinal beaucoup de services pendant la Fronde, lorsque Mazarin était obligé de
s’exiler, ou bien au moment ou Fouquet a sauvé sa bibliothéque, ou il a penché le Parlement
en sa faveur’: « Ses relations avec Mazarin ne sont qu’une suite de vexations, de brouilles et
de fausses réconciliations, sans admiration ni estime. » (p. 23) En plus, Fouquet se fait verser
le produit des impo6ts dans sa caisse personnelle. Afin de renforcer ses affirmations, Gilles de
Becdeli¢vre insére dans son texte de courts fragments littéraires, comme celui de Mlle de
Scudéry (1607-1701), femme de lettres, contemporaine de Fouquet, et qui parle elle-aussi de
la construction de Vaux-le-Vicomte.

Gilles de Becdeliévre apporte devant nos yeux la figure tout a fait emblématique de
Nicolas Fouquet, un homme entreprenant et ambitieux, surprenant par ses ressources
managériales insoupgonnées, en faisant appel a toutes stratégies, qu’elles soient bonnes ou
mauvaises. Par exemple, un fait qui n’est pas connu par les historiens c¢’est que Fouquet était a
la téte d’un réseau d’espions hors du commun, « une toile d’araignée qui de prés ou de loin
tient les gens touchant au pouvoir. » (p.88). Jérome de Nouveau, maitre général des poste et
relais, décolle les cachets des lettres, les lit, puis les remet en place sans anicroche, tout en
informant Fouquet de leur contenu. Colbert aussi était associé a Hervar, le banquier préféré de
Mazarin et ’agent de son premier secret domestique, un protestant complice d’un grand
nombre d’affaires scandaleuses. Mazarin lui a accordé le droit de désigner la caisse sur laquelle

2 Le breton, Gilles de Becdeliévre est I’auteur des romans historiques : La Croix au caeur, Dernier Cocher du roi,
et Les Loups de I’Empereur. De méme, il s’est penché sur la personnalité du créateur de la fable classique, en
écrivant La Fontaine, ultime confession.

3 L’auteur a ici une remarque ironique a ’adresse du cardinal : « Mazarin a la mémoire courte. » (p. 24)

257



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

se faisait le paiement d’une assignation. Alors, Fouquet considére cela une entrave a ses
prérogatives.

En janvier 1659, le cardinal Mazarin est fait duc et pair du royaume. Mazarin est vu
différemment, sous divers angles. Honni par le uns, une énigme pour les autres. Fouquet le
décrit comme celui qui : « ne dit jamais ce qu’il pense et ne pense pas ce qu’il dit » (p.31),
raison pour laquelle la plupart le pergcoivent comme un habile manipulateur. Il s’impose : « a
force d’adresses, de souplesses, de flatteries démesurées, d’attentions continuelles et de
bassesses » (p.33). Ayant une persévérance inébranlable, Mazarin est aussi le despote de son
corps, endurant des fatigues exténuantes, afin d’aller et de voir partout ce qui se passe. Il
argumente son comportement par la formule : « J'ai la maladie de I’Etat* » (p. 34). Et cela
c’est vrai, car, n’oublions pas que, sur son lit de mort, Richelieu I’a recommandé a Louis XIII.

Gilles de Becdeliévre nous présente aussi des aspects qui ont été, soit éludés par les
historiens, soit méconnus : par exemple, Mazarin avait acces, grace au travail d’introspection
de Fouquet, aux fiches secrétes qui contenaient des informations confidentielles sur chaque
membre du Parlement, sur leurs vices, plus précisément. Mazarin apprend que « celui-la se
donne tout entier aux dames, que celui-ci est un bonhomme innocent, sans intérét, manipulé
par sa seeur ou que cet autre est un esprit frelaté, ridicule, débauché, sujet a une femme qui lui
cotite beaucoup, etc. » (p. 38) Mais, cela a aussi son revers, car le diplomate du service de la
Couronne, Hugues de Lionne, a adressé au surintendant des rapports confidentiels sur le
cardinal.

Le troisiéme personnage principal du Premier Acte ¢’est Jean-Baptiste Colbert, aussi
sombre que I’ambition qui le ronge, surnommé par Mme de Sévigné « le Nord », « I’homme
de taille médiocre, aux cheveux couleur corbeau, colérique, asocial et rouge, il golte peu les
dames, ne commerce jamais avec elles. Un repoussoir. Sous des sourcils broussailleux, ses
yeux sont enfoncés et pleins de sévérité. Son air renfrogné, que corroborent une mine basse et
un teint bileux, n’arrange rien au portrait de ce personnage tout noir vétu. » (p. 41).

Colbert est aux services de Mazarin, secrétaire en charge des ses affaires domestiques,
son role étant celui de gérer les finances personnelles du cardinal, d’autant qu’au sortir de la
Fronde, celles-ci étaient une calamité. Colbert aime 1’ordre, et il a le gotit de 1’économie et du
labeur bien fait, mais, il déteste Mazarin, n’ayant point d’estime pour lui. Alors, en creusant
les chemins parall¢les de 1’histoire, Gilles de Becdeliévre a découvert que ces trois figures qui
entourent Louis XIV étaient liées par un sentiment commun : la haine, ce qui justifie le titre de
I’ouvrage. Cette affirmation est soutenue par 1’auteur lui-méme, lors d’une conférence tenue a
la Médiathéque George Sand d’Enghien —les-Bains, ou Giles de Becdeliévre parle d’un lieu
commun : « le tous pourris »°. Cela justifie aussi la situation financiére de 1’état, qui est
catastrophique : « Votre Eminence, les recettes de I’Etat sont d’ores et déja consommées pour
les dix-huit a vingt-quatre mois a venir. » (p. 63). « Nous allons devoir recourir a
I’emprunt » (p. 63) dira Mazarin a Louis XIV.

Le titre du neuviéme chapitre Colbert a la manceuvre contre Fouquet annonce la cabale
contre Fouquet. Dans ce but, on assiste a la formation d’une Chambre de justice, afin
d’astreindre le surintendant a rendre des comptes sur son administration. Le président sera M.de
Nesmond, tandis que M. Talon sera le procureur général. Cela détermine Fouquet a avouer :
« Je fais I’objet d’un complot qui conduit assurément a ma perte. Je suis victime des calomnies
sans fondement. Hervart et Talon en sont les instigateurs, Colbert leur inspirateur. » (p. 98).
Fouquet affirme que Colbert voudrait sa fonction de surintendant, et prendre sa place pour
gouverner les finances. « Au bal des hypocrites, Mazarin est un splendide danseur. » (p. 98).
La convoitise de Colbert était inavouée, mais devinée : devenir un jour surintendant.

4 L affirmation était en italiques dans le texte original, raison pour laquelle on a gardé la graphie telle quelle.
5> Conférence "Le jeu de la Haine, Colbert, Mazarin, Fouquet"" de Gilles de Becdeliévre (youtube.com), minute
7:30, consulté en ligne le 24 janvier 2024.
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Mazarin prend une décision inattendue : il interdit au surintendant de parapher les
nouveaux traités avec les fermes, sans avoir eu son consentement. Aux demandes de Fouquet,
il supplie son Eminence de revenir sur sa décision : « Contre toute attente, renversement de
situation ! A la suite de I’entrevue, Gourville (I’homme de confiance du surintendant) dit avoir
convaincu Mazarin de laisser le surintendant agir a sa guise. » (p.113) Le célebre épistolier
Guy Patin reprend un bavardage de Paris de cette époque-la : Fouquet aurait donné a Mazarin
50 000 écus, afin de revenir bien établi. Mais Becdeliévre conclut que ce n’est « qu'une
vulgaire histoire de pot-de-vin » (p. 113).

