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LITERATURE AND SOCIOLOGY IN CANADA
FROM A FEMINIST PERSPECTIVE

Assistant Cristina Nicolaescu,

Universitatea Crestina “Dimitrie Cantemir”
chris2013x@yahoo.com

Abstract: In my paper I argue that wunderstanding the
transnational nature of feminism as a recent trend is the best way in
which we can situate the particular Canadian social phenomenon. I
endeavour to follow womanhood reconstruction as part of social life in
postmodernity (“Feminisms Transformed? Post-Structuralism and
Postmodernism,” in Bryan S. Turner, The Blackwell Companion to Social
Theory, second edition, Blackwell Publishers, Malden, Massachusetts).

The focus will be on the following perspectives: issues related to
equality, difference, social inclusion, basic notions of woman, gender,
sexuality, patriarchy, symbolic violence, maternity values and bodies.

Keywords: feminist sociology, feminism, womanhood, gender,
Canadian society, difference, relationships, power

"The true worth of a race must be measured by the character of its
womanhood" (Mary McLeod Bethune).

I acknowledge the merit of the feminist writers and theorists (Daphne
Marlatt, Linda Hutcheon) to have led sociologists to reconsider and revise
their social theories in this new light on major issues newly entered into
contemporary sociological debates such as: sociology of bodies,
understandings of power, violence, patriarchy, and sexuality, differences
between males and females, also how their social relationships are
patterned, how social relationships are established and how social
institutions have changed accordingly.



What makes research uniquely feminist are the motives, concerns and
knowledge brought to the process. Feminist research and epistemology
aim to look at social issues from a woman’s point of view. Epistemology as
the philosophy of knowing, the construction and authentication of certain
forms of knowledge, has four main feminist directions: feminist
empiricism, which argues that we should try to do non-sexist empirical
research; standpoint feminism, viewing the world from the point of view a
particular perspective or social group outside the hegemonic discourse of
power; feminist constructivism, which aims to construct alternative
discourses from a non-positivistic perspective and postmodern
epistemologies that concentrate upon deconstruction and critique,
especially around textual analysis. The feminist researchers may be both
insiders and outsiders to the environment and topic they explore. As
insiders, they have a stronger understanding of the dynamics and play of
social relationships that inform the situation under investigation. Feminist
research takes women’s situations, concerns, experiences and perspectives
as the very basis for research. It embodies women’s experiences in the
social world from their own interpretation and using their language, which
shapes the words, concepts and stereotypes of society, and also actions,
behaviours and expectations.

New developments within feminist scholarship have given rise to fresh
explorations, which have strengthened and expanded the boundaries of
feminist knowledge.

Although books on women generally claim to reveal the secret
underlying womanhood, woman continues to be an enigma. The issue of
woman’s self has long been discussed in the feminist philosophy, for it is
significant to questions about personhood, body, identity and agency that
feminism is centered upon. Feminist accounts of autonomy address the
subordination consequences on women’s sense of self and agency and the
autonomy women can gain in spite of this domination. The self-discovery,
self-definition, and self-direction skills are related to the autonomy topic,
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as women’s selfhood should be legally and culturally affirmed from the
perspective of moral and political theory. Many feminist philosophers have
proposed reconstructions of alternative theories on the self nature.
Postmodern challenges concerning the idea of a stable self and the
coherence of the category woman have been the source of a long lasting
debate on the relation between genders and self, which is the very basis of
a woman’s identity and subjectivity. Feminist analyses of women’s abilities
as agents acknowledge traditional feminine social contributions and
denote the ways in which women can overcome the oppressive norms and
practices of the patriarchal society. Feminist reconstructions of the self
nature are interwoven with accounts derived from emancipatory benefits
of conceiving the self. Following this line of thought, the category of
women is the starting point of feminism, but various critiques on gender
have fragmented it, raising the question: what is it to be a woman? To
answer this, the feminist analysis has looked at how a unified category of
women are articulated for political purposes. All the psychological
categories (ego, individual and person) derive from the notion of
substantial identity.

If women are seen as the Other to men, they cannot be defined
independently from a definition of men, which means that women are
articulated only within a male-norm language.

In the past years, sociological developments from other countries have
strongly influenced Canadian sociology. Since sociology is an international
field, Canadian sociologists have become part of each trend within
sociology, making major contributions to these developments and
interpreting the Canadian society within each approach.

Sociology in Canada has a relatively short history, since most sociology
departments were established after 1960. The Canadian Sociology and
Anthropology Association was established in 1965 and held its first
meetings in Sherbrooke in 1966, the Canadian Review of Sociology and
Anthropology began publishing in 1964 and the Canadian Journal of
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Sociology in 1975. Brym states that before 1960 only about a dozen books
on sociology had been published and only a few PhDs in sociology were
awarded in Canada. The Social Studies Department was merged into the
Sociology Department in 1975 to become the Department of Sociology and
Social Studies.

The classical theories of Durkheim, Weber and Marx are a major part
of the sociology curriculum at Canadian universities, and are the main
theoretical perspectives used in Canadian sociology. Other approaches
such as structural functionalism, symbolic interactionism, feminism, and
postmodernism are also widely spread. None of these have their origins in
Canada, though Canadian sociologists have made contributions to these
contemporary approaches and in this sense, Canadian sociology has an
international nature.

There are no influences of the feminist approach on sociology before
the feminist movements of the 1960s, such as the endeavour of women to
get the vote, the temperance movement, etc. Some historians aim to
rediscover the role played by women in those times in Canada: Marjorie
Cohen, Joy Parr, Bettina Bradbury.

Generally, Canadian sociology uses concepts, methods and approaches
that are not strictly sociological, but combining historical, political,
economical, geographical approaches that deal with the different history
and nature of societal development, class struggles and the state nature,
each providing models of how social science approaches can be developed.

The field of difference has been part of the Canadian feminist heritage,
but if we theorize it more explicitly, we realize that most achievements of
feminist analysis have come from the women's praxis or movement. The
approach embraced by the Canadian sociologist Dorothy Smith highlights
the absence of women from social analysis, for the social world of the
classical sociologists generally excluded the actions of women. As a result,
sociology as a discipline did not have much to say about women. In
Canada, women did not have the right to vote in federal elections until
1918, though the franchise was extended to women two years before in the
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Prairie Provinces. The women in Quebec did not have the right to vote in
provincial elections until 1940. Property ownership was also restricted to
men until the end of the nineteenth century, when changes that allowed
property buyers to become owners, irrespective of sex, occurred between
1872 and 1940. Feminist social theorists (Dorothy Smith) and historians
of sociology (Mary Jo Deegan, in Women in Sociology, 1991) rediscover
how the first women sociologists developed and tested their ideas when
working on this matter. Nowadays, the challenge for the feminist
sociologists, under the current circumstances, is how to redevelop
sociology so that the field becomes a site for knowledge creation and praxis
toward a more fair society.

Feminist insights have greatly enriched the field of moral psychology
by calling to philosophers’ attention issues previously ignored.

Sociology and women's studies have had a similar course over the
recent years. In Canada, sociologists have been women's studies pioneers.
Eichler finds that the discipline was the earliest and most frequent
contributor to women's studies courses, despite the initial absence of
material. Feminist researchers have the great ambition to build up new
knowledge and take forays into a new ground, rediscovering and
redeveloping the basic directions of feminist thought.

The feminists from various theoretical backgrounds, creating new
trails of analysis, now, when women's studies and feminist sociology are
established as disciplines, have argued for a re-conceptualization of power
as a capacity to transform others and this is a central concept of feminist
theory.

The first feminist sociologists began by “borrowing” the existing
theoretical ideas and attempted to adapt them to the women situation,
subsequently they embraced the strategy of challenging the key concepts
and debates of existing theoretical traditions from women's perspective, an
approach that has proved insufficient to overcome the embedded issues of
patriarchy and colonialism. Then attempts have been made to create new
theoretical foundations during the engagement in the specific geopolitical
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environment. As a result, the contemporary knowledge has benefited from
a relevant and prolific start, based on new concepts and conventions in
search of a new and deeper understanding of the society and the world in
general.

All these newly built concepts, perspectives, methodologies and
approaches to social analysis are also the basis of feminist theorizing as
opposed to the dichotomous ahistorical and abstracted conceptualization,
reflected on feminist praxis.

In Canada, equality is now formally affirmed in social life, with the
recognition of the same legal rights for both women and men. The
Canadian Charter of Rights and Freedoms in the 1982 Constitution Act
says that “every individual is equal before and under the law and has the
right to equal protection and equal benefit of the law without
discrimination and, in particular, without discrimination based on race,
national or ethnic origin, colour, religion, sex, age or mental or physical
disability” (Section 15). Section 28 asserts that “Notwithstanding anything
in this Charter, the rights and freedoms referred to in it are guaranteed
equally to male and female persons.” In the early 1980s, women’s
organizations had to mobilize to have equal rights by sex included in the
Charter. As a matter of fact, there are feminists that argue that this is a not
a genuine equality.

For feminist sociologists, a major problem is that the classical
definitions of the social world exclude large parts of human action and
interaction. Many of the excluded portions of the social world are those
that were typically occupied by women and children, with classical writers
showing little interest in or analysis of institutions such as the household,
family, or community where women’s experiences have often been
centred. More recent feminist approaches have emphasized the
importance of building alliances across difference, although this requires
“genuine dialog and mutual exchange between those who are unlike”
(Lovell 2000, 304). Perhaps the first concern of feminist sociology is to
recognize women as full-fledged social actors in the social world. While
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women were always part of the social world, theoretical perspectives often
did not recognize them as such. In some cases, earlier theoretical
perspectives can be modified or extended so that women are recognized as
such, in other cases it may not be possible to do so, thus requiring that
these perspectives be rebuilt or that their limitations be recognized. For
example, it would seem possible to introduce feminist theory into symbolic
interaction perspectives in a way that would enrich these. Theories such as
Parsons’ model of the family or the instrumental and expressive appear to
be much more limited and perhaps incapable of basic revision.

The recognition of biases, assumptions and alternative methodologies
led to the development of women's studies / recherche féministe in
Canada, and to its expansion in the academy study. Many courses,
programs and the legitimacy of this field have increased in number since
1980.

Feminists developed collaborative, comparative methodologies to
reduce individualism and increase representation of diverse women and
their experiences. Such approaches allow us to understand different
manifestations of oppression from sexism, racism, class discrimination,
colonialism, heterosexism. Learning from differences and similarities in
concrete experiences also allows the understanding of local and global
processes such as nationalism or globalisation.

Over the last decades, the feminist project has made a significant
contribution to the sociological theory by calling to attention the relevance
of issues such as: male-female relations and their patterns, violence
against women, inequality. The feminist social theory fosters not only
feminism, but also the contemporary social theory in general. Women are
not easy to understand. Many authors have extensively written about
women, yet no one can claim to fully capture their essence.

The recent approaches identify difference between the genders as the
starting point for social analysis. Gender Difference feminists argue that
universal presumptions are in fact not neutral but derived from men or
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notions of the masculine and constitute women as outsiders. However, the
former theorists have not attempted to include women in a gender-neutral
universal. Difference feminism underscores women’s concern for
relationship, with their sensitivity to the particulars of individual
circumstances and interest in the individual lives. The aim that unites all
feminists is to end women’s oppression, but the way in which this aim is
attained separates them.

Human standard regards men and women as being the same. Rather
there is an alternative worldview which recognises and highlights
difference, specifically gender difference. Some examples of gender
difference writers include Mary Daly (Radical feminist), Nancy Chodorow
(psychoanalytic Socialist feminist), Carol Gilligan (moral philosopher), and
Luce Irigaray (psychoanalytic Postmodern French feminist). It is evident
from this short list that this singular focus on gender difference (rather
than several differences) spans Modernist and Postmodern approaches. I
employ the terms ‘Identity Politics’ and ‘Sexual Difference’ respectively to
distinguish these frames of reference.

The aim of the Gender Difference framework in Feminism was, rather
than attempting to locate the marginalised women at the edges of existing
society, to acknowledge difference positively. Such a concern involves
reversing the traditional hierarchy of social privilege by revaluing the
marginal. Rather than an all-embracing theory of social organisation and
human nature, such thinking tends towards a multiple account of different
social and cultural positioning. Some feminists promoting this woman-
centred Identity Politics argue that men and women are naturally
intrinsically different, an idea that has been long contested.

In the more Postmodern inflected versions of Gender Difference
thinking — often termed ‘Sexual Difference’ thinking — there is a marked
refusal of any particular content to gender identities like ‘women’. Sexual
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Difference theorists do not assume that women necessarily have any
particular qualities that can be contrasted with those of men. Instead, they
revalue the feminine as representing in cultural terms ‘difference’ from the
masculine norm. The norm — what is deemed to be universal rather than
the merely particular — is associated with the Masculine. Gender is not so
much about the actual characteristics of men and women as the exemplary
symbolic register for power and hierarchy in society, but the symbolic
Western cultural understanding that differences between people must be
conceived as expressing an intrinsically hierarchical order. The differences
are seen as normal/superior or abnormal/inferior but not as diversity. In
revaluing the feminine as having an autonomous potential and not merely
as the other (lesser) half of the masculine, in conceiving the feminine as
offering a vision beyond hierarchy, Sexual Difference theorists reinterpret
Gender and Feminism: it as the means to envisage plurality in society.
While Feminist Identity Politics and Sexual Difference approaches depart
in their assessment of the meaning of the category women/feminine, they
share certain features. They offer postmodern variants on the common
theme of the incommensurability of the sexes and the importance of
celebrating rather than suppressing difference in social life.

This framework of difference has equivalents in sexuality. In this case
the studies strongly focus on marginal group identities and on the
difference between homo- and hetero- sexualities. Difference theorists
validate difference from that mainstream, being committed to the critical
examination of dominant rather than marginal social identities, the typical
stress being laid on revaluing different identities. Social positioning has
necessarily taken another path from its deployment in feminist theorising.

The social constructionist or materialist feminists strongly rejected the
gender difference position that became significant in the 1980s. They
argue that difference does not adhere in the self/identity, is not an
inherent essence, but is created by relations of power. Social
Constructionist theorists largely reject Modernism’s humanist emphasis
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on a pre-existing inner core to the self. Rather, they assert, identities are
made and made different by the social structuring effects of power.

Postmodernism offers a critique of both Emancipatory and Gender
Difference approaches in that both of the latter accounts stress relatively
fixed notions of identity, criticizing inherent or fixed notions of either
human or group identities as essentialism, in support of an original inner
essence of self.

A second overriding concern of feminist sociology is to recognize the
difference between biology and the social — the difference usually
associated with sex (biologically ascribed) and gender (socially
constructed). A large part of feminist theory and research has been
devoted to explaining how the status, role, and position of women in the
social world was socially constructed, and was not natural or
unchangeable. This involved studies of the different experiences of women
in different times and places, showing the great variety of ways that
societies dealt with male/female relationships, resulting in the view that
gender differences were much more variable and malleable than biological
differences. For feminists, biological realities may be relatively
unchangeable, but what is constructed in social relations is more readily
reconstructed.