La carte maitresse détenue par Fouquetest représentée par les manipulations
financicres, auxquelles on ajoute une toile tissée depuis le temps de la Fronde, devenue
maintenant tentaculaire®. Il offre de brillantes réceptions a Saint-Mandé : ballets et opéras,
danses et violons, allant jusqu’a s’inventer des origines nobles, raison pour laquelle le
généalogiste du roi, Pierre d’Hozier, I’admoneste. 11 a de nouveaux projets: créer des
compagnies de commerce aux Antilles.

Fouquet était mari¢ avec Marie-Madeleine de Castille, en ayant de nombreuses
maitresses aussi, comme le remarque 1’abbé de Choisy : « Il est tout insatiable sur le chapitre
des dames. Il attaque hardiment tout ce qui parait aimable. » (p.134) Mais, Mme de Sévigné le
repousse, de méme Frangoise d’Aubigné, la future Mme de Maintenon. Ses maitresses feront
aussi 1’office d’espionnes, la plus indispensable étant est la marquise du Plessis-Belliére. Sa
famille a aussi des postes avantageux (au Parlement ou dans les ordres religieux) : Francgois est
archevéque de Narbonne, Louis évéque d’Agde et aumoénier du roi.

En 1660, la sant¢ de Mazarin est de plus en plus précaire. En juillet, il quittera les
Pyrénées pour Paris. Dans cette situation, Fouquet s’empresse aupres de Louis XIV, afin
d’étouffer les manceuvres orchestrées par Colbert. Lorsque Mazarin se dépérit, Fouquet donne
un bal masqué dans son hotel parisien d’Emery : « Mazarin agonise, Fouquet festoie et Colbert
louvoie. » (p. 151). Vers la fin de sa vie, Mazarin, au-dé 1a de ses actes de contrition, a un grand
souci : que faire de I’énorme fortune qu’il a amassée en si peu d’années ? « Il ne s’agit pas tant
de savoir a qui il va la céder, mais plutdt comment la justifier. » (p. 159).

Avant la mort de Mazarin, Colbert fait ’inventaire des meubles et des objets, dont la
valeur est ahurissante. On découvre aussi que le cardinal s’est approprié des biens de la
Couronne: le portrait de Frangois I¥, réalisé par Titien, et I’horloge en dome au boitier d’or,
avec 1580 diamants, appartenant a Marie de Médicis, la mére de Louis XIII. Mazarin ceéde
toute sa fortune a son filleul, mais le roi refuse devenir le 1égataire universel du cardinal. « Le
refus de ce testament est sans doute le premier acte politique de Louis XIV dénotant son sens
de I’Etat. » (p. 175).

« Il I’autorise a décider comme bon lui semble. Mazarin est soulagé, Colbert exulte. »
(p. 171) « Quant on connait la provenance des avoirs de Mazarin, I’hypocrisie de Colbert est
aussi épaisse que le poids de cet héritage. » (p. 172). Colbert sera le seul maitre du réglement
de cette immense succession, fait regrettable pour Fouquet. Mazarin prépare aussi le roi pour
ce qui suit apres sa mort, mais tout en étant contradictoire dans ses affirmations, car, devant
Louis XIV, il fait I’éloge de Lionne (instruit des affaires étrangéres), de Fouquet (grand
connaisseur de la justice et des finances), et de Le Tellier (qui sait tout de la guerre), mais,
devant Colbert et les prélats Bissaro et Ondedei, il parle de la mauvaise conduite du
surintendant, et il recommande « de grandes précautions contre lui, de le veiller de prés. » (p.
179). Toujours un jeu de la haine ?

¢ Son frére Basil, I’abbé Fouquet, a été I’instigateur de la Fronde, mais il était en méme temps 1’un des principaux
agents secrets de Mazarin. « Doté d’une intelligence vive matinée de culot et d’insolence, il prend plaisir a se
frotter au grand monde. [...] Son esprit rancunier complique ses relations avec le surintendant, elles sont souvent
orageuses. » (p. 133)
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Le 9 mars 1661, entre 2 et 3 heures du matin, Mazarin décéde. Un nouveau venu, Louis
XIV, s’invite a la table du jeu. « Louis est au-dessus du commun des mortels. Les dés sont
pipés. » (p.181) Louis a 22 ans, Colbert 41 ans et Fouquet 46 ans. Jusqu’a ce moment-1a, Louis
XIV était absent de la sceéne politique, son attention étant retenue, comme le remarque
ironiquement 1’auteur par « mascarades, ballets et feux d’artifices » (p. 125). Il souffrait d’une
maladie vénérienne, étant éperdument amoureux de Marie Mancini, « cette belle ensorceleuse
au point d’en étre ridicule » (p. 126) Mais, dés que Mazarin est mort, il gouvernera tout seul,
et cela est marqué dans le livre par le début du deuxieéme acte : Louis X1V, Fouquet, Colbert
(p. 185-267).

Pergu par le peuple comme un prince « amateur de chasses, de danses et plein de feu
aupres de ses sujets. » (p. 187), Louis XIV avouera : « La face du thédtre change ! C’est avouer
que gouverner tient du théatral. » (p.190) A partir de ce moment-1a, toutes les réunions de
travail se feront en sa présence, tandis que la reine mére sera évincée par son fils. De méme,
Louis XIV déclare n’avoir besoin de Premier ministre. Un grand choc, car « aprés quarante
années de ministériats exercés par Richelieu puis Mazarin, I’idée parait inconcevable. » (p.
198).

Fouquet le trompe, et le roi en a la certitude, car celui-ci continue ses mauvaises affaires
avec son entourage de maltdtiers corrompus, a coté de ses enrichissements illicites. A cela
s’ajoute le désir du roi de préserver la mémoire du cardinal dans les yeux d’une opinion
publique alertée par les rumeurs de sa fortune. S’il dénonce Fouquet a la vindicte populaire, il
finira avec les scandaleuses pratiques d’avant, et pour Louis XIV et Colbert (déja nommé
intendant des finances), le surintendant sera le bouc émissaire sacrifié sur I’autel de la vertu.
« Str de lui, le surintendant continue de présenter des états falsifiés. » (p. 209).

L’échiquier de la stratégie politique prend contour le 4 mai 1662, lorsque le roi prend
la résolution de renvoyer Fouquet, la décision restant encore secréte. Colbert veut convaincre
le roi de mettre a terre Fouquet. « Fouquet est une survivance de la France frondeuse qu’il faut
¢radiquer » (p. 219). Mais, quelle idée trouver dans ce but ? La solution est ancrée dans les
travaux de fortification entrepris a Belle-Ile, « voila le talon d’Achille du surintendant ! » (p.
217) Colbert introduit la raison du chiffon rouge de la Fronde. Il enverra Colbert du Terron,
« parent de la couleuvre » (p. 218) a Belle-Ile, dans le but de se renseigner et de dresser des
rapports sur 1’évolution du chantier en cours.

« Il y a 400 pieces canon dans la place, quantité de bombes et d’artifices dans les
magasins, 5 mortiers de fonte, des armes et des munitions pour employer 6 000 hommes. » «Le
manege, savamment orchestré, se déroule en cinqg actes. C’est du théatre. Non pas une comédie,
mais plutot une tragédie ; dans le role du héros « malchanceux », Fouquet. La victime ne sait
rien de la manipulation opérée par le tandem que forment un roi et un homme en noir. » (p.
227).

D’autant plus, la nouvelle favorite de Louis XIV est Louise de La Valliére, une
demoiselle d’honneur d’Henriette (celle-ci était maintenant a Dampierre, sous 1’étroite
surveillance de la duchesse de Chevreuse). Fouquet veut la faire son espionne, en appliquant
une méthode éprouvée : 1’argent -250 000 livres, mais elle raconte tout a son amant. « Le
surintendant commet la pire des impudences. » (p. 232).

Le 17 aolit 1661, Fouquet organise un régal a Vaux-le-Vicomte, malgré le fait que le
pays reste lourdement affecté aprés 25 années de guerre avec I’Espagne. « Cette considération
n’entre aucunement dans le champ de vision du surintendant. Il va faire étalage de sa richesse
et de sa puissance. » (p. 236) Méme Moliére « réussit le tour de force de monter en deux
semaines Les Fdcheux, une comédie-ballet destinée a divertir le roi. » (p. 236).

Le 25 aoft, lors de la réunion du Conseil, Louis XIV suggére a ses ministres de
supprimer les ordonnances du comptant, a cause des débours secrets dont les montants sont
loin d’étre négligeables. Le roi va a Nantes, dans 1’ancestrale demeure fortifiée des ducs de
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Bretagne. Fouquet avoue a Brienne (le jeune secrétaire) que c’est Colbert qui sera perdu et que
demain « ce sera le plus beau jour de ma vie » (p.257) Le 4 septembre 1661, Louis XIV ordonne
au mousquetaire d’Artagnan de « procéder a 1’arrestation de monsieur le surintendant. » (p.
259) — « La date est fixée. Demain, 5 septembre. » (p. 260). Ce n’est pas un jour choisi au
hasard : c’est I’anniversaire de Louis XIV. Il a 23 ans. Fouquet en a 46. Le double. Fouquet
est foudroyé. Il sera emprisonné au chateau d’Angers, tandis que son épouse sera exilée a
Limoges.

Louis et Colbert s’occupent dorénavant des affaires du royaume. Colbert sera le
principal ministre durant les 22 ans restant de sa vie. Le régne de Louis XIV durera 54 ans
« I'un des plus longs et I’un des plus prestigieux de la monarchie francaise » (p. 271).

Pour Fouquet suivent 3 années de procés et 19 ans d’incarcérations dans des conditions
inhumaines, ce que détermine 1’auteur a affirmer que « La vie de Fouquet est 1’histoire d’une
vanité suivie d’un naufrage. » (p. 272).

Ce livre nous explique, donc, comment cet homme intelligent, audacieux et fidéle a la
royauté, avec une rapide ascension sociale, ayant au début la protection de Mazarin, mais aussi
celle d’Anne d’Autriche est tombé aprés la fameuse féte de Vaux-le-Vicomte (du 17 aott
1661), sans en avoir aucune liaison, car tout était préparé d’avant (le 4 mai 1661). Il ne s’agit
donc, pas du tout, d’'un élément déclencheur. L’affaire Fouquet nous révele en méme temps le
systéme politique et financier de 1’époque. Celui qui s’en sort, avec une réputation intacte, ¢’est
le roi Louis XIV, raison pour laquelle 1661 sera pergue par les historiens comme ’année de
I’euphorie monarchique.
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oo PENTRU
Cam

Subiectul cartii (publicate initial in 1959, care ia un an mai tarziu premiul Hugo pentru
cea mai buna povestire scurtd) are ca punct de pornire explorarea Mitului pesterii, cu lumina
ca metafora a cunoasterii. Chiar daca se accentueaza parcursul omului de la intuneric spre
lumind, este evidentiata si posibilitatea rimanerii sau revenirii la Intuneric, moment in care se
ridica firestile intrebari: Se poate omul readapta necunoasterii? Existd posibilitatea acceptarii
intunericului, dupa obisnuirea ochiului cu lumina? Intre aceste coordonate se inscrie destinul
lui Charlie Gordon.

Rapoartele de progres, inscrisurile menite sa asigure calea de la intuneric la lumina,
debuteaza la 1 martie, cu personajul central Charlie, un individ de 32 de ani de la ,,colegiul
beekmin pentru adult intarziat™ si caruia doctor Strauss ii promite ca ,,poate face pemine
destept”. Cu toate ca i se aduc in vedere posibilele consecinte ale interventiei-minune, tAnarului
isi asuma bucuros orice risc, ca sd stie si el multe, cate stiu altii de varsta lui si sa nu uite imediat
informatia noua care i se prezintd, dar si ca s se poata descurca cu usurinta in orice context,
fara sa fie o povara: ,,Gimpy tipa la mine tot timpul cand fac ceva gresit”. Subiectul recomandat
pentru experiment nu reuseste sa faca diferenta intre fictiune si realitate, concretul fiind unica
sa forma de existentd. Solicitandu-i-se sd isi imagineze ce fac sau spun oamenii dintr-o
fotografie, nu se dovedeste capabil de exercitii creative. Imaginarul nu e real, iar tot ce nu e
real e minciund - minciuna e asociata cu sanctiunea fizica, deci imaginarul e respins cu toata
puterea. Conexiunile elementelor din viata de zi cu zi se realizeaza greoi, intrucat cunoasterea
e deficitara; spre exemplu, sobrul Laborator de Psihologie i sund a spatiu unde se face guma
de mestecat.

Charlie Gordon isi doreste cu ardoare sa fie printre cei inteligenti, chiar daca in mediul
din care face parte se pune mai mult accentul pe supravietuire si nu pe evolutia intelectuala.
Testarile multiple care preced interventia nu au intotdeauna rezultate multumitoare, iar grija
cea mare a personajului este ca deficitul sau intelectual il va condamna la stigmatizarea eterna.
Temerile i se amplifica In momentul in care constata cd un soricel de laborator, Algernon, se
dovedeste, in repetate randuri, mai inteligent decat el, reusind sd finalizeze cu succes
provocarea labirintului, cea careia Charlie nu 1i gaseste rezolvarea. Cu smerenia si simplitatea
unui suflet nevinovat, recunoaste meritele rivalului sau: ,,nu stiam ca soarecis asa destept'.
Tocmai ravna si motivatia sunt cele care fac din tandrul cu ,,aichiu de 68” candidatul ideal la
interventia chirurgicald. Motivatie extrinseca (bucata de cascaval) manifesta si Algernon, insa
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dorinta intensa de a se autodepasi, de a evolua, de a se cizela — elemente ale intrinsecului — sunt
inregistrate cu precadere la subiectul uman Charlie Gordon. Pacientul crede in stiinta si se lasa
pe mana doctorilor cu toatd convingerea in competentele lor, dar si cu speranta ca intr-o zi, prin
reusita operatiei, va intelege si el. Nu respinge tot ce ii strdin si nici nu Incearca sa vinad cu
explicatii conforme cu puterea lui de a se raporta la lume, asa cum, din pacate, observam ca se
intampla in zilele noastre, ci isi recunoaste statutul inferior si isi asuma orice risc. Nerabdator
sa recupereze timpul pierdut prin cantonarea sa intr-o lume a nestiintei, Charlie nu ia pas cu
pas stagiile de antrenamente si se asteaptd ca operatia sa producd o minune pe moment, dar
progresele se produc treptat. Algernon, trecut si el prin operatii menite sa ii creasca nivelul de
inteligenta, continua sa il invinga la o serie de probe. Asocierile si conexiunile incd nu par
acesibile, insa fara sa-si dea seama, scrisul i se imbunatateste considerabil.

Inteligenta lui scazuta reprezintd in unele situatii un avantaj, transformandu-se adesea
intr-un scut impotriva rautitilor din jur. Intr-o lume meschini, in care oamenii sunt in
permanenta competitie, denigrarile colegilor de munca de la brutarie nu 1l ating, pentru ca nu
le intelege. Charlie nu se supara, intrucat nu intelege conceptul de rautate. Mintea gi inima lui
sunt facute pentru bunitate si iertare, pentru compasiune si empatie. Are incredere 1n cei pe
care 1i considera prieteni, chiar dacd acestia nu fac decat sa-1 umileasca si sa-I batjocoreasca cu
orice ocazie.