Such an approach is consistent with a sociological approach, where
social construction is always emphasized over biological explanations. It is
also consistent with liberal or equal rights approaches to feminism,
tending to argue that the mind/body split that accorded rationality and
mind to males and nature and body to females were incorrect. That is,
feminists argued that both males and females have bodies that differ, but
similar minds and capabilities. They argued that is was a male view that
women were more connected to nature and the body, and male
domination and power over females meant the relegation of females to the
private sphere. But these were socially constructed views of gender by
powerful males who perpetuated such differences through laws, exclusion
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of females, and domination of personal relationships. Feminists thus
argued that females were as capable and rational as males, and there
should be equality between males and females in all aspects of life, both in
the public and private spheres. That is, the social construction of gender
was the problem, not some inherent biological difference between men
and women.

But it has not been easy to completely ignore biological realities and
radical feminism has reintroduced the body and biological characteristics.
While these are in quite different ways than in nineteenth century writings,
it has become clear that the division between sex and gender is not clear-
cut, nor so useful for feminist analysis as once thought.

Finally, some feminists emphasize the superior and positive
characteristics of women. The alleged expressive, caring, maternal,
nurturing, and conflict resolving characteristics of females are missing
from instrumental, utilitarian, rational, and aggressive males. But if there
is to be equality, and women and men are the same, which of these
characteristics is to emerge? Would the equal female adopt the supposed
male characteristics? Historically, feminists often argued that women
could bring their more positive expressive characteristics to public life
social relationships.

Postmodern feminism offers, among other things, a multiplication of
the notion of difference that appears in the group difference approaches.
In this theoretical trajectory there is an expansion of difference towards
differences, a plurality that withstands any set identities. Postmodern
feminists do not aim to include women in the existing opportunities of a
male world or broadening the male world into an expanded range of
possibilities that can include women. Nor do they wish to reverse the
traditional hierarchy and focus on women/feminine (the model of
gender/sexual difference). Postmodern feminists intend to destabilise the
very conception of identity (human or group) and the binary identities
(men and women) upon which the two former strategies rest. Writers like
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Butler and Sedgwick question speaking as a woman, or for women, and
instead emphasise differences between and within us all. The concern with
differences may be extended to the point where the issue is a movement
beyond such categories of analysis which questions their very status. Some
writers may draw upon and be described as postmodern philosophers (for
example, ‘postcolonial writers’ such as Gayatri Spivak).

Postmodern frameworks conceive people as no more or less than a
social product organised by power. In this form of feminist thinking there
is no prior or authentic true self underneath power. This is what creates
multiple, fragmented selves and power itself is not a singular process. In
short, postmodern feminism relates to an anti-generalist notion of a
common core human nature or agency and has a very strong anti-
essentialist position.

The terms Postmodernism and Poststructuralism are often used
interchangeably and the range of their meanings is frequently better
captured by considering their specific uses in particular writings.

For many, feminism is first of all a collective awakening of
consciousness that leads to a revolt against the gender-based power
structure and the subordination of women.

Patriarchy is "a social system in which men hold the power, or, to put
it simply, male power." (Translation of Christine Delphy, Dictionnaire
critique du féminisme, 2000, 141). Patriarchy is a system of male
domination over women that is manifested in both the public sphere (the
job) and private sphere (the family). It can be considered as a range of
formal and informal structures and the individuals holding authority in
these structures that combine in the specific oppression of women.
Patriarchy oppresses and exploits women by denying them power over
their living and working conditions. Domestic chores are still women's
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domain, and women still hold most of the minimum wages and part-time
jobs.

Feminism is a way of being, seeing and acting. This comprehensive
vision of oneself and the world sparks a process of individual and collective
transformation. In other words, it is a consciousness-awakening process
leading to action. While feminists generally agree on these basic principles,
they do not all share the same understanding of the roots of inequality and
the solutions that need to be implemented.

What is the explanation for women's subordination in different
societies? How can these situations be changed? The answers to these
questions vary among the different currents of feminist thought.

Historically, women in most societies have been excluded from
numerous spheres of life (political, economic, scientific, etc.). They were
mainly responsible for running the home, maintaining it in good order and
raising the children. Under patriarchal ideology, after being the dependent
of their parents, they became the dependent of their husband.

Feminism is considered one of the great social movements of the 20th
century. Feminists have achieved numerous advances, including women's
right to vote, the transformation of the traditional roles of women and
men, the critique of male supremacy in the family, the massive arrival of
women in the labour force, the narrowing of the income gap between
women and men, legislation enabling the right to divorce and civil (non-
religious) union. But even though these are solid gains from which we
benefit every day, there is still a long way to go before we achieve genuine
equality. Indeed, some of these gains are now being threatened. In Canada,
we are seeing this in conservative policies and the economic and religious
right that back them; this means we face possible setbacks in some of these
areas.
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Feminist theory has expanded and become more nuanced and the
feminist movement is addressing new issues and engaging in new
struggles (e.g., anti-racism, combating discrimination against women with
a disability). Despite the ongoing debate about the third wave, we can list
some of the characteristics that many feminists attribute to it: the
importance of art as a tool for protest and action, the imperative need for
inclusion of women in all our diversity, decentralization and self-
management.

There is no general theory of feminism; rather it comprises diverse
theoretical currents of feminist thought. Each of them proposes an
explanation of why and how women are socially subordinated and suggests
the path to change. Among them the "Postmodern” feminism has multiple
forms. Consequently, the definitions given by its various authors are not
unanimously accepted. In general, though, we can affirm that postmodern
feminism challenges and deconstructs established practices, models and
standards, including gender identities. Postmodern feminists believe that
the social perception of sex (female/male), gender (feminine/masculine)
and sexuality (heterosexuality/homosexuality) is simply a matter of social
constructions that we must deconstruct to allow for the creation of varied
identities.

There are both changes and continuities in gender theory and that
both change and continuity can be seen in the recent reinterpretations of
issues and debates in feminism.

Postmodern challenges to the idea of a stable self and to the coherence
of the category woman have caused a long lasting debate about the relation
between gender and the self. If there is no such thing as a self with
persistent attributes, it seems that gender cannot be a feature of every
woman's identity. But if there is nothing that all women have in common,
it seems that there are no interests that all women share, and there is
nothing for feminism to be about. Several feminist philosophers have
proposed accounts of the relation between gender and the self that aim to
rescue feminism from this reduction.
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Postmodern feminism is an approach to feminist theory that
incorporates postmodern and post-structuralist theory (Nicholson, Linda,
ed., 1990).

Linda Hutcheon, one of the most renowned of Canada’s theorists,
wrote extensively both on postmodernity and feminism. She is known as a
"cultural theorist" or "literary critic and "feminist” and "a specialist in
Canadian literature” or as a “philosopher”. In her definition of
postmodernism she states that this movement, particularly its attention to
difference and marginality, has been significantly shaped by feminism.
“Once that happened, - she said -"difference" became the focus of much
thinking - from newer issues of sexual choice and postcolonial history to
more familiar ones such as religion and class. I think feminisms (in the
plural) were important for articulating early on the variety of political
positions possible within the umbrella term of gender - from liberal
humanist to cultural materialist. Feminist discussions "complexified"
questions of identity and difference almost from the start, and raised those
upsetting (but, of course, productive) issues of social and cultural
marginality”.

In her theoretical work she asserted that feminism has taken a variety
of forms in different cultures, speaking of "feminisms" rather than a single
feminist movement, implying that there is a distinct Canadian feminism:

“I can't help believing that Canadian feminism is different: our social
situation as women in Canada is different even from that of women in
Britain or the U.S. - because of legal as well as cultural differences - and
our intellectual context is, for historical reasons, perhaps more of a
hybrid than most (though obviously related to that of post-colonial
nations). Framed geographically and historically between two major
Anglophone empires (past and present), Canada has experienced an odd
amalgam of British and American influences and both have played their
role in shaping our intellectual heritage.”

Much of her work has focused on or included representations of "the
feminine" in literature and other art forms. In an early work (The
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Canadian Postmodern) she suggested a shared pattern of irony and
parody in texts by women writers generally and Canadian fiction.

“Faced with a strong colonial heritage that conditions its response to
Britain (and France, but in a different way) and confronted with an even
stronger cultural power to the south of us in the USA, Canadians have
often turned to irony to position themselves (self-deprecatingly) or to
contest the strength of those dominant cultural forces of history or of the
current situation. I wrote a book called Splitting Images: Contemporary
Canadian Ironies to try to explain my sense of the pervasiveness of
parody and irony as a Canadian response to marginalization (often self-
marginalization, I should say).” (O'Grady, Kathleen. Theorizing —
Jfeminism and postmodernity, A Conversation with Linda Hutcheon. UK:
Trinity College, University of Cambridge, (Interviews with Linda
Hutcheon) http://vos.ucsb.edu/browse.asp?id=1674

There may be strong parallels found between postcolonialism and
feminism as both are fundamentally concerned with the politics of
"othering," marginalization and the construction of subordinated
subjectivity, colonialism and patriarchy. Broadly speaking, postcolonial
critics have attempted to dismantle naturalized assumptions about
language and textuality using two main strategies: a denial of the centrality
of imperialist culture (abrogation), and a seizure and reconstitution of
imperial discourse (appropriation). These strategies are equally evident in
feminist theories in which patriarchal norms are rejected and/or
subverted.

Language is a central concern of both postcolonial and feminist theory
and the theoretical trajectories of both have examined issues of "silencing"
and enclosure due to the way in which the female/colonized subject has
been forced to articulate selfhood in the terms of the oppressor. Both
postcolonial and feminist theories interrogate the notion of a standard
code by rejecting the binary structures of patriarchy/colonialism in order
to posit alternative, but no less valid, centers. This in turn allows the
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experience of the marginalized to be rendered authentic and offers the
possibility of reconstructing the patriarchal/colonial canon.

Postcolonial theory, like feminism, raises vexing questions about
identity formation, essentialism, biologism and constructivism in order to
refute the notion of an ontological marginality and inferiority applicable to
minority discourses. Both theories attempt to reinstate the marginal in the
face of the dominant and unmask the structures of domination in a process
of convergent, subversive but not always intersecting evolution.

Can we talk nowadays about postfeminism, and what does it mean for
each of the theorists? Postfeminism can be understood in two main ways.
In popular media it often means the end of feminism or after-feminism,
implying that the goals of feminism have been achieved. In academic
contexts it generally means a new form of feminism associated with
postmodernism; that is why it is also often called postmodern feminism.
Postmodern feminism focuses on gender differences and especially on
understanding differences in relation to subjectivity and embodiment.

Caroline Rosenthal’s study of Audrey Thomas, Daphne Marlatt and
Louise Erdrich and the essays on Carol Shields, edited by Edward Eden
and Dee Goertz, are proof that feminist criticism, diverse though it may be,
has clearly established itself as a major approach to literature. Although
Marlatt’s feminist commitment is much more intense and radical,
Thomas’s, Shields’s and Erdrich’s literary sense of the body — as subject of
humorous distortion (Shields and Erdrich) or of ironic wordplay (A.
Thomas) — has a powerful impact on readers.

Drawing on feminist cultural studies theories and offering close
readings of Audrey Thomas’s Intertidal Life, Daphne Marlatt’s Ana
Historic, and Louise Erdrich’s tetralogy (Love Medicine, The Bingo Palace,
The Beet Queen, and Tracks), Caroline Rosenthal shows how these texts
“disrupt linguistic and narrative structures not to unearth a true female
identity, but to bring to the surface a multiplicity of women’s identities.” In
studying Thomas’s Intertidal Life and Daphne Marlatt’s Ana Historic, her
interest is in the narrative aspects of a self that ( like gender itself ), is
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tenuously constituted and volatile. Rosenthal is particularly impressive in
her subtle and yet succinct analyses of the language games and parodic
uses of intertexts that help Thomas, in Intertidal Life, to reveal suppressed
elements in the concepts of motherhood and femininity, and enable
Marlatt, in Ana Historic, to destabilize traditional notions of gender by
problematizing instead a lesbian identity as the “monstrous other.”
Rosenthal forcefully deconstructs female stereotypes by bringing together
different works by authors from diverse backgrounds.

The recognition of multifarious social realities has profound
implications for changing the ways in which feminist research is practised
today. Sociology and feminism rely on the relevant questions of today’s in
order to expose and solve inequality. In order to counter the power of
biased, contemporary knowledge, previously marginalised groups need
their own intellectual space for creative work, and these separate spaces
must be respected and fostered. As marginalised groups regain their
individual and collective distinctiveness, knowledge creation will flourish,
especially if sociologists are mindful of homogenizing tendencies. As more
complex, ideas replace dichotomies, insightful concepts will emerge.
Organizations such as the International Sociological Association are
fruitful sites for this active intellectual engagement and for developing a
collaborative, comparative approach to research across boundaries. As
long as this approach is truly attentive to and respectful of differences,
collaborative and comparative field-based learning will enlighten, enliven
and nourish knowledge to further enlightenment.

The name women's studies / recherche féministe was developed at a
Canada-wide symposium in 1991, organized in association with a review of
strategic research on women. Its explicit recognition of women, feminism,
and bilingualism distinguishes it from Gender Studies, more characteristic
of the United States. The more collective, diverse and less individualistic
assumptions of Canadian feminist scholarship and practice are illustrated
by the difference between the group-based National Action Committee on
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the Status of Women (NAC) in Canada and the individual-based National
Organization of Women (NOW) in the United States.

In recent years, Canadian sociologists have made significant
contributions with a variety of journals and books which can explain the
history and structure of the Canadian society. The contemporary
approaches obviously allow a deep change in dealing with the political and
social facts of Canadian society and with the social construction of
femininity, with promising prospects for the future of feminist sociology.
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A CONTEMPORARY PORTRAIT OF MOTHER INDIA
BETWEEN CULTURAL SPECIFICITY AND DIVERSITY
IN ARUNDHATI ROY'S THE GOD OF SMALL THINGS
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Abstract: Booker Prize winner Arundhati Roy addresses the
sweeping problems and complexities of twentieth-century India as the
country struggled for independence from British colonialism, in the
narrative of the Kochamma family story, which has even some
autobiographic elements. The novel shows a lingering Anglophilic
sentiment among Indians who are caught between upholding narrow
English standards of beauty and conduct, and confronting their own
history of class prejudice and misogyny.

Critical response to The God of Small Things has been largely
positive, for her handling of such a wide range of personal and social
issues was praised, and even similarities in her writing to that of Salman
Rushdie, William Faulkner, and James Joyce were pointed out. Other
critics have argued that such comparisons are premature and that, while
the novel shows tremendous promise, it is too self-consciously literary to
be considered a masterpiece. Nonetheless, Roy is lauded for undertaking
to examine the turbulence of India on such a large scale.

Keywords: Post-colonialism, Otherness, Specificity, Diversity

The God of Small Things is Arundhati Roy's first and most
accomplished novel. It is semi-autobiographical in that it incorporates,
embellishes, and greatly supplements events from her family's history.
When asked why she chose Ayemenem as the setting for her novel, Roy
replied, "It was the only place in the world where religions coincide; there's
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Christianity, Hinduism, Marxism and Islam and they all live together and
rub each other down ... I was aware of the different cultures when I was
growing up and I'm still aware of them now. When you see all the
competing beliefs against the same background you realize how they all
wear each other down. To me, I couldn't think of a better location for a
book about human beings." Because of her ingrained understanding of
Ayemenem's diversity and cultural paradoxes, Roy allowed her
imagination to run wild in a familiar landscape.

Upon finishing the novel in 1996 after four years of writing, Roy was
offered an advance of half a million pounds. Rights to the book were
demanded worldwide in 21 countries from India to New York. Upon its
publication, the novel became a bestseller, going on to win England's
premier literary award, the Booker Prize, in 1997. This made Roy the first
Indian woman and non-expatriate to win the award.