La scurt timp dupa interventia chirurgicald miracolul se produce si reuseste sa-1 invinga
pe Algernon, in repetate randuri. Statutul superior nu i da insa si un plus de aroganta, ci, din
contrd, fi sporeste abilititile empatice. Infringerea soricelului ii provoaca tristete, mild si
remuscare, dorind sa se revanseze ingrijindu-1 si hranindu-1 consistent, ca 0o moneda de schimb.
Prima carte pe care o citeste si care i se pare realmente grea este Robinson Crusoe. Dificultatea
nu constd in elementele descrise, pe care, de altfel, le intelege si chiar reuseste sa rezume
actiunea, admirandu-l pe cel care e capabil sa se descurce de unul singur in pustietate, ci
lucrurile se muta in sfera interioara a intrebarilor, a framantarilor. Charlie ridica probleme
pentru intdia oard si incearca sa le caute raspunsul. Se gandeste cat de greu trebuie sa-i fie
personajului sa vietuiasca de unul singur, intuind astfel importanta socializarii in viata de zi cu
ZI.

In continuare se simte ca in starea initiald si nu observi nicio evolutie, dar la nivel
emotional se dovedeste mult deasupra celor considerati cu un intelect cel putin mediu. Cu o
rapiditate halucinanta, la mai putin de o luna de la operatia la care a fost supus, Charlie invata
de unul singur gramatica - elemente de ortografie si de punctuatie, astfel incat ajunge sa scrie
corect si coerent, fiind insusi uimit in momentul in care compara scrierile curente cu primele
rapoarte de progres. Face tot mai dese analogii, tine minte lucruri, 1si aminteste intamplari din
trecut, sfaturi ale parintilor pe care acum le pricepe si e capabil sa si le insuseasca. Analizand
comportamentul colegilor de la brutarie, realizeaza batjocura la care a fost supus si in lumea
lui senind apar norii unor sentimente pe care nu le cunoscuse pana atunci: rusinea, frustrarea,
umilinta.

Incetul cu incetul reuseste si inteleagd concepte abstracte, iar medicul care il
monitorizeaza il invatd cum sa isi noteze in detaliu gandurile si visele, explicandu-i ca toate
actiunile subconstientului sunt relevante pentru devenirea sa. El, cel care nu reusea sa dea frau
liber imaginatiei, considerand-o un lung al minciunilor, ajunge sa se delimiteze de trecutul sau,
ba chiar sa relateze intamplarile din copildrie intr-o maniera obiectiva, ca si cum acel Charlie
era doar o simpld cunostintd si nu propriul sdu eu. Pe masurd ce avanseaza in cunoastere,
ramane tot mai dezamagit de oamenii din jurul sdu si constatd cd majoritatea amintirilor sale
implica rele tratamente pe care cei din jur i le aplicau ca unei fiinte lipsite de aparare, ca unui
animal haituit: ,,poate ca inainte nu-mi dideam seama, dar acum stiu despre ce e vorba si nu-
mi place. De ce incepe asa deodatd sa ma deranjeze treaba asta?”
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Treptat, devine capabil sa se angreneze in discutii serioase. Asista la dezbateri pe teme
de literaturd, politica, economie sau religie si realizeaza ca tot ceea ce pana in respectivul
moment era considerat ca fiind adevarul absolut nu e, de fapt, decat o permanenta sursa a
indoielilor. Parcurge marile opere ale literaturii universale, ,,hranind o foame care nu poate fi
saturatd”. Notarea cu precizie a viselor continua, iar din zona neexploratd a subconstientului
rdsar tot mai multe amintiri dureroase, marcate de tipetele parintilor, de revarsari agresive ale
mamei asupra lui, manifestari generate de frustrarea ca nu are un copil normal precum au alte
mame si, deopotriva, tachinarile permanente ale surorii mai mici. Totusi, imaginea chipurilor
lor se estompeaza odata ce isi Intelege trairile si sentimentele.

Charlie devine tot mai constient de ceea ce simte si ajunge sa experimenteze fiorii
primei iubiri. Dragostea lui se Indreapta asupra institutoarei Alice Kinnian, personajul-ancora,
singura céreia i pasd cu adevarat de omul, si nu de experimentul Charlie. Este stangaci in
actiuni si exprimare si temator, cu atat mai mult cu cat trairile exaltate de peste zi sunt dublate
de vise si amintiri bulversante din copilrie. Isi fac aparitia si frimantiri generate de adoptarea
unui comportament conform normelor morale. Observa ca prietenul sau Gimpy 1si fura seful
si nu stie cum sa transeze problema, fiind prins la mijloc intre recunostinta fata de cel care I-a
angajat si fidelitatea pentru vechiul sdu prieten. Consultdndu-se cu doctorul Strauss in legatura
cu ce ar fi mai bine sa aleagd, acesta 1i da de inteles ca varianta optima presupune neimplicarea.
Pe Charlie il nemultumeste abordarea doctorului si i se pare cd neimplicarea te anuleaza ca
individualitate, intrucét nu produci nicio schimbare n lumea in care vietuiesti. Sfatuindu-se si
cu Alice, ea 1i da de inteles ca cel mai important lucru este sa invete s dobandeasca increderea
in sine si sa isi ia singur hotararile.

La doua luni de la operatie, subiectul care scria stalcit, incurcand literele, devine
interesat de etimologia limbilor vechi, de calculul variatiilor si de isoria hindusilor. Poarta
discutii cu profesorii de economie despre elementele care influenteaza rata dobanzilor si
dovedeste inclinatii si pasiuni pentru o gama larga si variata de activitati, reusind, mai mult
decat unii dascali cu experienta, sa abordeze cunoasterea holistic, trasand conexiuni pertinente
intre diversele domenii.

Spectaculoasa evolutie a lui Charlie 1i sperie si 1i inhiba pe cei din jur, astfel incat
proprietarul brutdriei, dupa indelungi consfatuiri cu ceilalti angajati, decide sd renunte la
serviciile tanarului, considerand ca acesta nu mai are nevoie sa fie responsabil de un malaxor
sau sd formeze chifle ca sa-si castige existenta. Este prima data cand Charlie percepe inteligenta
sa ca pe o corvoada, ca pe un blestem, aceasta fiind motivul pentru care ajunge sa fie dat la o
parte din locul de munca in care se simtise mereu ca intr-o familie. Cere explicatii, insd de
fiecare data i se spune ca nu mai seamana cu cel care a fost si ca forta lui intelectuala 1i sperie
pe toti: ,inteligenta aceasta ma despartise de toatd lumea pe care o cunosteam si o iubeam si
ma aruncase afard din brutarie. Acum sunt mai singur ca oricind. M4 intreb ce s-ar intdmpla
daca l-ar pune din nou pe Algernon in cugca cea mai mare, laolalta cu alti soareci? Oare s-ar
intoarce si e impotriva lui?” Singura In care poate sa aiba incredere este tdnara Alice, de care e
indragostit iremediabil, dar de care se teme in egala masurd, intrucét nu stie cum sa gestioneze
cumulul de emotii care 1l invadeaza. Lasand visele sa si urmeze cursul si sa sondeze mai adanc
in subconstient, Charlie intelege cd teama legatd de orice prezentd feminind vine din
comportamentul agresiv al mamei. In momentul in care femeia descopera functionalitatea
sexuald a fiului sdu si se teme cd, raportatd la un intelect scazut, aceastd ar putea aduce
probleme, alege sa il bata cu bestialitate pentru a-i reprima orice impuls erotic.

Pe masurd ce se dezvoltd intelectual, Charlie remarca inconsistenta sufleteasca a celor
din jurul sau si din tandrul entuziast si fericit devine contemplativ, melancolic si chiar trist.
Observa ca pentru medicii pe care el 1i considera cu toate admiratia adevarati eroi nu este decat
un simplu experiment, asemeni lui Algernon si cd nimeni nu il percepe ca pe o fiintd umana.
Preocuparea lor in ceea ce il priveste este strict de ordin stiintific, nimanui nu-i pasd cum se

264



Studii de stiinta si culturda Volumul XX, Nr. 1, martie 2024

simte, ce crede, ce-l macina. Face tot mai dese analogii cu trecutul, retrdieste cu acuratete
episoade din copilirie, conturind un destin al abuzurilor, al respingerii, al stigmatizarii. Isi
aminteste ca sora lui, rusinata de povara unui frate cu retard mintal, 1l respingea mereu, il jignea,
ba chiar le spunea celor din jur ca intre ei nu este nicio legatura de sange si ca Charlie e un biet
copil napastuit de soartd, al nimanui, pe care familia ei il creste din mild. La momentul respectiv
cuvintele fetei au ramas fara ecou, insa, readuse la lumina intr-o perioada in care e capabil sa
le inteleaga plenar, 1l dezamagesc profund.

Subiectul Gordon uimeste stiinta in momentul in care ajunge de la 68 la un IQ de 185.
In ciuda evolutiei fulminante, se remarci o disproportionalitate intre sfera cognitiva si cea
afectiva. Acesta devine mult mai sobru, mai calculat si, ca atare, mai rece si indiferent fata de
cei din jur. Alice Kinner 1i reproseaza ca s-a schimbat si cd nu mai e cel duios, tandru si empatic
de la inceput, ci a devenit un individ extrem de centrat pe sine, al carui unic scop este sd epateze
prin cunostintele sale. Charlie nu o contrazice, ba chiar remarca si el faptul ca dragostea aceea
pulsatila pentru institutoare s-a transformat intr-o permanenta nevoie de a o proteja, de a o
ocroti si de a socializa, ca o forma a datoriei si nu a dorintei. Sexualitatea sa este reprimata de
permanenta amintire a mamei abuzive din copildrie. Pentru a se vindeca pe sine, apeleaza la
serviciile unei prostituate, Insd, in momentul in care constatd ca aceasta este Insarcinatd, in
minte 1i apare imaginea mamei sale, cand aceasta o purta in pantece pe sora lui. Imaginea il
obsedeaza, 1i sporeste furia si devine brutal cu femeia care isi vindea trupul pentru bani. Reactia
il sperie si pe el si 1l face sa se gandeasca tot mai mult la conexiunile dintre vechiul si noul
Charlie.

Intaia sa cilitorie cu avionul si necesitatea de a-si pune centura il transporta pe tAnir
intr-un alt episod al trecutului sau care se incapataneaza sa iasa tot mai mult la iveald. Disperati
de dezvoltarea intelectuald precara a fiului lor, sotii Gordon decid sa apeleze la un tratament
inovator si isi supun fiul de cativa ani la un experiment cu electrogocuri. Acesta 1si aminteste
cum a fost legat de maini si de picioare de o masa, in timp ce undele ascutite 1i brazdau intreg
corpul. Nu evenimentul in sine este cel care il tulbura peste ani, ci urletele parintilor, mai cu
seama ale mamei, rusinate si dezamagite de faptul ca, in timpul procedurii, copilul facuse pe el
din cauza emotiilor puternice si ale tatdlui care nu vede rostul unor astfel de metode costisitoare
si fara nicio garantie.

Gradul maxim de frustrare se inregistreaza in momentul in care, pentru a dezvalui lumii
reusita experimentului lor, doctorii Nemur si Strauss participa la un congres international, la
care sunt prezenti subiectii Algernon si Charlie Gordon, prezentati astfel ,,veniti s vedeti
completarea la spectacol! Un numar nemaivazut in lumea stiintei! Aveti chiar sub ochii vostri
un soarece si un debil mintal, transformati In genii”. Realizeaza inca o data ca este privit ca un
obiect, ca un simplu material experimental, fara sa conteze ce simte, ce 1si doreste si in ce fel
il marcheaza amintirile. Din expunerea care 1l vizeaza pe soricel deduce cd, odata cu cresterea
nivelului de inteligenta, comportamentul poate deveni unul haotic si, ca atare, nu mai poate fi
stapanit. Asociind noile informatii cu propria devenire, Charlie realizeaza ca situatia lui se
poate schimba 1n orice moment si isi doreste ca rolul sdu de subiect sa Inceteze si sa fie cu
adevirat liber. In plin moment al prezentrilor, il elibereaza pe Algernon si, in invalmaseala si
panica generalizata din sald, paraseste incinta, insotit de micul sau prieten alb. Pleaca fara tinta
si are convingerea ca e unicul mod de a se elibera de orice constrangeri. Marea evadare produce
panica si creeaza agitatie 1n Intreaga societate. Presa nationald publica imagini ale fugarului
dar si ale familiei sale care pare sa nu mai stie nimic de soarta lui de ani multi. Imaginea tiparita
pe prima pagind a ziarelor il transportd pe Charlie in tenebrele trecutului si produce un alt
moment de dedublare, unde el, adultul 1l vede pe copilul debusolat chircit de frica sub o patura,
plangand la auzul vorbelor mamei sale care, vazdndu-se in brate cu o fetita sanatoasa,
intentioneaza sa se descotoroseasca de el, sub pretextul interndrii intr-un centru adaptat
nevoilor sale.
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Refugiat intr-un apartament, pentru intaia oara pe cont propriu aldturi de Algernon,
Charlie decide sa faca pace cu trecutul sau si isi cautd tatal, despre care afla ca detine o frizerie
in Bronx. Din cauza celor peste cincisprezece ani in care nu s-au vazut, dar mai cu seama a
schimbarilor evidente, batranul Gordon nu si recunoaste fiul, iar Charlie nu vede nicio
importanta 1n a-si deconspira identitatea, cu toate ca in adancul sufletului i-ar fi placut ca tatal
lui sa il recunoasca.

Chiar daca Charlie ajunge s se poatd descurca pe cont propriu, sa se autogestioneze
rational asemeni oricarui individ de varsta lui, frica sa cea mare este de a nu fi din nou brutalizat
si ridiculizat, asa cum se intimpla in copilirie. In momentele de o intensitate aparte se producea
dedublarea: adultul iesea din propriul corp si ramanea un simplu spectator, iar in locul sau
ramanea copilul terifiat de bataile mamei, speriat de abandon, ciupit si inghiontit de sora lui si
supus diverselor terapii care de care mai dureroase si mai nesigure. Adesea vorbeste despre el
ca despre o altd persoand, intrucit la nivel cognitiv era cu adevarat altul, insd planul afectiv
este cel care reuneste entitatile diferite: Charlie e adult mental, dar emotional e acelasi copil
terorizat dintotdeauna. Comportamentul sdu devine tot mai bizar si constata ca acelasi lucru se
intampla cu partenerul sau de experiment, soricelul Algernon. Cu toate cé i-a construit un mare
labirint, comportamentul animalului se schimba gi ajunge sa atace, sa muste, sd se comporte
haotic, ca un raspuns la prea marea presiune exercitatd de mediul exterior. Comportamentul
soricelului 1i da de géndit si se asteaptd sa i se Intample acelasi lucru, astfel incat decide sa se
intoarca si s se supuna din nou observatiei in laboratorul doctorului Strauss, insd de aceasta
datd in dubla ipostazid de subiect si, concomitent, cercetator. Algernon este predat si el
specialistului care 1i monitoriza evolutia, iar acesta constata cd Intreruperea antrenamentului a
dus la regresul performantelor. Nu doar ca soricelul se dovedeste incapabil sa rezolve situatii
pana atunci facile pentru el, dar si motivatia pentru a incerca sa gaseasca solutii este in declin.
Acest aspect il face pe Charlie sa se gandeasca tot mai mult daca nu va avea si el parte de un
regres la fel de abrupt precum i-a fost evolutia.