Yet Roy's grand introduction into the fiction canon was not without
incident. The God of Small Things infamously enraged some leftist
Keralans upon its release. Soon after the book's release in 1997, a lawyer
named Sabu Thomas attempted to have the book's last chapter removed
because of its graphic description of sexual acts between members of
different castes. Fortunately for the author and the novel, Thomas was
unsuccessful and his lawsuit served only to bolster Roy's assertions
throughout the novel that the caste system still greatly affects present-day
Indian society.

Winning the Booker Prize placed Roy among the ranks of such writers
as Salman Rushdie. Although in interviews Roy has denied imitating
Rushdie's style, The God of Small Things certainly shows his influence.
The novel's constantly changing perspective, its nonlinear progression of
narrative, its lush, almost extravagant, sometimes capitalized or
contracted diction, and its confounding of fantasy and reality also connect
the novel with the style of "hysterical realism" (one might think here of the
young American writer, Jonathan Safran Foer). Despite these similarities
to others, Roy's narrative style and perspective are distinctive in The God
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of Small Things. In addition to the literary techniques described above,
Roy hones a delicate use of language that makes each word seem precious
while imbuing phrases with a keen sense of whimsy. She skillfully
incorporates foreshadowing in tiny refrains such as "Things can change in

nmn

a day," "roses sicksweet on a breeze," and "blood spilling from his skull like
a secret." The reader must collect these phrases along the way so that they
fall into place with ease by the novel's end.

According to one critic, Roy's most original contribution in this novel
is her portrayal of children, entering into their thinking in a way which
does not sentimentalize them but reveals the fierce passions and terrors
which course through them and almost destroy them." Indeed, the
perspectives of child protagonists Rahel and Estha are given the most
weight of any throughout the novel. Even though, according to another
critic, Rahel and Estha are "victims of circumstance," they are to an equal
extent intelligent evaluators of it.

Although the book has no single protagonist and no definitive moral, it
certainly champions details of life to which contemporary society tends to
be too frenzied or farsighted to pay heed. Roy does her best in the novel (as
well as in her other writing and political activism) to enfranchise the
"Small Things," overlooked people and issues that, in her opinion, deserve
more attention.

In a society concerned with "Big Things" such as the caste system,
political affiliations, and marriage, Roy directs the reader to the "Small
Things." These can be small creatures and their activities - the "whisper
and scurry of small lives" - as well as secrets, promises, sins, and other
emotional 'creatures' that people do not want to acknowledge. All of these
things seem to have no place in the lives of characters like Baby
Kochamma and Comrade Pillai. They want to strive for culturally
significant ideals such as an honorable family and a noble political life.
Because "Small Things" are shunned, they must find refuge in dark, secret
places like the river and the History House, or the hearts of those willing to
nurture and protect them. It can be a good or bad thing to keep watch over
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"Small Things." Velutha, "The God of Small Things," slips from place to
place undetected, enjoying life's small pleasures without paying attention
to the "Big" fact that he is an Untouchable and should not be playing with
the twins or sleeping with their mother. Velutha is also called "The God of
Loss," a sad title that references the loneliness that accompanies living
amongst the "Small Things." At the same time, recognizing the powerful
presence of "Small Things" means knowing that we are never alone; there
is always someone watching, even if it is a flea or even a microbe. Estha
and Rahel are the the disciples of "The God of Small Things." They explore
the world of the river and History House, where no one else dares go.
Because they are children, they are not as tied to the world of "Big Things"
as the adults. Yet they also bear the brunt of the weight of the sad and
dangerous "Small Things" that go on in their family's life: Estha's
molestation, Rahel's fear that Ammu loves her a little less, the secret of
what really happened to Sophie Mol, and the beating of Velutha, which
they see with their own eyes. When Rahel and Estha make love as adults,
they are finally letting go of their grief through action - they set themselves
free from the burden of their "Small Things."

The grotesque permeates the story of The God of Small Things from
the very beginning, when Rahel imagines the ceiling-painter dying on the
floor, "blood spilling from his skull like a secret." We learn later that this is
Velutha, dying alone and wrongfully accused in the police station. The
grotesque takes precedence throughout the story precisely because it is not
allowed to do so by the characters. That is, it is the manifestation of the
ugly secrets that the family refuses to acknowledge, and since they are
forbidden from being acknowledged openly, they are forced to seep into
the world of "Small Things" through language, dreams, and daydreams.

Two repeating grotesque images are of Velutha's broken body and
Sophie Mol's drowned corpse. They are the proverbial skeletons in the
family's closet, willed to be nonexistent but unable to be forgotten.
Therefore they become macabre images that haunt the characters,
especially Rahel and Estha. Also, sex and violence are connected in a
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grotesque way in the novel. The first instance of this combination is in
Estha's molestation; his first sexual experience is a terrifying violation.
And when it is safe on the riverbank, Ammu's and Velutha's affair is
crystallized and beautiful, but once it is discovered, it quickly becomes
associated with violent death. Finally, when Estha and Rahel make love,
their incest is grotesque. Roy portrays the act of lovemaking as beautiful,
but it is made bizarre by the fact that Rahel and Estha are siblings - twins,
no less - and that they are doing so out of "hideous grief." It is as though in
order to overcome all their grotesque secrets, Rahel and Estha must
perform a grotesque act.

The family members' lives revolve around Ayemenem even though
practically all of them journey away from it and then make a homecoming
journey. The most prominent homecomings are those of Estha and Rahel.
Estha comes home because he has nowhere else to go, and Rahel comes
home to be with him. They come home to the place of their childhood and
their deepest fears and pains, as well as to one another - they have not seen
each other in thirty-one years. Throughout the story, we find the adult
Rahel and Estha sharing space but not bridging the gap in their
communication. When they finally break the rules and make love, they can
finally feel as though they are back home, even as they violate a community
norm. For them, the location of Ayemenem is not home so much as the
safe haven within Ayemenem that they represent for one another.

Other characters such as Baby Kochamma and Chacko leave India to
study, but they too always end up back in Ayemenem. When Sophie and
Margaret Kochamma arrive in Ayemenem, they are treated as though they
are returning home. A cake is festooned with "Welcome Home, Our Sophie
Mol," and a matching song is sung. The family sees Sophie's homecoming
as a part of the clan making a rightful return.

Roy uses the theme of homecoming to explain that we cannot escape
history and our roots. We can ignore it and relegate it to forbidden places
like the History House and the pickle factory, but we will always "come
home" to the reality of who we are and what we have done in our lives.
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Nevertheless, two characters who do not get to come home before their
deaths are Ammu and Velutha. They die outside their own worlds in
foreign rooms. The fact that they do not make a homecoming journey is a
testament to the fact that although they pay for their actions with their
lives (or in Ammu's case, her life as she knows it), they do escape the
bounds of their roots, namely their castes.

Although they do their utmost to hide it, the family members' lives are
filled with scandals. The foremost of these is Sophie Mol's death. Somehow
the scandal of the incident is intensified by the fact that Sophie is not
native to Ayemenem, so her death there is far out of the ordinary.
Connected immediately to Sophie's death is Ammu and Velutha's affair.
From the moment it is discovered, the affair goes from a clandestine
experience of pleasure to an act punishable by death. Even before the
police all but kill Velutha, Vellya Paapen offers to kill him with his bare
hands, and Mammachi banishes him from her property on pain of death.
Estha's molestation by the Orangedrink Lemondrink man is a scandal
acknowledged only by Rahel and Estha.

There are also smaller scandals peppering the story, such as Velutha's
affiliation with the Communist Party and the question of whether Sophie
Mol is Chacko's legitimate child. The characters almost rely on scandal to
make their lives interesting, but they continually banish scandals to the
world of "Small Things" to the extent that they reemerge in unexpected,
often grotesque ways.

One of the refrains Roy uses in The God of Small Things is, "Things
can change in a day." This phrase encapsulates the tumultuousness of the
characters' lives; when change happens to them, it is usually on a large and
enduring scale. Specifially, the story's three major deaths -Sophie's,
Velutha's, and Ammu's - mark major points of change for all the
characters. These deaths are focal points for the story - they are bizarre,
sudden occurrences that suggest the randomness of life in general and the
notion that things as we know them are always in transition.

32



Although the family would like to think that their individual secrets
and desires can be preserved just as easily as pickles and jams, in fact life
goes on developing whether it is acknowledged or not. Other major points
of change in the novel are Estha's leaving Ayemenem to live with Babu,
Estha's molestation by the Orangedrink Lemondrink man, the first time
that Ammu realizes her attraction to Velutha, and the first time they meet
by the river and make love.

In contrast to her assertion that "Things can change in a day," Roy also
uses The God of Small Things to focus on the way that events and ideas are
preserved. The world of "Small Things" is a quiet repository for those
things that the world of "Big Things" finds unacceptable. These include
small secrets and pains, like Ammu's knowledge that Velutha loves her a
little less, bigger things like Estha's molestation by the Orangedrink
Lemondrink man, or things so enormous that they are barely containable,
like Ammu and Velutha's affair and the story's three major deaths.

Small things can change, but to look at the flip side of mutability, they
also can be preserved. Instead of being acknowledged and worked through,
these types of socially-uncomfortable topics are relegated to the safe,
sacred, "untouchable" world of the riverbank and History House, thereby
being bottled up. The family's business, Paradise Pickles & Preserves,
embodies the family's desire to keep the secrets and scandals out of sight.
As long as these things are kept under glass as the preserves and pickles
literally are, they pose no threat. It is worth noting that the family does not
own a cleaning or cremation operation - their business is not in tidying or
eliminating things, but in carefully locking them away to be enjoyed later.

Scandal can make them miserable, but it also keeps their lives
interesting. We see this especially with Baby Kochamma, who revels in
stirring up scandal under the false pretense of trying to eliminate it. Of
course, when a fruit or vegetable is pickled or preserved, its nature changes
permanently; one would be as hard-pressed to reverse any of the family's
scandals as turn a pickle back into a cucumber or illegal jam back into a
banana. Once time has passed and a secret or scandal has been preserved,
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there is no way to go back and be sure of what exactly happened. Therefore
the pickled secrets allow the characters' lives to be intriguing, but not
wholly incriminating, painful, or understood. Unlike pickles, though,
pickled scandals have a way of gaining in pressure until they burst out
from their containers.

Roy has said that one of the things that brought her back to her
childhood home of Ayemenem as the setting for her novel was the cultural
diversity she remembers thriving amidst in her own life. When religions,
cultures, and castes clash in Ayemenem, the results can range from minor
disturbances to major acts of violence, as with Velutha's death. But there is
also a certain beauty to such a kaleidoscopic range of people, which Roy
suggests is worth the struggle for overall cultural cohesion.

To a certain extent, all of the family members are anglophiles; Chacko,
Baby Kochamma, and Rahel all get their educations in the Western
tradition. Yet none of them renounces their own culture; they all return to
Ayemenem. When Sophie Mol and Margaret Kochamma arrive in India,
the family goes to lengths to anticipate what Western things might make
them feel at home. The twins are encouraged to sing English songs, and a
cake says "Welcome Home, Our Sophie Mol" in English. In the same way,
Comrade Pillai tries to impress Chacko by having his children recite
English poetry.

Another cultural element in Ayemenem is Communist activity, which
involves Comrade Pillai, Chacko, and Velutha. Even though they are
politically affiliated, the caste system trumps any sense of brotherhood
that Comrade Pillai would have with Velutha. He refuses to help him on
the grounds that he is an Untouchable, although later he is happy to use
Velutha's death as an excuse to agitate the workers of Paradise Pickles &
Preserves. In her descriptions of the Cochin hotel and Kathakali dancers in
the temple, Roy seems to mourn a certain cultural purity that is lost in
Kerala's becoming a tourist location, "God's Own Country." Historical
buildings are turned into lounges and dining halls, and the beautiful and
drawn-out art of Kathakali is abridged to suit tourists' taste and patience.
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Luckily, cultural authenticity is one of the "Small Things" preserved in
havens of Ayemenem such as the History House and the river.

The story of the Kochamma family addresses the sweeping problems
and complexities of twentieth-century India as the country struggled for
independence from British colonialism. Lingering Anglophilia among
Indians and its resultant shame and self-loathing inform the better part of
the novel, in which Indians are caught between upholding narrow English
standards of beauty and conduct, and confronting their own history of
class prejudice and misogyny.

Critical response to The God of Small Things has been largely positive.
Critics have praised Roy's lush and sensuous prose and her handling of
such a wide range of personal and social issues, and have noted similarities
in her writing to that of Salman Rushdie, William Faulkner, and James
Joyce. Other critics have argued that such comparisons are premature and
that, while the novel shows tremendous promise, it is too self-consciously
literary to be considered a masterpiece. Nonetheless, Roy is lauded for
undertaking to examine the turbulence of India on such a large scale.
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Abstract: The present paper starts from the premise that no
criticism can exist outside the frame of some ideology. Since the presence
or absence of certain literary works from the literary histories is a matter
of critical “taste”, which itself differs depending on the context where it
was formed, thereby appears a necessity to reconsider the criteria of the
literary canon, on the basis of principles such as Virgil Nemoianu
presents in his article, “The Canonical Battle”. Analysing the recent
debates in Romanian criticism we conclude that there is ample basis for
applying the ideological canon of gender to Romanian literature.

Keywords: gender studies, cultural stereotypes, literary canon.

Studiile de gen ofera o interpretare ‘politica’ (a se citi: ideologica,
militanta) a textului literar: nu existd o abordare neutra ori inocenta a
acestuia. Dupa cum aratau Catherine Belsey si Jane Moore in articolul The
Story So Far:

‘Art’ was no longer a cover for politics; ‘literature’ ceased to be a
special category, a repository of timeless truths concerning an eternal
human nature; and great authors could get it wrong. [...] Writing was a
cultural rather than a purely individual phenomenon, and the social
context of literature was more than an explanatory ‘background’. Fiction,
it seemed, both manifested and influenced the ways in which societies
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understood themselves and the world. Literature was in this sense
profoundly historical !

In privinta metodologiei, studiile de gen sunt:

[...] concerned with ... woman as the consumer of male produced
literature, and with the way in which the hypothesis of a female reader
changes our apprehension of a given text, awakening us to the
significance of its sexual codes...Its subjects include images and
stereotypes of women in literature, the omissions of and misconceptions
about women in criticism, and the fissures in male-constructed literary
history.2

Asadar, acest tip de cercetare reflecta in primul rand modul in
care se produce receptarea literaturii de catre femeia-ca-cititor;
aceasta perspectiva releva faptul ca identitatea de gen (atat
masculina, cat si feminina) din productiile literare cu auctoriat
masculine tradeaza o serie de stereotipii culturale. Ulterior,
studiile de gen se axeaza si asupra constituirii unei traditii literare
specific feminine, privind literatura din perspectiva femeii-ca-
scriitor.

Critica bazata pe studiile de gen este orientata catre o analiza
amanuntita a operelor literare cu scopul demonstrarii faptului ca in mod
obisnuit toate reprezentarile feminitatii si ale masculinitatii se
subordoneaza unor imagini stereotipice, adanc inradacinate in mentalul
colectiv. Aceste stereotipii sunt considerate constructe culturale, in
conditiile in care modul ‘standard’ in care erau portretizate personajele nu
avea prea multe in comun cu imaginea reald. Astfel de constructenu
apartin in mod necesar scriitorilor care opereaza cu ele, ci culturii; mai

1 Belsey, Catherine, Moore, Jane, “Introduction: The Story So Far”, in: Belsey,
Catherine & Moore, Jane (eds.), The Feminist Reader.Essays in gender and the Politics of
Literary Criticism, 21d edition, London, Macmillan Press, 1997, p. 7.

2 Showalter, Elaine, “Towards a Feminist Criticism”, in: The Feminist Reader, ed.

cit, p.238.
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mult, o atare analiza conduce automat la o examinare atenta a rolurilor de
gen, unde genul nu defineste esenta masculinitatii si a feminitatii, ci modul
in care acestea sunt definite cultural, modul in care cultura le construieste:

If we are to understand the process of gender formation within a
culture, and if we are to understand the shiftness with which cultures
have laid claim to the formulatons of their predecessors in order to
naturalise their own perceptions, we need to study how things have
changed. Ths requires the readings of men’s and women’s writing side by
side. How things have changed is likely to challenge any notion of a
sustained arc of progress in representing women; it will challenge also
the notion of a stable archetypal order. Clutter, inertia, scurry: the hoped
and longed for, long delayed but informing the present-these are more
often the motions we shall discover in reading through the writing of past
periods.3

Cu alte cuvinte, un astfel de tip de lectura provoaca critica traditionala.
Aceastd grila nu este In mod necesar un rechizitoriu, ci incearca sa
dezvaluie modul in care textul literar evoca dinamica masculin-feminin in
raport cu mentalitatea cititorului, incurajand reafirmarea sau provocarea
normelor culturale existente. Studiile de gen incurajeaza, in ultima
instanta, o lectura contextualizata a textului, oferind, totodata,
fundamentul pentru investigarea altor teme care preocupa mentalul
colectiv al epocilor analizate.

In acest moment este legitim si ne punem urmétoarea intrebare, fie si
retoric: este grila de gen aplicabila literaturii roméane, asa cum
apare ea in traditia feminista si, mai recent, a studiilor culturale? Caci, desi
post-feminist, discursul de gen raméne, in esenta, o critica ideologica, ceea
ce atrage dupa sine dezbateri de ordin moral, data fiind sensibilitatea
noastra fata de istoria recentd a cenzurii totalitare. Venit pe fondul unei
astfel de memorii sociale, discursul grilei de gen nu poate sa trezeasca prea

3 Beer, Gillian, “Representing Women: Re-presenting the Past”, in: The Feminist

Reader, ed. cit., p.78.
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multd simpatie in cultura academica roméaneasca, cu atdt mai mult cu cat
studiile de gen militeazd in subsidiar pentru reconsiderarea canonului
existent. Un prim argument, mai mult sau mai putin retoric, ar fi acela ca
nicio criticd nu poate exista in afara unei ideologii sau a alteia, deoarece
absenta sau prezenta unor opere din istoriile literare sunt o chestiune de
‘gust’ critic, diferit si el, in functie de contextul formarii. De altfel,
dezbaterea actuala asupra canonului in literatura romana este foarte acuta
si consideram ca nu poate fi expediatd intr-un sub-capitol; daca
mentiondim numai furtunoasele reactii produse recent de ideea
reconsiderarii operei eminesciene, putem avea o imagine destul de clara
asupra tensiunilor care mocnesc in agora criticii romanesti, nefiind, in
fond, decat o querelle reeditata.

Trecand in revista in Biografia ideii de literatura 4 ofensiva
anticanonica existenta in ultimele decenii, in mod special in cultura anglo-
americand, Adrian Marino dezbate pe larg necesitatea reconsiderarii
canonului literar traditional la noi:

Nodul problemei canonului literar, dupa cum se observa cu usurintd,
este redefinirea ideii de valoare (absoluta, eternd, universald, etc., in sens
relativist, istoric, social si psithologic). Studiile cele mai sintetice si critice
pun in lumina intreaga contextualitate (“contingenta”) a ideii de valoare.
[...] Impotriva nationalismului, eurocentrismului, imperialismului,
colonialismului literar si altor —isme ideologico-literare am scris si noi,
plecand de la unele teze ale lui R. Etiemble, intr-o carte cu cheie (1982).
Dar canonul eurocentrist si academic a fost si continud sa ramana,
indeosebi in zona francofond, mai puternic...5

Marino propune o metodologie de clarificare a ierarhiilor literare
anterioare lui 1989, care presupune

4 Marino, Adrian, Biografia ideii de literaturd. Vol. 4. Secolul 20. (Partea a Ila) ,
Cluj-Napoca, Editura Dacia, 1997, p. 223.

5 Marino, Adrian, Biografia ideii de literaturd. Vol. 4. Secolul 20. (Partea a Ila) ,
Cluj-Napoca, Editura Dacia, 1997, p. 223.
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[...] doua tipuri de operatii: documentarea, respectiv sincronizarea,
cu aparatul conceptual occidental si aplicarea ideii canonului contestabil
pe material romanesc.6

Modelul teoretic oferit de Biografia... lui Marino ne faciliteaza si
accesul direct la o sintezd a ofensivei anticanonice postdecembriste.
Metodologia amintita este sustinuta in cultura romana postmoderna in
primul rand de V. Nemoianu?, alaturi de care Monica Spiridon, Gheorghe
Grigurcu, Al George, Liviu Antonesei, Ion Simut s.a. sustin® necesitatea
revizuirii, contestarii sau extinderii canonului clasic si ideologic existent,
prin agezarea studiului literaturii pe un fundament teoretic si metodologic
solid, care sa implice “documentare, sintezd, sistematizare, metoda si
continuitate”.9 Reluam mai jos argumentatia lui Nemoianu'© care vine in
sprijinul analizei noastre cu privire la oportunitatea ‘inserarii’ grilei de gen
in critica literara romaneasca:

1. Valoarea intrinsecd este relativa, fiind determinatd de momentul
istoric in care apare o opera literara;

2. Ierarhiile stabilite in mod traditional trebuie reconsiderate periodic,
acest proces fiind nu numai legitim, ci si necesar;

3. Literatura de tip “popular”, textele “de mana a doua” trebuie
reconsiderate (conceptul de clasa);

6 Ibid., p. 225.

7 Nemoianu, Virgil, “Bdatalia canonica — de la critica americanda la cultura romana”,
in: Romania literard, XXIII, 41, 11 octombrie 1990, apud Marino, A., op.cit, p. 229.

8 Cf. Marino, A., op.cit., pp. 229-230; textele citate, apartinand autorilor amintiti,
sunt, in ordinea citatd, urmatoarele: Spiridon, Monica, “Democratia jocului canonic”, in:
Roméania literara, XXV, 8, 12-18 martie, 1992; Antonesei, Liviu, “Ierarhiile se clatind,
dar nu se prabusesc”, in: Convorbiri literare, 9-10, 1994; ambele apud Marino, A., op.cit.,
pp. 229-230.

9 Marino, A., op.cit., p. 230.

10 Cf, Marino, A., op.cit., pp. 224-225.
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4. Canonul literar trebuie reconsiderat si din perspectiva feminina
(grila de gen);

5. Literatura universala trebuie sa includd si productii literare ale
scriitorilor care nu fac parte din rasa alba (conceptul de rasi), data fiind
tendinta de globalizare a culturii;

6. Globalizarea culturald atrage diversificarea receptarii, fapt care
implica, in mod inerent, deconstructia criteriilor canonului traditional.

Revenind, asadar, la aplicabilitatea canonului ideologic de gen in
literatura romana, consideram ca exista premise pentru legitimarea grilei
de analiza propuse, fie ea si in scop experimental.
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Abstract: The paper deals with the concepts of “limit” and
“transgression” as they occur in the first poetry volume published by
German author Dieter Schlesak as he was still living in Romania. The
theory underlying my approach originates in Gabriel Liiceanu’s book
“Despre limita” (On the limit). Starting from the Indo-European root
*per-, Liiceanu coins the term “peratologie” to refer to a semantic field
connoting danger, movement beyond the horizon and transgression of
the given limits. Similarly, through my close reading of Schlesak’s poems
I argue that the subject of limit and transgression is not only present
explicitly in the texts, but is mostly pervading them. Intending to escape
censorship in communist Romania, Schlesak has designed a system of
metaphorical allusions to a suffocating reality and to the wish of
transgressing it. Thus, the subject of “limit” and “transgression” in his
early work is to be seen within its political context, but also as a starting
point for further conceptual developments.

Keywords: Dieter Schlesak, modernism, Romanian literature in the
sixties, limit, transgression, German minority in Romania, metaphor,
“peratologie”, Gabriel Liiceanu

Eine Analyse des Begriffs ,,Grenze”, so wie er im ersten Gedichtband
Dieter Schlesaks vorkommt, erweist sich als sehr aufschlussreich. Das
Wort ist bereits im Titel des Buches vorhanden, was die Bemerkung der
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Kritik rechtfertigt, dass der Thematik der Grenze im Werk Schlesaks von
Anfang an eine besondere Bedeutung zukommt. Werner Sollner fasst es
zusammen:

Das Grundthema des Schriftstellers Dieter Schlesak ist die
Erfahrung der Grenze: in geografischer wie historischer, in
weltanschaulich-politischer wie in subjektiv-psychologischer
Hinsicht, und zwar in nahezu jedem Bereich menschlicher
Existenz.

Im Folgenden geht es mir in erster Linie um die Besonderheiten, die
diese erste Thematisierung des Begriffs ,,Grenze” aufweist. Zugleich meine
ich weltanschauliche Elemente identifiziert zu haben, die sich durch das
ganze Werk Dieter Schlesaks verfolgen lassen. Genauer gesagt handelt es
sich um gewisse Bildkonstellationen und Sinnzusammenhinge, wo die
Idee der Grenze bzw. der Grenziiberschreitung von zentraler Bedeutung
ist, auch wenn das Wort an sich nicht vorkommt. Solche Konstellationen
waren etwa:

- das Thema der ,Blickbeschrankung”, d.h. des engen
Wirklichkeitsbegriffs, der auf das Unsichtbare und verniinftig Nicht-
Fassbare erweitert werden sollte,

- das Thema der Sprache, die der Wirklichkeit, den
Sinneswahrnehmungen nicht gerecht wird; diese Sprache als Instrument
der verniinftig geregelten Kommunikation und als Vehikel der tradierten
Bilder, Werte und Symbole wird mitunter als Gefangnis empfunden, aus
dem es auszubrechen gilt;

- die Spaltung zwischen Innen und AufBlen, Subjekt und Objekt und
die angestrebte Aufwertung der Innerlichkeit.

Diese Elemente wiaren im Zusammenhang von Wissen- und Sprechen-
Konnen zu bedenken. Die Problematik der Wahrheit scheint mir hier von
groBer Tragweite.
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Bevor wir zur eigentlichen Analyse kommen, sollten einige Aspekte
des historischen und biografischen Entstehungszusammenhangs niher
besprochen werden. Schlesaks Debiit fillt in das Jahr 1968, dessen
Bedeutung fiir die westliche Gesellschaft keiner weiteren Erklarung bedarf.
In Rumaénien fanden aber damals auch Veranderungen statt, die ebenso in
Richtung einer Reform alter Institutionen und einer offenen
Auseinandersetzung mit den Fehlern der Vergangenheit zu gehen
schienen. Die politische Lage und das kulturelle Klima Rumaéniens zu
dieser Zeit konnte man kurz mit einem Ausdruck von Anton Sterbling!
charakterisieren: Eine gewisse ,,Entkrampfungstendenz” war allgemein in
der rumainischen Gesellschaft zu spiliren. Damit ist die kurzwihrende
Liberalisierung und sogar Westorientierung in der ruméanischen Politik
gemeint, die infolge einer fortschreitenden Distanzierung von der
Sowjetunion entstand. Ruméanien war das einzige Land im Ostblock, das
1968 den Einmarsch der sowjetischen Truppen und ihrer Verbiindeten in
Prag verurteilte. Das hing, wie man im Nachhinein feststellen wiirde, mit
dem Versuch Ceausescus zusammen, seine Macht durch populare
MaBnahmen zu konsolidieren. Die angeblich liberale Phase des
rumanischen Staatssozialismus endete abrupt mit den sogenannten Juli-
Thesen ,zur Verbesserung der politisch-ideologischen Arbeit, der
kulturellen und erzieherischen Tatigkeit”, die Ceausescu 1971 ,in den
Kampf gegen literarische Vielfalt und Mehrstimmigkeit” schickte2.

Fiir die deutsche Minderheit war das Jahr 1968 auch von besonderer
Bedeutung, zumal dann drei neue deutschsprachige Zeitungen gegriindet

1Vgl. Anton Sterbling: Zum Abschied einer Minderheit. Gedanken zum ,Nachruf auf
die rumdniendeutsche Literatur®. In: Siidosteuropa. Zeitschrift fiir Gegenwartsforschung
40 (1991), Heft 5, S. 211-223.

2 Peter Motzan: Sieben schillernde Jahre. Rumdniendeutsche Lyrik in der
Zeitschrift ,Neue Literatur®, Bukarest (1965-1971). In: Anton Schwob (Hrsg.):
Methodologische und literarhistorische Studien zur deutschen Literatur Ostmittel- und

Siidosteuropas, Verlag Stidostdeutsches Kulturwerk, Miinchen 1994, S. 193.
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wurden3. Hinzu kommt noch die scheinbare Bereitschaft Ceausescus, auf
die Probleme der ,mitwohnenden Nationalititen” einzugehen und mit
deren Vertretern zu diskutieren. So gab es sogar ein Gespriach mit der
Parteifiihrung, an dem damalige Prominente der deutschen Minderheit
teilnahmen, unter denen sich auch der ehemalige politische Haftling Georg
Scherg und der Neue-Literatur-Redakteur Paul Schuster befanden.
Hannelore Baier berichtet dariiber:

Am 3. Juli fand dann die ,Beratung beim ZK der RKP mit
Wissenschaftlern und Kulturschaffenden aus den Reihen der
deutschen Nationalitat” statt. Dazu erschien am 5. Juli nur eine
kurze Meldung, iiber das Gespriach selbst wurden zahlreiche
Legenden in Umlauf gesetzt. Teilgenommen haben an der
Diskussion laut NW ,die Genossen: Anton Breitenhofer, Arnold
Hauser, Paul Schuster, Eduard Eisenburger, Carl Gollner, Carl
Saal, Johann Wolf, Nikolaus Berwanger, Hanns Schuschnig,

3Vgl. dazu Hannelore Baier: Das Jahr 1968 und die deutsche Minderheit. In. ADZ,
den 11. Juli 2009: ,Am 25. Februar wird [in der Bukarester Zeitung Neuer Weg, m. Anm.
M.I.]Jdas Erscheinen von ,Unsere(n) Kreiszeitungen“ angekiindigt. ,,Die Herausgabe der
neuen Presseorgane in deutscher Sprache steht mit der Verbesserung der administrativ-
territorialen Struktur in unmittelbarem Zusammenhang®, heifit es in der Bekanntgabe.
Erschienen ist Mitte Februar in Temeswar die Tageszeitung ,Neue Banater Zeitung® als
»,Organ des Kreisparteikomitees der RKP und des Temescher Kreisvolksrates“. Fiir
Anfang Miarz war ,vorldufig als Wochenblatt“ das Erscheinen der ,Hermannstiddter
Zeitung® (HZ) angekiindigt (sie blieb Wochenzeitung) sowie der ,Karpaten-Rundschau
(KR), die sich ,mit politischen, gesellschaftlichen und kulturellen Fragen“ beschéftigen
sollte. Die KR entstand aus der seit 1957 erscheinenden ,,Volkszeitung“, im Banat hatte es
seit demselben Jahr ,Die Wahrheit“ gegeben. Die drei deutschsprachigen Zeitungen
gehorten zu den ,39 Tages- und 15 Wochenblittern, die nun als Kreiszeitungen®
erschienen (als Folge des Ubergangs in der Verwaltungsstruktur von Regionen und