Urmarind indeaproape comportamentul lui Algernon, dar suprapunand totul si cu
bizarele sale stari, Charlie contureaza studiul Efectul Algernon-Gordon, care surprinde punctul
slab al experimentului intreprins asupra lor: ,,inteligenta sporita artificial se deterioreaza intr-
un interval de timp cu atat mai scurt cu cat volumul ei este mai mare”. Din momentul declicului,
subiectul experimentului se asteapta ca starea sa sa se degradeze intr-o asemenea masura, incat
sd redevind Charlie cel de dinainte de experiment.

Ca urmare a continuei degradari, Algernon moare. In urma disectiei, tanarul constata
ca temerile sale se adeveresc, iar creierul soricelului era mult micsorat, cu circumvolutiuni mai
netede, lucru ce avea si i se Intdmple si lui. Neputand sa-1 perceapa ca pe un simplu element
de laborator, ci ca pe un prieten, ca pe un suflet, 1i Incropeste un mormant in curtea din spatele
casei, 1l plange si 1i aduce flori sélbatice.

Simtind ca au ramas lucruri nerezolvate in viata lui, si ca sa profite de putinul timp
ramas, Charlie 1i face o vizitd mamei sale. La inceput femeia nu-1 recunoaste, iar cand
realizeaza ca e vorba de fiul ei, 1l priveste neincrezatoare. Tanarul cauta raspunsuri, Insa nu i
se lamureste motivul respingerii din copilarie. IntAmpina regretele sincere ale surorii sale, insa
e rascolit cand constata cd si mama lui e captiva in trecut. Acesta este punctul in care in mintea
lui incolteste gandul sinuciderii pe care nu-1 duce la capat, pentru ca i se pare ca el e doar un
avatar al copilului Charlie cel intarziat mintal, este vocea pe care micutul o capata pentru a-si
lamuri povestea. Intdia oard se vede pe sine in locul primitivilor din pestera descrisa de Platon
si si imagineaza cum toti cei Inlantuiti il vor cataloga ca pe un rebut, pentru ca s-a ridicat, a
iesit si a deschis ochii spre lumind, insa ulterior a orbit si, ca atare, s-a intors intre ei.

Treptat, Charlie incepe sa uite lucruri si, recitind tratatul scris de el, realizeaza ca multe
dintre notiuni 1i sunt straine. Activitatea motorie scade si totodata capacitatea de coordonare a
intregului corp. Interesul catre studiile si cercetarile de ultim moment este acaparat de televizor,
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de telenovele si de emisiunile de duzina. {i cere Alicei si il lase singur, nedorind spectatori la
procesul vizibil de degradare. Continua scrierea rapoartelor, insa scrisul i se deterioreaza, iar
greselile gramaticale si ortografice se acumuleaza progresiv. Se reangajeaza la brutarie si este
primit de colegii lui, iar faptul ca acestia 1l incurajeaza si 1i demonstreaza ca 1i sunt alaturi il
fac sa se bucure din nou ca are prieteni. Nu regreta experienta prin care a trecut, mai cu seama
cd aceasta i-a dat oportunitatea sa isi clarifice aspecte din tenebrele copilariei, sa 1si revada
familia si sa inteleagd ca faptul ci l-au abandonat nu le-a adus fericirea scontata. In acest mod
isi confirma cd, daca nu te vei lua pe tine atat de in serios, oamenii din jur nu vor ezita sa-ti fie
prieteni. Cu ultimele fortari de a aduna literele la un loc pe foaie isi indreaptd atentia catre
partenerul sau de experiment: ,,daca ajunget pa colo sdj punet o floare pe mormant lu algernon
in curtea dinspatele casi”.

De ce, dupa atata timp, Flori pentru Algernon? Pentru cd, mai mult ca niciodata, omul
trebuie sd inteleagd nevoia de empatie, de apropiere si de solidaritate, intr-o lume condusa
magsinal de mijloacele tehnologice si ca orice forma de evolutie 1i e utild individului, atata timp
cat nu ajunge sa se Intoarca hotarator Impotriva lui.
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- le prénom et le nom complets des auteurs, le(s) lieu(x) de travail (en titre complet, sans
abréviations), ’adresse (les adresses) du lieu (des lieux) de travail et 1’adresse
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¢lectronique de la personne de contact, en dimension de la font 12, en caractéres gras,
a droite;

- le résumé, 10 lignes au plus, dimension de la font 12, en italique, cadr¢;

- des mots clés, 5 au plus, dimension de la font 12, en italique, cadré;

- le texte de I’article en dimension de la font de 12;

- la bibliographie, obligatoire pour tout article, est écrite conformément aux régles
imposées par le Standard international ISO 7144/1986 intitulé «Documentation —
présentation des théses et des documents similairesy.

Normes de rédaction

«Studii de Stiintd si Culturd» / «Etudes de Science et de Culturey» (www.revista-studii-
uvvg.ro), revue répertoriée en domaine Philologie — par le Conseil National de la Recherche
Scientifique (CNCS), a son contenu structuré comme suit :

I. Cultures romanes / culture roumaine

II. Cultures et langues germaniques / culture roumaine

III. Langues et cultures slaves / langue et littérature roumaines
IV. Traductologie

V. Culture Scientifique

VI. Etudes de Banat

VIIL. Comptes rendus

Se conformant a la pratique internationale (cf. notamment Chicago Style, MLA), notre
revue, a partir du volume XI, n° 2 / juin 2015, a décidé d'adopter en particulier les régles de
citations suivantes pour chacun des articles qui y seront publiés:

1. Labibliographie, en corps 12, Times New Roman, sera placée en fin d'article, suivant
l'ordre alphabétique des auteurs, chaque nom d'auteur y étant inscrit en majuscules, suivi du
prénom, puis du titre en caracteres italiques, du lieu d'édition, de la maison d'édition, de l'année
de parution et, si besoin est, de la pagination.

Exemple: BENGESCO, Georges, Bibliographie franco-roumaine |[...], Paris, Erest Leroux
éditeur, 1907, XLIIT + 219 + (supplément) 114 p. [1¢ éd.: Bruxelles, P. Lacomblez, 1895].

2. Dans le corps de l'article le contributeur indiquera entre parenthéses, dans I'ordre, le
nom de l'auteur en majuscules, I'année de publication et la page.
Exemple: (PAPADAT-BENGESCU, 1924, p. 102).

3. Les notes de bas de page seront réservées aux commentaires, traductions de citations,
indications biographiques etc. L'insertion de ces notes sera réalisée sous Word par
incrémentation automatique.

Les articles a soumettre au comité de lecture devront étre envoyés sous forme de fichier
Word (accompagné du fichier en version PDF) a I'adresse studii.ssc@gmail.com au plus tard:
—le 15 février pour le premier numéro de I'année / Mars
— le 15 mai pour le deuxiéme numéro / Juin
—le 15 aoiit pour le troisiétme numéro / Septembre
—le 15 novembre pour le dernier numéro de I'année / Decembre

Le Comité de Rédaction
Les tables et les diagrammes, les figures ou des autres dessins seront insérés dans le

texte a I’endroit adéquat, numérotés, et ils auront, autant que possible, une bonne résolution,
pour ne pas affecter la qualité du texte.
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La structure de 1’article qui présente des résultats des recherches expérimentales suivra
les standards internationaux, conformément a I’acronyme IMRAD (introduction, méthodes et
matériaux, résultats et discutions), auxquels on ajoutera les conclusions.

Les articles de toute autre nature seront composés d’une introduction, du corps de
I’ouvrage et des conclusions, les corps de 1’ouvrage pouvant étre organisé selon le désir de
I’auteur (des auteurs).

Les manuscrits seront envoyés, par voie électronique a I’adresse studii.ssc@gmail.com,
ou sur un support électronique et imprimé, au siége de la rédaction: Université de 1’Ouest
«Vasile Goldis» d’Arad, Blvd. Revolutiei, no. 94-96 - revue « Studii de Stiinta si Cultura ».