Rayons zu Kreisen/judete)”.
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Ewalt Zweier, Georg Scherg, Norbert Petri, Paul Schuller und
Franz Liebhard”, ebenfalls geladen waren Johann Szekler und
Hedi Hauser. (Das Stenogramm der ,Beratung” kann
mittlerweile im Staatsarchiv eingesehen werden.) Vorangegangen
war dieser Beratung jene mit den Wissenschaftlern und
Kulturschaffenden aus den Reihen der ungarischen Minderheit
am 27. Juni. Bereits im Mai hatte Ceausescu ein Gesprach mit
der Leitung des Schriftstellerverbandes gehabt, ein weiteres fand
am 6. November statt.4

Zur damaligen Zeit war Dieter Schlesak seit fiinf Jahren Redakteur der
deutschsprachigen Zeitschrift des Rumaénischen Schriftstellerverbandes
Neue Literatur. Beitrage von ihm waren allerdings bereits 1961 in diesem
fiir das deutsche Kulturleben in Ruminien &uBerst wichtigem
Literaturmagazin erschienen. Uber die Neue Literatur in der Zeitspanne
1965-1971 und ihre Rolle im ruméiniendeutschen Literaturbetrieb vor
allem bei der allmihlichen Abkehr deutschsprachiger Literaten vom
geistigen Provinzialismus sollte man den Beitrag von Peter Motzan
konsultieren.5

Diesem Beitrag sind zwei fiir unsere Untersuchung relevante Aspekte
zu entnehmen und zwar: 1) Im ruméiniendeutschen Kontext der
endsechziger Jahre war die Lyrik weit geeigneter als die Prosa, die
Merkmale der Moderne aufzunehmen. 2) Dieter Schlesak war, neben
Oskar Pastior, einer der ersten Autoren, die sich konsequent fiir eine
sSynchronisierung” der rumaniendeutschen Literatur durch ihre
Anniherung an die Asthetik der Moderne einsetzte. Als erster setzte er

4 Ebd.
5Vgl. Anm. 40.
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sich in einem theoretischen Aufsatz mit thematischen und stilistischen
Aspekten der modernen Lyrik auseinander.®

Dass sich die Lyrik dem normalen Verstindnis entzieht, eine Poetik
der Sinnverfinsterung und der Abkehr vom Wirklichen entwickelt, das gilt
freilich in erster Linie fiir die moderne Lyrik. Hugo Friedrich nennt sie
s~Sprache einer fast ausschlieflich von der Phanatasie erschaffenen, die
Wirklichkeit tiberspringenden oder vernichtenden Welt.”” Als Lyriker war
man in Zeiten geistiger Gangelung und systematischer Unterdriickung der
Meinungsfreiheit irgendwie unabhingiger vom iiberwachten Alltag und
man konnte leichter in ,verschliisselter Weise” nicht-konforme Inhalte
{ibermitteln.8 Uberdies war damals allgemein bei der jiingeren Generation
ruminiendeutscher Autoren ein ,,Uberdruss an dem sozialpidagogischen
Anliegen” festzustellen, ,das den ,Sozialistischen Realismus” und die
Heimatkunst auf merkwiirdige Weise miteinander verband”. 9 Dieser
Uberdruss duBerte sich vor allem in den Bemiihungen der Neue-Literatur-
Redakteure, ,Nichtprovinzielles aus der Provinz”© zu entdecken und zu
fordern sowie die Tradition der Moderne anhand massiver
Veroffentlichungen aus der ruméanischen und westeuropdischen Lyrik zu
erschlieBen. Man verfolgte also mit dieser Aneignung der modernen
Schreibweise ein doppeltes Ziel: die Distanzierung vom iiberholten Kanon

6 Vgl. Dieter Schlesak: Merkmale moderner Poesie. Beim Lesen von neuen Biichern
tiber Lyrik notiert. In: Neue Literatur 16 (1965), H. 5, S. 69-74.

7 Hugo Friedrich: Die Struktur der modernen Lyrik, Rowohlt, Hamburg 1956, S. 203.

8 Vgl. Peter Motzan: Sieben schillernde Jahre, a.a.0., S. 187.

9 Ebd.

10 Unter diesem Titel fasst Paul Schuster die Ergebnisse seiner Suche nach jungen
begabten Dichtern zusammen, die er in den literarischen Beilagen fiir Schiiler und
Studenten der deutschsprachigen Zeitungen zu finden glaubte. Vgl. P.S.
Nichtprovinzielles aus der Provinz [drei Folgen]. In: Neue Literatur 21 (1970), H. 9, S.
108-110; H. 10, S. 100-105; H. 11, S. 99-101. Zit. von Peter Motzan: Sieben schillernde
Jahre, a.a.0., S. 185.
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der Heimatdichtung und zugleich die Absage an eine ideologisch verformte
und missbrauchte Sprache.

An dieser Stelle sollte man kurz auf die Situation der rumainischen
Literatur zu jener Zeit eingehen. In seiner Studie iiber die rumaénische
Postmoderne stellt Mircea Cartarescu eine gewisse Verspatung der
rumanischen Kultur der Nachkriegszeit fest. Die gesamte literarische
Produktion zwischen 1945 und 1989 lieBe sich, so Cartarescu, in drei
Etappen aufteilen: 1) der Stalinismus: 1947-1963; 2) die ,,Offnung”: 1963-
1977; 3) die Diktatur: 1977-1989.1 Zur Zeit der ,Offnung” erlebte man eine
Wiederbelebung der Lyrik sowie eine Riickkehr zu den groBen Modellen
der Zwischenkriegszeit. Wahrend im Westen die Moderne relativ veraltet
wirkte und die Literaturwissenschaft bereits eine neue an den
Medienphdnomenen orientierte Literatur entdeckte und sich um die
Uberwindung der Grenze von Hoch- und Subkultur bemiihte, mit anderen
Worten schon den ersten Schritt in die Postmoderne!2 machte, erlebte die
Moderne in Ruménien der sechziger-siebziger Jahre eine zweite Jugend.3
Die Werke der sogenannten Generation der sechziger Jahre weisen
Grundmerkmale der Moderne auf: den Drang nach Neuerung aller
Ausdrucksmoglichkeiten und das Bediirfnis nach Synchronisierung, die
kultische Verherrlichung der Poesie, das Wegstreben von der banalen
alltaglichen Wirklichkeit, die Vorliebe fiir mythische und magische
Visionen sowie fiir die Abstraktion und die quasi-asketische Suche nach

1 Vgl. Mircea Cartarescu: Postmodernismul romanesc [Der rumdnische
Postmodernismus], a.a.O., S. 138.

12 Am Beispiel der Beat Generation wurde der Begriff der Postmoderne zunéchst in
den U.S.A. in die theoretische Diskussion eingebracht. In Europa verhalf Jean-Francois
Lyotard mit seinem Buch La condition postmoderne (1979, dt. Das postmoderne Wissen)
dem Begriff der Postmdoerne zum Durchbruch.

13 Vgl. Mircea Cartirescu: Postmodernismul romdanesc [Der rumdnische

Postmodernismus], a.a.O., S. 131.
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einer ,letzten Wahrheit”. Die groBten Dichter der sechziger Jahre kniipfen
an die Hermetik von Ion Barbu oder den Expressionismus von Lucian
Blaga an.

Sowohl altersmaBig als auch typologisch gehort Dieter Schlesak dieser
Generation der wiederentdeckten Moderne an. Bezeichnend ist in diesem
Kontext seine enge Freundschaft sowie seine Bewunderung fiir Nichita
Stanescu, den bekanntesten ruméansichen Lyriker dieser Generation, aus
dessen Werk er {ibersetzt und mit dem er sich auch kritisch
auseinandergesetzt hat. 4 Riickblickend behauptet Dieter Schlesak die
Moderne am eigenen Leib erfahren zu haben und das habe er der Zensur
und iiberhaupt der erdriickenden Atmosphidre im kommunistischen
Rumaénien zu verdanken:

Es ist kein Sarkasmus, wenn ich sage, dort mehr iiber die
Holle der Zeit erfahren zu haben als hier Grundsatzliches iiber
die Auflésung von Logik und Sprache, die Vernichtung des
Vorurteils, das uns einredet, es gibe so etwas wie Raum und Zeit,
gar eine Logik.15

Wiederholt spricht er im Zusammenhang mit dem Schreiben in der
Diktatur von ,Geheimdienstasthetik” und vom ,Versteckspiel mit der
Metapher”.1¢ Der Sprachsinn der von der Zensur bedrohten Dichter wurde
enorm gescharft, die Raffiniertheit der Anspielungen und Assoziationen
nahm eine existenzielle Dimension an. Der Doppelaspekt der Sprachkunst

14 Vgl. Nichita Stanescu: 11 Elegien, Literaturverlag, Bukarest 1969; Dieter Schlesak:
Nichita Stanescus Metapoesie der roten Zeit. Umkehr des Totalitdren zum Einen. In:
Nichita Stdnescu: 11 Elegien, Pop Verlag, Ludwigsburg 2005.

15 Dieter Schlesak: Analyse meiner Selbstbiografie. In: W. Solms (Hrsg.): Nachruf
auf die rumdniendeutsche Literatur, Hitzeroth Verlag, Marburg 1990, S. 175.

16 Vgl. Dieter Schlesak: So nah, so fremd, Dinklage 1995, S. 27 oder auch D.S.: Wenn
die Dinge aus dem Namen fallen, Rowohlt 1991, S. 40 f.

50



wird in einem solchen lebensgeschichtlichen Kontext auch besonders
deutlich: Einerseits handelt es sich um den asthetischen Gewinn, der sich
aus der groBen Herausforderung an den Dichter in , diirftiger Zeit” ergibt,
andererseits erkennt ein in der Diktatur erfahrener Schriftsteller die
Gefahr der Realitdtsflucht und das ,totalitare” Potential der Literatur viel
eher als ein AuBenstehender. Allzu leicht kann ein gefihrdeter Autor zum
Elfenbeinturm Zuflucht nehmen und diese Haltung nennt Schlesak im
nachhinein die typische ,Siinde” der fiinfziger-sechziger Jahre: ,Ich
nannte es ‘Anwesen’, wenn ich ‘drin’ war in meiner Gedankenburg,
Seelenburg. Irgendwie waren Schriftsteller Parodien eines Diktators, der
sich auch mit Sprache verbarrikadierte.” 17 Eine noch schlimmere
Versuchung wiare ,das selbstherrliche Diktat des ,alleswissenden”
Erzahlers, der so eine Art Spiegelbild eines Diktators ist, der sich dieses
Machtmittel anmaBt, anstatt in die Tiefen seines ungesicherten und mit
dem Tod verbundenen Eigenen hinabzusteigen”.18

Grenzstreifen ist also der Debiitband eines jungen Autors, der in
seinen Jahren als Neue-Literatur-Redaktuer die groBe Literatur der
Moderne mehr und mehr fiir sich entdeckte und auch dariiber reflektierte,
und der dariiber hinaus bestrebt war, seinem doppelten Unbehagen — an
der brutalen Realitit der Diktatur sowie an der noch einflussreichen
siachsischen Heimatidylle — Ausdruck zu verleihen. Interessant wiren
vielleicht in diesem Kontext noch zwei Artikel von ihm zu erwiahnen, die
gleich nach seiner Auswanderung in der westdeutschen Presse erschienen
sind. 9 In beiden Texten setzt sich Schlesak mit dem Zustand der
zeitgenossischen deutschsprachigen Literatur aus Rumaénien auseinander.
Der zweite Artikel ist hiarter im Ton, es ist von ,Provinzialitit als

17 Dieter Schlesak: Wenn die Dinge aus dem Namen fallen, a.a.0., S. 41.

18 Dieter Schlesak: Abschied von Siebenbiirgen. In: Stefan Sienerth: ,Dass ich in
diesen Raum hineingeboren wurde*, a.a.0., S. 237.

19 Dieter Schlesak: Eine fiinfte deutsche Literatur? In: FAZ, Marz 1969 und D.S.:
Provinz als Chance. In: KK 51/52/20. Mai 1970.
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Charakterzug”, von ,Reservate[n] konservativer Lebens- und
Geisteshaltung, sprachlicher Seltsamkeiten und Verfilzungen” die Rede
und es wird sogar eine Parallele zwischen dem sozialistischen Realismus
und dem Stil der ruméniendeutschen Traditionalisten gezogen:

Der antimoderne Effekt [Herv. von mir, M.L], ein
traditioneller Realismus im Stil, sprachliche, Lebens- und
Geschichts-Isolierung lieBen ruméiniendeutsches Schrifttum
dann relativ leicht absorbierbar werden auch fiir die sozialistisch-
realistische Kunstideologie der flinfziger Jahre: eine andere Art
von Isolierung und Provinzialitit, aber mit &ahnlichen
Einstellungen gegeniiber der Literatur-Infektion mit totalen
Ideologieanspriichen, ein Schrifttum, das mit Losungen anstatt
mit Sprache arbeitete.

Die Zeit nach 1964 charakterisiert Schlesak als eine giinstigere Lage
fiir die Literatur, stellt jedoch auch eine ,wenig erfreuliche Privatisierung
des Schreibens”20 fest. Man kann folglich die Vermutung nahelegen, dass
Dieter Schlesak sich dadurch zur Poetik Paul Celans bekennt, der in seiner
Biichner-Preis-Rede Der Meridian (1960) — einer Art Gegenentwurf zu
Gottfried Benns Theorie der Lyrik als monologischer Kunst — das Gedicht
als Gesprach auffasst. Hierzu sei kurz angemerkt, dass Peter Motzan
bereits auf diesen Aspekt und die Relevanz der Celan-Rezeption fiir die
rumaniendeutsche Lyrik der sechziger-siebziger Jahre eingegangen ist.
Bezeichnenderweise fillt sein Kommentar im Zusammenhang mit einem
Gedicht aus Grenzstreifen (Landschaftsversuch aus Traum), bei dem er
einen starken Einfluss Celans feststellt:

Paul Celan und seine am Rande des Verstummens
angesiedelten  Schmerzsilben, seine schwermiitige und

20 In Provinz als Chance.
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hochartistische = Metaphorik avancieren zum Paradigma
moderner Poesie. Heinrich Stiehler hat iiberzeugend
nachgewiesen, dass die intensive Celan-Rezeption nicht
ausschlieBlich der Erschaffung einer imaginidren Eigenwelt
Vorschub geleistet, sondern auch zu einer ,tendenziellen
Politisierung der deutschsprachigen Gegenwartsdichtung
Rumaéniens” beigetragen hat.2t

Der Schlusssatz im FAZ-Artikel Dieter Schlesaks bezieht sich auf die
Problematik der Grenze und derer Versprachlichung. Dabei wird das
Thema ziemlich allgemein gehalten und man konnte meinen, es geht
schon in Richtung einer Erweiterung seines Bedeutungsrahmens iiber die
geografisch-politische Dimension hinaus: ,Altbekannte Grenzen sollen
iiberschritten, sie selbst zum Objekt der Sprache gemacht werden.”

Jetzt wollen wir versuchen, Schlesaks Begriff der Grenze, so wie er
sich den poetischen Texten entnehmen lasst, auf seinem Weg durch den
Debiitband des Autors zu verfolgen. Die Gedichte sind in sieben Teilen
gruppiert. In den ersten zwei Teilen erscheint die 1. Person Singular nur
zweimal und der dritte Teil beginnt mit dem Satz: ,Das Dogma vom Ich ist
ein Stein.” (S. 33). Das Gedicht geht weiter: ,Echo der Enge, zwiangt mir
die Seele ein. Nachtlicht. Aber die Strenge”. Ab diesem dritten Teil kommt
ein Ich in den Texten relativ oft vor, es gibt aber auch viele Du-Gedichte,
die auf ein starkes Mitteilungsbediirfnis und somit auf eine Poetik der
Dialogizitat verweisen. Diese Anredegedichte reichen von der Anrufung
kosmologischer Instanzen beziehungsweise ethischer Werte oder anderer
Abstrakta — ,,Versaumnis du, / o schones Chaos, das mir meine Zeit anbot”
(S. 39) — bis zu Gedichten mit Widmungsadressaten — ,Das Spiel ist aus,

21 Peter Motzan: Sieben schillernde Jahre, a.a.O., S. 190. Er zitiert aus Heinrich
Stiehler: Paul Celan, Oskar Walter Cisek und die deutschsprachige Gegenwartsliteratur
Rumdniens. Ansdtze zu einer vergleichenden Literatursoziologie. Peter Lang, Frankfurt

a. M.-Bern-Cirencester 1979, S. 173.
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du hast es erlernt” (S. 53): Fiir Alfred Margul-Sperber (gest. 1967) — und
zu scheinbar erotischen Gedichten. Letzteres ist zumal im fiinften Teil des
Bandes der Fall, wo die erotisierende Sprache und eine gewisse
Unbestimmtheit vorwiegend sind.

Mit wenigen Ausnahmen sind die Gedichte in freien reimlosen Versen
geschrieben und weisen auch andere grundlegende Merkmale der
modernen Lyrik auf. Die ,Enthumanisierung” ware da an erster Stelle zu
erwahnen, freilich nicht im negativen Sinn, sondern so, wie sie von Hugo
Friedrich in seiner Studie Die Struktur der modernen Lyrik angegangen
ist22, als ,radikalste Abkehr von der Erlebnis- und Bekenntnislyrik” auf
dem Weg zu einer ,liberpersonliche[n] Neutralitdt”. Die meisten Gedichte
in Grenzstreifen sind wahre ,Feste des Intellektes”23, in denen die
menschlichen  Alltaglichkeiten zum Schweigen gebracht werden.
Tatsachlich gibt es in diesem Band viele ichlose oder sogar menschenlose
Gedichte, die den Dienst an der allgemeinen Verstiandlichkeit und den
unterscheidbaren vertrauten Emotionen verweigern und sich in einer
Vieldeutigkeit verlieren, die an die Grenzen des Interpretierbaren stoBt.

Dariiber hinaus erweist sich Schlesak in seinem Debiitband als
Meister der Einblendungstechnik, d.h. eines typisch modernen
Verfahrens, das in seiner Funktion von dem herkommlichen
Metapherbegriff als verkapptem Vergleichen abweicht:

Die moderne Metapher entsteht nicht aus dem Bediirfnis,
Unbekanntheiten auf Bekanntheiten zuriickzufiihren. (...).
Moderne Lyrik hat aus der metaphorischen Grundfihigkeit,
etwas Nahes mit etwas Fernem zu verbinden, die verbliiffendsten
Kombinationen in der Anverwandlung eines schon Fernen an ein

22 Vgl. Hugo Friedrich: Die Struktur der modernen Lyrik. Rowohlt, Hamburg 1956, S.
109 f.
23 Die Formel stammt von Valéry: , Ein Gedicht soll ein Fest des Intelelktes sein.” Zit.

von Hugo Friedrich, a.a.0., S. 142.
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ganz Fernes entwickelt, ohne sich um das Erfordernis einer
sachlich oder gar logisch begriindeten Nachvollziehbarkeit zu
kiimmern. Stirker als die klassische Literatur bekunden die
modernen Texte, dass die metaphorischen Bezeichnungen nicht
die ,uneigentlichen” sind, sie sind im Gegenteil die
unersetzlichen, die spezifischen, spezifisch namlich fiir eine
Lyrik, die primar der Sprache, nicht einem Weltbezug dient.24

Aus der dichterischen Praxis des jungen Schlesak lassen sich viele
Beispiele von kiithnen Metaphern anfiihren, wo zwei oder mehrere
dissonante semantische Bereiche aufeinander bezogen werden und
ineinander greifen: ,Honiggewitter der Mauern” (S. 44), ,Eiweiler Spaten,
dein Leib” (S. 60) etc. Ein gutes Beispiel dieses Verfahrens ist das ganze
Kindergedicht (S. 100), das auch im FAZ-Artikel zitiert wird:

Lange genug haben wir iiber der Wahrheit

allzu weite und tote Kreise gezogen,

das Wort verpackt im Morgenrot und Lackpapier.

Und auch die Nacht sahen wir schimmern wie Regenbogen.

Als die Seifenblase platzte,

an der wir tiber die Pfiitzen schwebten,

blieb das Gestange, -

und wir saBen klein im Papierkorb.

Eine deutliche Beziehung zwischen dem Titel und dem Gedichtinhalt
gibt es auf den ersten Blick nicht. Trotzdem konnte man vermuten, dass
der Titel als Verharmlosung des politisch problematischen Inhalts gedacht
ist. Die Wahrheit steht im Mittelpunkt des Gedichts. Eine ebenso zentrale
Position kommt einem anderen Abtraktum zu, ndmlich dem Wort. Die
Wabhrheit scheint hier verborgen zu sein, jedenfalls sich auf einer tieferen
Ebene befindend, die noch unzuginglich bleibt. Die Kreise, die {iber der

24 Hugo Friedrich, a.a.O., S. 208.
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Wahrheit gezogen werden, sind tot, sie stellen also keinen Weg zur
Erkenntnis dar. Der Kreis scheint hier kein Symbol der Perfektion zu sein,
sondern im Gegenteil ein Zeichen der leeren Wiederholungen derselben
Fehler. Es findet hier kein Ereignis der Wahrheit im antiken Sinn statt, sie
tritt nicht in die ,,Unverborgenheit des Seienden” (Heidegger), ins Nicht-
Vergessen (aAnBeia) hervor. Es entsteht vielmehr eine Kluft zwischen
Wahrheit und Wort. Das Wort gehort eher der Oberflache an, der Logos
wird zur Parole und Losung degradiert, ,verpackt in Morgenrot und
Lackpapier” und dadurch zum Instrument der Tauschung gemacht. Die
fiinfte Zeile deutet auf einen Bruch, der auch grafisch signalisiert wird. Die
Seifenblase steht fiir die Illusion und ihr Zerplatzen deutet auf ein
plotzliches Erwachen, auf einen Schock an, der die Ent-Tauschung, d.h.
den Austritt aus der Illusion herbeifiihrt. Aus dem Vorstellungskreis der
Kinderspiele greifen hier Elemente (Seifenblase, Lackpapier, Kreise
ziehen) auf die Sphire der Wahrheitssuche tiber.

Das Motiv der Grenze, auch wenn es nicht explizit vorkommt, wird
hier bereits angedeutet. Es handelt sich nicht blo8 um eine scharfe
Grenzziehung zwischen dem Bereich der aAn0eia, also dessen, was durch
Sprache ins Licht der Erkenntnis treten sollte, und dem Bereich der §6&a,
also der Meinung und des Scheins. Die zwei Begriffe, die bei Platon klar
auseinandergehalten werden, stehen im nachmodernen Zeitalter der
Skepsis und der ,Hermeneutik des Verdachts” vielmehr zusammen. Die
Erkenntnisposition, von der aus das Gedicht formuliert wird ist nicht
leicht auszumachen. Die Dinge ins Unverborgene zu bringen, sie vor dem
Vergessen und dem Zudecken durch bloBe Meinungen zu retten, wire das
Ziel der Dichtung. Hinter diesem Ziel bleibt jedoch das Ich, das sich hier in
der 1. Person Plural artikuliert, als spriache es ein allgemeines kollektives
Problem an, in der Unzulinglichkeit seines Wissens und seiner Sprache
immer zuriick. Man sitzt ,klein im Papierkorb”. Das Ich scheint sich schon
hier in einen Grenzraum zu fliichten, der ihm eine gewisse Distanz zu
Ideologien, Meinungen, dsthetischen Theorien etc. gewahrt.
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Rein quantitativ gesehen kommt das Lemma ,,Grenze” — allein oder in
Komposita — elf Mal vor in 100 Seiten. Das ist nicht viel, aber man darf
sich dariiber nicht hinwegtauschen lassen. In einem gewissen Sinn konnte
man im Zusammenhang mit Grenzstreifen von einer ,,Peratologie” reden.
Der Begriff stammt von Gabriel Liiceanu, der ihn im Anhang seines
Buches Despre [limita ausfiihrlich erklart. 25 Er scheint mir im
Zusammenhang mit Schlesaks Gedichtband gut anwendbar, zumal es sich
dabei auch um eine ,,Phianomenologie der Grenze” handelt, also um das
Hervorbringen von Bildkonstellationen, die mit dem weiten semantischen
Feld der Grenze sowie der Grenziiberschreitung zu tun haben, auch dort,
wo das Wort an sich nicht vorkommt.

In diesem Buch benutzt Schlesak das Wort ,,Grenze” auch, aber nicht
nur im engeren geografisch-politischen Sinn. Ziemlich eindeutig scheint
mir die Anspielung auf die streng iiberwachte Grenze, die das totalitar
regierte Rumanien von der ,freien” Welt trennt, im Gedicht auf Seite 8.
Die Uberschreitung dieser Grenze kann lebensgefihrlich sein: ,Weh dem,
der iiberschreitet!” Es ist vom Stacheldraht und vom Mord die Rede, es
wird ,scharf geschossen”, jedoch ,aus der Erinnerung”, so dass man im
Sinne der Vieldeutigkeit der modernen Dichtung das Gedicht auch nicht
unbedingt als politischen Text interpretieren muss. ,,Auf der Grenze gehen
ist verdachtig” ist ein anderes Beispiel solcher geschickten Verfremdung.
Ein ,Ich” spricht ein unbestimmtes ,,Ihr” an, das allerdings im Kontext des
totalitiren Regimes nicht mehr so unbestimmt klingt. Auf der Grenze
gehen, ein Grenzginger sein, ein Zwischen-den-Stiihlen-Gefallener, ist
freilich verdachtig in einem Staat, wo alle, vor allem alle Intellektuellen
und Kiinstler, in eindeutigen Lobeshymnen auf die einzige Partei
iibereinstimmen sollten. Sich der Nacht und dem Schweigen, letztendlich
der Ambiguitiat, zu verpflichten ist eine grenziiberschreitende, nicht-
konforme, politisch verdachtige Geste. Das Gedicht wird von Schlesak

25 Vgl. Gabriel Liiceanu: Despre limitd [Uber die Grenze]. Humanitas, Bucuresti

1994, S. 149-172.
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1994 in seinem Buch Stehendes Ich in laufender Zeit26 im Zusammenhang
mit der Rolle der Literatur zitiert, die in jene Zonen einzudringen hat, die
am wenigsten ideologieanfillig sind:

Es ist das, was jeder Staat fiirchtet, das Unvorhergesehene,
das Schopferische Element im Leben, auf das der Stasistaat
frontal zuging, bis in die schlammigsten Seelenabgriinde. Und
dann doch daran scheiterte. Letztlich ist es das Ungewusste im
Tod, dem keine Ideologie beikommt.

LAUF DER GRENZE GEHEN IST VERDACHTIG! Doch lieb
ich mir euren Verdacht, er / bestatigt mir stets / die Niitzlichkeit
meiner Vergehen. / Wie ist es doch anriichig, nimmer gesehen zu
werden, / wie weckt ein sicheres Versteck / das GroBe
Misstrauen: / wenn man iiber eure Kopfe hinweg / schweigt. //
Ich weil: / jede Nacht ist ein Verbrechen, jedes Herz ein
Uberldufer, / und der Tod ist mein Freund, / vor dem ihr,
missmutig zwar, doch endlich / den Hut zieht!”

Von der Grenze ist also nicht nur da die Rede, wo das Wort an sich
vorkommt. An dieser Stelle sollte man sich vorerst die vier semantischen
Richtungen der indoeuropdischen Wurzel *per- vergegenwartigen, so wie
sie von Liiceanu zusammenfassend dargelegt werden. Aus dieser Wurzel
haben wir im Altgriechischen folgende Worter: népag (Grenze, aber auch
Ende, Ziel; das Hochste, AuBerste, Vollendung); mépav (driiben, jenseits;
aber auch das jenseitige Ufer); neipa (Erfahrung der Grenze; Erprobung,
Versuch; Wagnis, Unternehmen, listiger Anschlag); topog (Weg zwischen
zwei Grenzen, Durchgang, Briicke, Bahn, Pfad, aber auch Hilfsmittel,
Erwerbung); mepaw  (hinliberbringen, tiibers Meer verkaufen;
iiberschreiten, hindurchkommen, eindringen).27

26 A.a.0., S. 249.
27Vgl. ebd., S. 150-151 und Langenscheidts Taschenworterbuch der griechischen
und deutschen Sprache. 1 (Griechisch-Deutsch) von Prof. Dr. Hermann Menge,

Langenscheidtsche Verlagsbuchhandlung, Berlin Schoneberg 1910.
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Die lateinischen Worter periculum (Gefahr) und periclitatio
(Erprobung, Versuch, Erfahrung) gehoren auch in dieses semantische
Feld. Bei den Altgriechen hatte die Grenze eine Funktion der
ontologischen Orientierung. ITépag war urspriinglich im &lteren
Sprachgebrauch — so Aristoteles in der Rhethorik — eine {ibliche
Bezeichnung im Vokabular der Seefahrt. In diesem Bereich wird die
Grenze mit dem Horizont gleichgesetzt, es geht also dabei nicht um die
vorhandene Grenze, sondern vielmehr um die zu erreichende Grenze. Das
Ufer ist das unsichtbare Ziel, auf das die Fahrt sich hinbewegt. In diesem
Fall ist meépag auch mépav (driiben) und es gilt, es (das Ziel) durch
Uberschreitung zu erreichen. Dieses Unternehmen wird stindig von
Gefahren (pericula) begleitet.

Im Gedichtband Schlesaks spielt die Wassersymbolik eine besondere
Rolle und es entsteht sogar eine Spannung zwischen dem Fliissigen und dem
Festen, die das ganze Buch durchzieht. Wasser und Stein sind Ur-Elemente,
die  Schlesak  besonders gern in  Gegeniiberstellungen  von
Unbekanntem/Unendlichem/Grenzenlosem und Fest-Umrissenem
/Unbeweglichem einsetzt. So etwa auf Seite 36: ,Leicht ist die
Unterscheidung unter den Steinen. / Aber das Wasser / wie zieht man unter
dem Wasser / sichtbare Grenzen?”. Eine Frage wird also einer Behauptung
gegeniibergestellt. Das Wasser wird mit Unbestimmtheit, Ungewissheit,
Wandlung, Leben, Unbewusstsein assoziiert, wobei der Stein Sichtbares,
Festes, Harte, Anorganisches konnotiert. Es sei hier nochmal an die bereits
zitierte pradikative Metapher ,,Das Dogma vom Ich ist ein Stein.” erinnert, die
vermutlich auf jenen versteinerten Zustand des sozialen Konformismus
anspielt, auf die starren Grenzen des Ego, die man nur unter groSer Gefahr
iiberschreiten kann.