Les articles scientifiques seront soumis au processus de critique PEER-REVIEW «en
aveugle».

Le nombre de critiques pour I’évaluation d’un article est 2, et le temps d’analyse est 30
jours. Les auteurs recoivent des critiques une des réponses suivantes:

- article accepté;
- article accepté avec des modifications;
- article rejeté.

Les référents scientifiques suivront, en évaluant les manuscrits, I’actualité de la théme;
I’approfondissement des idées scientifiques, 1’originalité, aussi que le respect des instructions
pour les auteurs. Le non-respect des standards sollicités par la revue conduira au rejet des
manuscrits.

Nous prions les auteurs de:

- citer la revue «Etudes de Science et de Culture» dans d’autres publications o ils collaborent,
en précisant:

- Le titre de la revue «Etudes de Science et de Culturey, abréviation — SSC;

- Le volume, le numéro et I’année de parution;

- Le nombre de la page du texte cité;
- transmettre & la rédaction de la revue «Etudes de Science et de Culture» des renseignements
sur les publications ou ils ont cité notre revue, en mentionnant:

- Le titre de la revue, 1’abréviation;

- Le volume, le numéro et I’année de parution;

- Le nombre de la page du texte cité.

D’autres informations au

- portable: 0763016032

- Adresse ¢électronique: studii.ssc(@gmail.com
Personne de contact: Dr. Viviana Milivoievici

Annonce pour les auteurs
Larevue «Etudes de Science et de Culture», en commencant par le volume XII, numéro

1 / mars 2016, s’inscrit a 1’évaluation, pour s’indexer dans BDI Thomson ISI Philadelphia P.
A.USA.
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INSTRUCTIUNI PENTRU AUTORI

Aspecte generale

Revista ,,Studii de Stiinta si Cultura”, editata sub egida Universitatii de Vest ,,Vasile
Goldis” din Arad, apare trimestrial. Revista este evaluatd de Consiliul National al Cercetarii
Stiintifice din Invitimantul Superior si clasificatd in categoria B+, cod CNCSIS 664, in
perioada 2005-2011, B (2012-2020), Revista stiintifica evaluata si clasificatd de CNCS, 1n anul
2020, profil umanist, domeniul FILOLOGIE.

Revista este indexata in bazele de date internationale (BDI) CEEOL (www.ceeol.com)
din Frankfurt am Mein, Germania, EBSCO HOST Publishing din Ipswich, Statele Unite ale
Americii (www.ebscohost.com), INDEX COPERNICUS International din Varsovia, Polonia
(www.indexcopernicus.com), DOAJ (Directory of Open Access Journals) din Lund, Suedia
(www.doaj.org), SCIPIO (www.scipio.ro), THE LINGUIST LIST (linguistlist.org), ERIH
PLUS (dbh.nsd.uib.no), ROAD (https://road.issn.org) — UNESCO.

incepﬁnd cu luna iunie 2012, revista ,,Studii de Stiinta si Culturd” este editata sub egida
Universitatii de Vest ,,Vasile Goldis” din Arad, Romania si in parteneriat cu: Le Département
de Roumain d’Aix Marseille Université, CAER. EA 854, France; le CIRRMI (Centre
Interuniversitaire de Recherche pour la Formation Continue des Enseignants d’Italien)
Université de Paris 3 — Sorbonne Nouvelle, France, Universitatea Novi Sad, Republica Serbia,
din 2015, Universitatea Jena din Germania, Institutul de Studii Banatice ,,Titu Maiorescu” al
Academiei Romane, Filiala Timisoara, L'association Internationale de Psychomécanique du
Langage (A.L.P.L.), Paris, France, Universitatea Roma Tor Vergata, Italia, Biblioteca
Judeteana ,,Alexandru D. Xenopol”, Arad, Tipografia Gutenberg — Editura Gutenberg Univers,
Arad, Universitatea din Oradea, Romania, Universitatea de Vest din Timisoara, Facultatea de
Litere, Istorie si Teologie.

Prezentarea manuscrisului

Transmiterea catre revista ,,Studii de Stiinta si Culturd” a unui articol spre publicare,
presupune:

- autorii igi asuma responsabilitatea privind continutul, cat si comportamentul etic;

- articolul nu a mai fost publicat si nici nu va fi inaintat spre publicare altei reviste;

- dreptul de autor se trece asupra revistei ,,Studii de Stiinta si Cultura”.

Textele articolelor vor fi redactate in limba roméana sau intr-o limba de circulatie
internationala. Titlul articolului, rezumatul si cuvintele cheie vor fi redactate in limbile engleza,
franceza si romana, ca document WORD 97, WINDOWS 98 sau variante ulterioare, cu o
dimensiune de maximum 15 pagini, inclusiv desenele, tabelele si bibliografia cu Font Times
New Roman, spatiere la un rand.

Manuscrisul va cuprinde:

- titlul, cu dimensiunea 16, aldine bold, centrat;

- prenumele si numele complet al autorilor, locul (locurile) de munca (cu denumirea
completd, nu prescurtat), adresa (adresele) locului (locurilor) de muncé si e-mailul
persoanei de contact, cu dimensiunea literei 12, aldine, in dreapta;

- rezumatul, maximum 10 randuri, dimensiunea literei 12, italic, justified;

- cuvinte cheie, maximum 5, dimensiunea literei 12, italic, justified;

- textul articolului cu dimensiunea literei de 12, spatiere la un rand;
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- Dbibliografia, obligatorie pentru orice articol, se scrie conform regulilor impuse de
Standardul international ISO 7144/1986 intitulat Documentation-presentation of theses
and similar documents.

Norme de redactare

»Studii de Stiintd si Culturd”, publicatie acreditatd in domeniul Filologie, de catre
Consiliul National al Cercetarii Stiintifice (CNCS), 1si structureazd continutul In urmatoarele
sectiuni:

I. Culturi romanice / culturd romaneasca
II. Limbi si culturi germanice / limba si culturd romaneasca
III. Limbi si culturi slave / limba si literaturd roméana
IV. Traductologie
V. Cultura stiintifica
VI. Studii banatice
VII. Recenzii
Conformandu-ne practicilor internationale (cf. mai ales Chicago Style, MLA),
adoptdm, incepand cu volumul XI, nr. 2 / iunie 2015, in mod special urmatoarele reguli de
indicare a sursei bibliografice pentru fiecare articol ce va fi cuprins in paginile revistei noastre:
1. Bibliografia, utilizdnd Times New Roman 12 p., va fi plasata la sfarsitul articolului;
pozitiile din bibliografie se dispun in ordine alfabetica in functie de numele autorului. Cu
majuscule, se indica numele autorului urmat de prenume, apoi, conform normelor limbii, titlul
lucrarii 1n italic, locul publicarii, editura, anul aparitiei si, daca e necesar, numarul de pagini.
Exemplu: BENGESCO, Georges, Bibliographie franco-roumaine |...], Paris, Ernest Leroux
éditeur, 1907, XLIII + 219 + (supplément) 114 p. [1ére éd.: Bruxelles, P. Lacomblez, 1895].
2. In corpul articolului, autorul va indica intre paranteze, in ordine: numele autorului cu
majuscule, anul publicarii si pagina.
Exemplu: (PAPADAT-BENGESCU, 1924, p. 102).
3. Notele de subsol vor fi rezervate comentariilor, traducerii citatelor, indicatiilor
biografice etc. Introducerea notelor de subsol se va realiza iIn Word prin insertie automata.
Articolele ce urmeaza a fi supuse atentiei comitetului de lectura se vor trimite in fisier
Word (insotite de o versiune PDF) la adresa: studii.ssc(@gmail.com, cel mai tarziu pana la data
de:
— 15 februarie pentru primul numéar din an / martie
— 15 mai pentru al doilea numar / iunie
— 15 august pentru al treilea numar / septembrie
— 15 noiembrie pentru al patrulea numéar / decembrie

Colegiul editorial

Tabelele si diagramele, figurile sau alte desene vor fi inserate in text la locul potrivit,
numerotate i vor avea o rezolutie cat mai buna pentru a nu impieta asupra calitatii materialului.