Weitere Assoziationen zur Dialektik FliBig-Fest, diesmal konkreter im
Bereich des Meeres und der Seefahrt angewandt, findet man auf Seite 34.
Dort wird auch die Fahrt auf die Gefahr bezogen und das Ufer mit der
Grenze gleichgesetzt, ganz im Sinne der Antike: ,Ufer ist Grenze, ein
taglich sich bauender Orpheus, / wo aus den Steinen die Flut ihn dann
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hebt.” Diese Idee der tiglich sich verschiebender Grenze taucht auch auf
Seite 8 auf: ,Wer aber kennt den Raum, / wo die Grenze taglich sich
verschob?” Darin wird also implizit die Grenziiberschreitung gemeint oder
wenigstens die Sehnsucht danach.

In diesen groBen Zusammenhang der Meeresmotivik, in der die Idee
der Uberfahrt, also zugleich der Uberschreitung wund des
Briickenschlagens, verborgen liegt, gehort auch das Gedicht Flaschenpost
aus tiefster Ohnmacht (S. 49), das mir u.a. als gutes Beispiel fiir das
intertextuelle Verfahren vorkommt, dessen sich Schlesak bereits in diesem
Band bedient. Die Flaschenpost als Sinnbild fiir die Dichtung wird von
George Gutu als ,ein kennzeichnendes Merkmal des sogenannten
‘Bukowiner Dichterkreises™28 betrachtet. Im Grunde handelt es sich um
ein sehr anschauliches Bild der Ubertragung, das den etwas abstrakten
Terminus ,Metapher” auf seine altgriechische Wurzel zuriickfiihrt. Wenn
man aber Schlesaks Bewunderung fiir die Lyrik Sperbers, Kittners, Celans
bedenkt, die neben ein paar anderen Autoren der deutschsprachigen
Moderne zu den wichtigsten Identifikationsfiguren seiner Jugendzeit
gehoren und ihm zur Distanzierung von der ruméniendeutschen
konservativen Dichtungs- und Lebenshaltung verhelfen, ist auch ein
direkter Einfluss der poetologischen Ansichten der Bukowiner Dichter
nicht auszuschlieBen. Vor allem Celans AuBerung iiber den dialogischen
Charakter des Gedichts scheint in diesem Zusammenhang relevant zu sein:
»Das Gedicht kann, da es ja eine Erscheinungsform der Sprache und damit
seinem Wesen nach dialogisch ist, eine Flaschenpost sein, aufgegeben in
dem - gewiss nicht immer hoffnungsstarken — Glauben, sie konnte
irgendwo und irgendwann an Land gespiilt werden, an Herzland
vielleicht.” 29 Die Sehnsucht nach Kommunikation mit einem
geheimnisvollen Anderen, vielleicht sogar nach Offnung zu einer anderen

28 George Gutu: Die Lyrik Paul Celans und der geistige Raum Rumdniens, Bucuresti
1990, S. 142.
29 Zit. nach George Gutu, a.a.0, S. 141.
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Dimension, die jenseits aller Konventionen und der poesiewidrigen Welt
des Alltags liegt, ist ein Leitmotiv in diesem Gedichtband. Das Dichten
bewegt sich an den Riandern des Schweigens, wo sich die Abgriinde der
Sprache auftun und nach Ausdruck dringen. Um mit Sperber zu reden,
der auch in die intertextuelle Bezugswelt der Grenzstreifen gehort, ist das
Gedicht ,,die Kunst, das Unséagliche zu sagen. Es ist ein Schweigen, in dem
das Stumme gerade noch horbar zu werden scheint...”3° Das Unsagbare
und die unergriindlichen Dimensionen der Sprache sind auch im Gedicht
Schlesaks prasent: ,Das Geheimnis: spiirbar wenn die Sonne scheint. /
Stehen auf zerbrochenen Briicken. / Tasten. Grashalme. Den Geruch von
frischem Holz — / nie zu erreichen. / Doch schattenhaft zeichenbewehrt in
der glashelle / Geist aus der Flasche; / Labyrinthe der Bilder gehen ins
Unaussprechbare. (...)".

Man konnte in diesem  Lyrikband drei verschiedene
Erscheinungsformen der Grenze identifizieren: das Ufer, das Schweigen
und der Tod. Das Schweigen ist auch — im Unterschied zur absoluten Stille
— eine Art Grenze oder besser gesagt ein Zwischenraum, der die
Sprachlosigkeit von der Sprache trennt. Wenn das Sprechen aufhort, tritt
das Schweigen auf, aber immer wird die Moglichkeit mitgedacht, dass die
Rede jederzeit wiederaufgenommen werden kann. Das Schweigen sowie
die Angst sind haufige Themen der modernen Lyrik, im
Entstehungskontext von Grenzstreifen bekommt jedoch das ,Schweigen”
besondere Konnotationen. Es kann sich sehr wohl um das Verschweigen
von gefahrlichen Inhalten beziehungsweise um das Totgeschwiegen-
Werden handeln. In dieser Hinsicht sind vor allem zwei Gedichte relevant:
Brancusi. Tisch des Schweigens (S. 16) und ein titelloses Gedicht auf Seite
08. Trotz seiner Hermetik und der expliziten Bezugnahme auf den
modernen Bildhauer Brancusi scheint der erste Text auch auf die Gefahr
hinzudeuten, der das Wort in einem totalitiren Regime stindig ausgesetzt
wird: ,Wo zwei sind, beginnt man zu sein. / Wo drei sind, wird die Rede

30 Vgl. ebd., S. 140.
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Angst.” Das Schweigen kann auch als Verweigerung interpretiert werden,
mitzumachen, mit den anderen ,in Reihen” zu gehen: ,Wenn die Worte in
Reihen gehn, / steht zwischen den Spalieren keine Wahrheit.” (S. 12). Im
Schweigen hingegen kommt die Wahrheit am besten zur Geltung, so wie
die biblische Anspielung im bereits erwahnten Gedicht anzudeuten
scheint: ,Es sitzen Zwolf / am besten mit dem Wort im Munde da. /In
ihrem Schweigen trifft sich / Wahrheit, / dass die Medusen / machtlos vor
Waut / schreien.” (S. 16) Fremde Elemente ,.ein Tier aus Rauch”, ,ein blauer
Drache”, ,Winterzungen”, die ,schreienden Medusen” lenken vom
politisch brisanten Inhalt ab.

Der Tod kommt auch als eine Erscheinungsform der Grenze vor, und
zwar der absoluten Grenze, die ins Unendliche und ins Unbestimmte fiihrt.
Der Tod wird zweimal als etwas Positives bewertet: ,der Tod ist mein
Freund” (S. 18) und ,Tod ist gut.” (S. 42). Der Tod ist aber auch eine
standige Bedrohung, die hochste Gefahr. In einem Gedicht mit dem Titel
Golem (S. 14) heiBt es: ,Wer schiitzt uns hier, da man nicht sehen darf, /
vor Tod und vor der greisen Gewalt”. In demselben Gedicht wird auch das
Thema des Anders-Denkens als eines besseren Zugangs zur Wahrheit
angesprochen: ,Man sieht nur, wenn man anders sieht.”. Ebenso wichtig
scheint die mit dem Wort zusammenhingende Gefahr zu sein, die hier
zwar nicht ausdriicklich erwahnt, jedoch impliziert wird.

Bemerkenswert ist auch die im letzten, Giordano Bruno
iiberschriebenen, Gedicht (S. 104) stehende Aussage, die man sich
eigentlich in einem spateren Werk Schlesaks vorstellen wiirde: ,alles, was
nur sichtbar ist, liigt!” Eine Stelle also, die die Doppelnatur der
Wirklichkeit und des Wortes anspricht, so wie sie von Dieter Schlesak viel
spater infolge seiner Auseinandersetzungen mit kabbalistischen
Sprachtheorien thematisiert wird. Die Idee einer {ibersinnlichen
Dimension, die den Alltag durchdringt und sich in Form von Ahnungen
oder blitzartigen Einsichten manifestiert, sowie die Vorstellung der
Sprache als einer Briicke, die in ihrer symbolischen Tiefe uns vom
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Sichtbaren ins Unsichtbare riiberholen kann, scheinen hier vor jedem
Kontakt mit den Schriften Friedrich Weinrebs schon ,,vorgeahnt” zu sein.

Dariiber hinaus erméglicht der Bezug auf den ,Ketzer von Campo di
Fiore” weitere Assoziationen im oben erwidhnten ,peratologischen”
Geflecht von Wahrheitssuche, Grenziiberschreitung und Gefahr. In seiner
Schrift De gli eroici furori (Von den heroischen Leidenschaften) stellt
Giordano Bruno eine Verbindung zwischen dem von der Gottin Diana in
einen Hirsch verwandelten und von den eigenen Hunden zerrissenen
Jager Aktaion und der menschlichen Vernunft her. Das Wissen wird also
auf platonische Weise der Jagd gleichgesetzt. Der heroische Wille zum
Wissen begibt sich auf die Jagd nach der absoluten Wahrheit, in dem
Versuch aber, seinen Gegenstand einzufangen, kehren die ,Waffen”, d.h.
die eigenen Gedanken in einem selbstreflektierenden Moment zuriick und
zerfleischen ihn. Der Jager wird also selbst zur Beute und dies deutet
Bruno als ein Zeichen dafiir, dass man die Gottheit nicht auBerhalb seiner
suchen sollte. Der Tod Aktaions gleicht dem Ende eines gewohnlichen und
dem Konventionellen verhafteten Lebens zugunsten einer ,heroischen”
und gefahrdeten Existenz im Geistigen.

Angesichts solcher Gedichtbeispiele darf man wohl schlussfolgern,
dass Schlesaks Debiitband im theoretischen Rahmen der Peratologie zu
begreifen ist. Die Sehnsucht nach Uberschreitung, nach Erkundung des
Unbekannten, d.h. nach dem, was jenseits der vorhandenen Grenze zu
erreichen wire, findet einen reichen Nidhrboden in der erdriickenden
Atmosphire einer Diktatur, wo alles vorgeplant ist und das Eigentiimliche
und Zufillig-Kreative ausgegrenzt wird: ,Schwer ist es zu leben ohne den
Glauben / an die M6glichkeit unabsehbarer kleiner Katastrophen.” (S. 99).
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CORESPONDENTA LUI ALEXANDRU BUSUIOCEANU

Lecturer Irina Dogaru,
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,In momentul cand vd scriu aceste randuri am in fatd tabloul
cutremurator al chinuitului nostru popor care ne-a semanat in lume cu
speranta ca va culege candva recolta meritatd. Si care este aceasta
recolta? Deceptii si dezamagiri, investitii in valori falimentare, practici
politice care speculeaza a la hausse existente nemeritate si nejustificate,
uitare, delasare, nepasare etc.” (C. Ghidel, 22 august 1954, Stuttgart?)

Abstract: The letters of Alexandru Busuioceanu, collected by Liliana
Corobca in two volumes published in 2003, spanning over the period
1942 — 1950 and 1952 — 1960, are a crucial element for rounding up the
image of the Romanian expatriates, and can be read as a novel.

Keywords: Romanian exile writers, Vintila Horia, Mircea Eliade,
Gandirea Literary Magazine.

Corespondenta lui Alexandru Busuioceanu, stransa de Liliana Corobca
in doud volume publicate in 2003 la editura ,Jurnalul literar”, reuneste
mare parte din scrisorile acestuia din perioada 1942-1950, respectiv 1952-
1961. Editia critica Corobca este, asa cum semnaleaza Dan Gulea2, extrem

1 Scrisoarea lui Constantin Ghidel, trimisa lui Busuioceanu la data mentionata, poate
fi cititd integral in Un roman al exilului romanesc, Corespondenta, editura Academiei
Romane, Fundatia Nationald pentru stiinta si arta, Institutul de Istorie si teorie literara
»G. Cilinescu®, vol. II, Bucuresti, 2004, pp. 154-156.

2Dan Gulea noteazd, in numaérul 242 al revistei Observator cultural, in articolul

intitulat “O perspectivd sintetici“: “Cea mai buna carte a Lilianei Corobca este editia
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de importanta pentru intregirea imaginii exilului romanesc, deoarece, in
opinia lui, aceasta ,poate fi cititi ca un roman”. Insisi scriitoarea
basarabeana constata, in ,Scrisoarea introductiva” care tine loc de prefata
pentru pomenita editie, cad intreaga corespondenta ,formeaza un text
uniform si coerent, ca un roman aproape perfect, un roman fresca, un
roman al exilului romanescs.”

Intr-adevir, citind cele douil volume de scrisori, organizate pe
principiul cronologic si continind, din fericire, un indice de nume care
inlesneste cautarea lor dupa destinatar, ne clarificam imaginea exilului
romanesc in ansamblul sau.

Desi Busuioceanu se marturiseste a nu fi ,un cultivator pasionat al
stilului epistolar4®, el se dovedeste, cel putin in anii exilului, un prieten
sentimental, care gaseste o adevarata motivatie vitala in pastrarea legaturii
cu cei dragi, aflati mai intotdeauna extrem de departe. Mai mult, sustinuta
corespondentda pe care o cultivdi cu acestia sau pur si simplu cu
colaboratorii sdi are la baza dorinta de a lamuri probleme de ordin
intelectual, fie in calitate de sfatuitor si indrumator —cu cei aflati la inceput
de drum-, fie pentru a consolida proiecte culturale pe care le doreste
infaptuite alaturi de mai vechii sdi prieteni din exil.

Tot in aceste doud volume se intregeste imaginea lui Alexandru
Busuioceanu ca pilon al comunitatii roméanesti din capitala Spaniei,
profesor de cultura romand la Universitatea Complutense din Madrid,
director al Institutului Roman, consilier cultural la Serviciul cultural si de
presa de pe langa Legatia romana.

criticA din corespondenta lui Alexandru Busuioceanu (volumul I). Desi rdmanem
nedumeriti de selectia scrisorilor doar din limba roméana si chiar putin incurcati de
ordonarea cronologici a scrisorilor (nu dupi destinatar, cum ar fi fost mai clar), imaginea
de ansamblu a exilului hispanic romanesc este deosebita.”

3 Un roman epistolar al exilului romdnesc, editie critica, note, traduceri si scrisoare
introductiva de Liliana Corobca, editura “Jurnalul literar, volumul I, Bucuresti, 2003, p. 5.

4 Op.cit., p. 192.
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Dupa cum precizeaza acelasi Dan Gulea in pomenita recenzie la cartea
Lilianei Corobca, “reteaua corespondentei exilului lui Busuioceanu
cuprinde Buenos Aires (Vintila Horia, cel care infiinteaza revista
Romania), Santiago de Chile (oras in care era gata sa se mute, cu ajutorul
fostului consilier comercial la Madrid, Henry Helfant), Palma de Mallorca
(pictorul Alexis Macedonski, fiu al poetului; Pamfil Seicaru), Tenerife
(Alexandru Cioranescu), Lisabona (Victor Buescu), Paris (N.I. Herescu, C.
Antoniade, Mircea Eliade — animator al revistei Luceafarul, Emil Cioran),
Stuttgart (I. Ghidel, coordonator al revistei Orizonturi)s“.