Structura articolului ce prezinta rezultate ale unor cercetdri experimentale va urmari
standardele internationale, conform acronimului IMRAD (introducere, metode §i materiale,
rezultate si discutii), la care se adauga concluziile.

Articolele de orice altd natura vor fi alcatuite din introducere, corpul lucrarii si
concluzii, corpul lucrarii putand fi organizat dupa dorinta autorului (autorilor).
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Manuscrisele se trimit, pe cale electronica la adresa studii.ssc@gmail.com, sau pe
suport electronic si listat, la sediul redactiei: Universitatea de Vest ,,Vasile Goldis” din Arad,
Bd. Revolutiei, nr. 94-96 — revista ,,Studii de Stiinta si Cultura”.

Articolele stiintifice sunt supuse procesului de recenzare PEER-REVIEW ,,in orb”.

Numarul de recenzori pentru evaluarea unui articol este de 2, iar timpul de recenzare
este de 30 de zile. Autorii primesc de la recenzori unul din urmatoarele raspunsuri:

- articol acceptat;
- articol acceptat cu modificari;
- articol respins.

Referentii stiintifici vor urmari, la evaluarea manuscriselor actualitatea temei;
aprofundarea ideilor stiintifice, originalitatea, cat si respectarea instructiunilor pentru autori.
Nerespectarea standardelor solicitate de revista, conduce la respingerea manuscriselor.

Autorii sunt rugati:

- sa citeze revista ,,Studii de Stiinta si Cultura” in alte publicatii unde colaboreaza, precizand:
- Titlul revistei ,,Studii de Stiinta si Cultura”, abrevierea — SSC;
- Volumul, numarul si anul aparitiei;
- Numarul paginii textului citat;
- sd transmita redactiei revistei ,,Studii de Stiintd si Cultura” informatii referitoare la publicatiile
in care au citat revista noastra, mentionand:
- Titlul revistei, abrevierea;
- Volumul, numarul si anul aparitiei;
- Numarul paginii textului citat.

Alte informatii:

- mobil: 0763016032

- E-mail: studii.ssc@gmail.com

Persoana de contact: Dr. Viviana Milivoievici

In atentia autorilor

Revista ,,Studii de Stiinta si Culturd”, incepand cu volumul XII, numarul 1 / martie
2016, se inscrie, pentru evaluare, in vederea indexarii in BDI Thomson ISI Philadelphia P. A.
USA.

Rugam autorii sa citeze in bibliografia articolelor si texte publicate in reviste cotate ISI.
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Bazele de date internationale in care este indexata revista
(cu indicarea adresei URL):

CNCS

http://old.cncs-nrec.ro/wp-content/uploads/2013/01/filo.rev .28.01.2013.pdf
http://www.cncs-nre.ro/publicatii-stiintifice/
http://www.cncs-nre.ro/wp-content/uploads/2016/12/categorii.Reviste.Site .CNCS .2020.pdf

CEEOL
https://www.ceeol.com/search/journal-detail?id=747

DOAJ

https://www.doaj.org/toc/2067-
5135?source=%7B%22query%22%3A%7B%22filtered%22%3 A% 7B %22 filter%22%3 A %7
B%22b001%22%3 A%7B%22must%22%3A%5B%7B%22terms%22%3 A%7B%?22index.iss
n.exact%22%3A%5B%221841-1401%22%2C%222067-
5135%22%5D%7D%7D%2C%7B%22term%22%3A%7B%22 _type%22%3 A%22article%2
2%7D%7D%5D%7D%7D%2C%22query%22%3A%7B%22match_all%22%3A%7B%7D%
7D%7D%7D%2C%22s12€%22%3A100%2C%22 source%22%3A%7B%7D%7D

EBSCO HOST
https://www.ebsco.com/m/ee/Marketing/titleLists/e5Sh-coverage.htm

INDEX COPERNICUS
https://journals.indexcopernicus.com/search/form?search=studies%2001%20science%20and
%20culture

SCIPIO
http://www.scipio.ro/web/studii-de-stiinta-si-cultura

THE LINGUIST LIST
http://linguistlist.org/pubs/journals/get-journals.cfm?JournalID=42602

ERIH PLUS
https://kanalregister.hkdir.no/publiseringskanaler/erihplus/periodical/info.action?1d=491004

ROAD (https://road.issn.org), catalog international al publicatiilor stiintifice open-access,
administrat de Centrul International ISSN, sub egida UNESCO
https://portal.issn.org/api/search?search[ |[=MUST=default=studii+de+%C8%99tiin%C8%9B
%C4%83+%C8%99%i+cultur%C4%83&search_id=5345761#

CITEFACTOR
https://www.citefactor.org/journal/index/8814/studii-de-stiinta-si-cultura#. X7vBiM0zZPY

WORLDCAT
https://www.worldcat.org/search?g=Studii+de+%C8%99tiin%C8%9IB % C4%83+%C8%99i+
cultur%C4%83&qt=results page
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PUBLONS
https://publons.com/journal/233272/studii-de-stiinta-si-cultura/

ACADEMIC JOURNALS DATABASE
http://journaldatabase.info/journal/issn1841-1401

OALIB
https://www.oalib.com/journal/4482/1#.X9Nw5tgzZPZ

GSI Repository
http://repository.gsi.de/record/17726

Universitiitsbibliothek Regensburg — Elektronische Zeitschriftenbibliothek
http://rzblx1.uni-regensburg.de/ezeit/searchres.phtml?jq typel=ZD&jq term1=2477082-6

KIT-Bibliothek — KIT-Katalog Classic
https://primo.bibliothek.kit.edu/primo_library/libweb/action/display.do?tabs=detailsTab&ct=
display&fn=search&doc=KITSRC302971327&indx=1&reclds=KITSRC302971327 &recldx
s=0&elementld=0&renderMode=poppedOut&displayMode=full&frbrVersion=&frbg=& &ds
cent=0&vI(1UIStartWithO)=contains&scp.scps=scope%3A%28HSK A %29%2Cscope%3A%2
S8KIT CS%29%2Cscope%3A%28KIT _CN%29%2Cscope%3A%28%22DHBW%22%29&tb
=t&vid=KIT&mode=Basic&srt=date&tab=kit&vI(151189793UI1)=all items&dum=true&vl
(freeText0)=studii%20de%20stiinta%20s1%20cultura&vl(151050700UI0)=any&dstmp=1606
317587231

MIAR - Information Matrix for the Analysis of Journals
http://miar.ub.edu/issn/1841-1401

SIBIMOL
http://cc.sibimol.bnrm.md/opac/search?q=studii+de+stiinta+si+cultura&kmax=2&view=&sb=
relevance&ob=asc&level=all&material type=all&location=0

ACADEMIA.EDU
www.academia.edu

RESEARCH GATE
www.researchgate.net

GOOGLE ACADEMIC
https://scholar.google.com/
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STUDII

DE STIINTA SI CULTURA

REVISTA EDITATA SUB EG INIVERSITATII D LVASILE GOLDIS” DIN AR/

Arad

Revista universitara de filologie

cu aparitie trimestriala,
Studlii de stiintd si culturd,
acreditata CNCS, 2020
cuprinsa in mai multe baze de date internationale,
Va invita sa publicati articole
cu rezultate ale activitatilor Dvs.
de cercetare stiintifica din domeniul filologiei.

www.revista-studii-uvvg.ro
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