In realitate, ,reteaua” corespondentei sale este mult mai extinsi, iar
tonul scrisorilor, precum si continutul lor, sunt dintre cele mai diverse.

Ne vom referi mai intai la scrisorile incluse in primul volum, din
perioada 1942-1950, cand starea de spirit a lui Busuioceanu era mai
optimistd, mai increzatoare in indulgenta destinului, cand parca autorul
acestor epistole inca mai tragea nadejde ca aberantul regimul comunist va
cadea din clipa in clipa si ca se va intoarce in tara, dand uitarii traiul deloc
usor de suportat din exil, asteptand cu sufletul la gura o viatd mai buna in
patria pe care, de la distanta, o idealizeaza, sfasiat de durerea departarii.

In acest prim volum, in corespondenta pe care o poarti cu toti
prietenii sdi, spulberati care-ncotro de aceeasi urgie politica, in numeroase
scrisori revine aceeasi suparatoare constanta, care face dorul de tara si mai
de nesuportat: siricia aproape extremi. Intr-o scrisoare a lui Alexandru
Cioranescu, care se afla in exil la Paris, acesta 1i marturiseste prietenului
sau madrilen: ,M-as bucura sa va pot vedea la Paris [pe Busuioceanu si pe
Victor Buescu], unde existenta noastra, a celor ,,scosi din paine”, e destul
de precara. Ne zbatem, totusi, cum putem ca sa ne mentinem. Bineinteles
ca fata de problema ratiei alimentare, studiile hispanistice trec pe planul
ultim, si nu fara parere de rau®.”

Tot de la Paris, 1i scrie de aceastd datd N.I. Herescu: ,Duc in

5 Vezi nota 1.

6 Volumul I, p. 160.
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fermecatorul Paris, de care n-am vreme (nici inima) sa ma bucur, o viata
de caine. E un adevarat viespar. Te fericesc ca te gasesti in relativ linistitul
Madrid, mai putin expus intrigilor co-nationale?.”

In aceleasi griji financiare se zbate Vintila Horia, aflat in 1947 la
Florenta, de unde 1i scrie maestrului sau mai varstnic, adresandu-i-se
intotdeauna cu ,mult stimate si iubite domnule Profesor”, aceste
cutremuratoare cuvinte: ,,As fi foarte bucuros de aparitia interviului [este
vorba despre interviul pe care i-1 acordase amicul sau, Giovanni Papini, la
Florenta, in acelasi an] in paginile vreunui ziar spaniol (...). Nu atat pentru
modestele pesetas cu care mi-ar rasplati munca, cat pentru avantajele pe
care le-as avea aici (...) (reducere la caile ferate si altele). Situatia mea e
inca tulbure. Averea ramasa in Tara nu se mai poate vinde si astept sa-mi
fie confiscata de pe o zi pe alta, nu atat din cauza lungii mele absente, cat
mai ales a nu mai putin lungii mele condamnari cu care m-au gratificat
sinistrii si nerusinatii discipoli ai lui Trahanache. Continui a publica si a
incasa «affimeri compensi» cu care acopar cel mult o treime din cat imi
trebuie ca sa traiesc. Caut cu disperare o solutie si, cu toate promisiunile
care mi se fac, in stdnga si-n dreapta, nu am ajuns incd la un liman
economic. Reprezint, in mic, trecerea prin viata a Romanieis.”

Dupa cum se vede, nici unul dintre reprezentantii cei mai de seama ai
culturii romane nu ducea, in exil, o viata lipsita de griji. Cei mentionati mai
sus nu sunt singurele exemple. Emil Cioran, bun prieten cu Busuioceanu, 1i
scrie, in februarie 1950, ca nici el nu gasise, dupa doisprezece ani, o solutie
materiala la Paris9.

7 Idem, p. 193. In realitate, insd, nici Madridul nu era ferit de intrigile tesute in
comunitatea romaneasca. Dupa cum se va vedea, pozitia lui Busuioceanu, ca fost consilier
cultural, este diferita de aceea a grupului rival ,,condus” de Aron Cotrus, precum si fatd de
legionarii lui Horia Sima, de care Busuioceanu se delimiteaza net.

8 Idem, pagina 154.

9 “Cum suportati Madridul dupa Paris? E regretabil cd n-ati putut gési o solutie

materiala aici. E drept ca de 12 ani eu o caut inci...“. Idem, p. 269.
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Busuioceanu insusi se confrunta cu dificultdti enorme din punct de
vedere pecuniar, pe care nu le mai reluam aici, deoarece am facut referire
la ele pe larg in capitolul dedicat Jurnalului sau. Totusi, din cele doua
volume de corespondenta aflaim amanunte despre dorinta sa de a parasi
Madridul si de a se stabili in alte parti, unde grijile materiale sa nu mai
constituie un impediment la adresa preocuparilor intelectuale, unde
servitutile la care era supus pentru a-si castiga painea sa nu mai fie atat de
apasatoare incat sa-l impiedice sa-si duca la bun sfarsit planurile
spirituale. America Latina (in special Chile) e vazuta ca un posibil pamant
al fagaduintei si Busuioceanu trece printr-o perioada in care viseaza,
alaturi de mai multi co-nationali de-ai sai exilati, un Latin-American
Dream ca o solutie posibila pentru repetatele crize financiare prin care
trece la Madrid. Intr-o scrisoare adresati pe 15 august 1946 lui Henry
(Enrique) Helfant, consilier comercial al Romaniei la Madrid, cel care se
stabilise in Chile si dorea sa-l sprijine prin gasirea unei catedre la
Universitatea din Santiago, Busuioceanu 1i marturiseste acestuia ca isi
mentine ,dorinta de a ma transfera in America.” Totusi, fiind constient ca
visul acesta e prea diafan pentru a se implini intocmai si intr-o realitate
meschind, pe care o cunoaste cu varf si indesat, tot el respinge idealizarea
excesiva a acelor locuri indepartate, stiind bine ca ,un profesor nu poate
astepta nicaieri bogatii si imi inchipui ci si la Santiago, ca in toate partile,
catedrele trebuie sa fie slab platite.” Tocmai de aceea, prefera sa viseze la
taramuri mai bune fara a face nici un pas hotarator pentru a pleca din
Spania.

Sa ne amintim tatonarile sale si desele ezitari pomenite in jurnal si
tratate in capitolul anterior, pe vremea cand Cioran si Herescu aproape il
convinsesera sa se stabileasca la Paris; totusi, prefera sa ramana pana la
urma tot la Madrid, din ratiunile pe care i le explica acum lui Helfant in
aceasta scrisoare: ,,Dar iti marturisesc ca, desi doresc sa trec Oceanul, n-as
vrea sa iau toiagul calatoriei decat daca pot schimba pozitia de aici cu alta
mai buni. In Spania nu stau prea riu acum. Catedra la Universitate,
continua el, imi asigura o situatie onorabila, iar legaturile pe care le am imi
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ingaduie sa lucrez pe teren intelectual si in afara de Universitate. Castig
putin, e drept. Si asta e motivul pentru care as vrea sa schimb locul. Dar
economiile pe care le am 1mi ingaduie sa rezist in asteptarea viitorului.”

In aceeasi scrisoare, extrem de bogatd in informatii, ii marturiseste
samicului Helfant”, dupa cum il numea in jurnalul sau, despre visul de a se
stabili la Paris, ca alternativa posibila, dar tot el adauga ca ,.e greu de trait
la Paris din pricina lipsurilor.” Mai mult, tavalugul rosu era asteptat sa
soseasca din clipa in clipd in capitala Frantei, iar asta 1i taia lui
Busuioceanu tot cheful ,de a ma aseza intre francezi.” Si, din nou, irumpe
,visul american”, in varianta lui latind: ,Imi rimane America, unde nu
prea stiu bine ce e, dar unde imi fac speranta de a castiga mai bine decéat
aici.” In America, ar dori si se stabileasci fie la Buenos Aires, unde ,viata
intelectuala e mai intensa”, dar s-ar decide parca pentru Santiago, datorita
sprezentei unui prieten atat de sigur” cum este Henry Helfant.

Pana la urma, cu voce de profet, 1i scrie lui Vintila Horia ca
singrijorarile dumitale sunt ale aproape tuturor care traim astazi pe unde
ne-a aruncat vantul. As fi vrut, continua el, sa te vad in Spania, unde eu
sunt destul de izolat si unde tovarasia sau numai prietenia dumitale mi-ar
fi de atata ajutor. Dar nu-ti pot da (...) nici o iluzie. Viata nu e usoara aici
pentru cine n-are bani si nu conteaza decat pe o meserie de intelectualc.”

Daca aceasta este trista imagine a exilului romanesc, mult mai
infricosatoare sunt ecourile care ajung la ei din Tara scrisd mereu cu
majusculd, acolo unde o clica de nemernici tocmai transformase totul intr-
un infern cu neputinta de controlat. Vestile apocaliptice care soseau din
orasele de acum staliniste nu aveau cum sa indemne la intoarcere si nici nu
ofereau macar iluzia unui viitor posibil. Cel mai bun prieten al lui
Alexandru Busuioceanu din anii tineretii, Nichifor Crainic, fusese hacuit in
inchisorile comuniste, sub acuzatia de legionarism. Intr-o scrisoare de-a
lui Busuioceanu catre Vintila Horia, datatd 23 septembrie 1947, acesta
adauga, in post-scriptum: ,Despre Nichifor Crainic cred ca ai auzit. A fost

10 Volumul I, p. 130.
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omorat de bestiile de la Bucuresti. S-a gasit totusi un om de curaj, ca
Fagetel de la Craiova, care a inchinat un numar din ,Ramuri” memoriei
lui. Ziarul ,Scanteia” 1l denunta pe Fagetel, reclamand represalii *.”Drept
raspuns, Vintila Horia 1i scrie de la Roma: ,Momentul e cumplit de grav.
Tara n-a trecut niciodata printr-o incercare asemanatoare si sunt convins
ca numai cei din afarad o putem salva. Nu suntem prea multi, insa douazeci
de intelectuali de mana intai pot forma nucleul necesar unei miscari care
sd poati reda viata Tarii spAnzurate. Imi dau seama ci de modul nostru de
a actiona, de hotararea noastra de a activa in comun, depinde totul.
Purtam pe umeri o raspundere esentiald si sunt sigur ci, cu oarecare
abilitate si cu oarecare constientd renuntare, putem intreprinde lucruri
temeinice 12.” Imediat dupa aceea, Vintila Horia tine sa precizeze ca
moartea lui Nichifor Crainic 1-a afectat profund, l-a ,zdruncinat pana in
adancul sufletului”, deoarece se simte ,mai singur, jefuit parcd de un
fragment de trecut care a fost desigur prima piatra a tristei case care sunt
azi. Pillat, Crainic... Cati dintre gandiristi stau astidzi cu sabia deasupra
capului?”, se intreaba el cu amaraciune in acelasi loc.

Daca s-ar fi intors in Romania, Busuioceanu ar fi avut parte, fara nici o
indoiala, de un destin similar cu cel al bunului sau prieten Nichifor
Crainic. Bagat — fara nici un temei de altfel, tocmai el, care mereu se
aratase impotriva legionarilor, pe care 1i numeste ,ultimii hitleristi din
Europa” — in oala dusmanilor periculosi ai sistemului recent instalat la
Bucuresti, el ar fi fost cu siguranta trimis intr-una din temutele inchisori
care 1si tratau victimele ca in cele mai negre pagini dostoievskiene. Pe
Busuioceanu 1l sperie chiar si faptul de a se afla in Spania, ,,0 tara care se
gaseste acum 1n conflict cu Roméania.” Nu e de mirare acest lucru, pentru
ca in adancul inimii a sperat pana in ultima clipa ca se va intoarce acasa si
isi va revedea familia.

u Jdem, p. 142.
12 [dem, p. 147.
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Totusi, pentru cad o inocenta aproape copilareasci, esenta a
poetizarilor sale uluitor de curate, in sens spiritual, se amesteca permanent
in personalitatea lui viguroasa cu tulburele amaraciuni care se adapa din
cele mai adanci si mai tdioase deceptii provocate de realitatea pe care o
traieste abisal, Busuioceanu stie ca nu trebuie sa isi doreasca sa se intoarca
in Romania si se vede nevoit sa accepte, cu negraita durere, odata pentru
totdeauna, exilul: ,Nu am dorinta de a ma intoarce in tara pana cand nu
inceteaza ocupatia ruseasca si pana cand nu se aseaza acolo un regim
omenesc, care sa nu asupreasca lumea si sa poata inspira incredere?s.”

Prin urmare, cum in Tara ii era cu neputinta sa se intoarca, singurul
lucru pe care-1 mai putea face pentru Romania si pentru el insusi era sa
reinfiinteze revista Gandirea in exil, proiect in vederea caruia lucreaza
sustinut — si viseaza — impreuna cu Vintila Horia, deoarece, dupa expresia
acestuia din urma, ,,Gandirea inseamna Romania Mare” si ,reaparitia ei
poate fi de bun augur4“.

Ii marturiseste proiectul si prietenului siu de la Lisabona, Victor
Buescu, intr-o scrisoare din august 1947, incercand sa-1 asocieze la
indrazneata intreprindere: ,Am un proiect insa mai important decat toate,
pe care de mult il meditez si acum a ajuns cred in faza lui finala.(...) Vreau
sa scot la Madrid, revista Gandirea, anul XXVII, serie noua. As vrea sa o
tiparesc exact ca la Bucuresti (..) cu adausul in subtitlu: Revista
Scriitorilor Romani in exil's.” Aproape intreaga scrisoare o dedica acestui
subiect, marturisindu-i lui Buescu ca doreste sa intoarca revista la vechile
ei fagasuri si vorbindu-i acestuia despre binecunoscutul trecut al oaze de
cultura care polarizase ,aproape toata viata culturala romaneasca dintre
cele doua razboaie.”

Din paginile acestei scrisori razbat accente dramatice de neputinta
frustranta, combinata insa cu darzenia de a lupta impotriva unei stari de

13 Idem, p. 92.
14 [dem, p. 147.
15 [dem, p. 124.
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lucruri aberante: ,multi dintre colaboratorii ei ne gasim astazi peste
hotare, fari putinta de a mai scrie un cuvant pe romaneste. In tard nimeni
n-o mai poate scoate. Dintre cei care am scos-o la inceput, eu singur ma
mai bucur de soarta de a fi liber6.”

Busuioceanu vede reinvierea Gandirii ca pe o datorie de onoare:
»Socotesc ca e o datorie a mea sa reinviez revista aceasta care e ca un
simbol al culturii noastre si poate fi azi din nou glasul liber al scriitorilor
romani.” El spera cd, republicand revista, va trezi constiinta scriitorilor
ramasi in tara, ceea ce va reprezenta ,una dintre cele mai puternice arme
subversive” pentru a intretine o miscare nationali. In inocenta lui,
Busuioceanu nadajduieste ca va avea in tara ,cititori mai pasionati decat in
straindtate!7.

Este poate scrisoarea care ofera cele mai multe amanunte despre cum
urmarea Busuioceanu sa isi puna planul in aplicare. De fapt, el spera sa
obtina sprijinul spaniolilor, s mearga ulterior la Paris, Geneva si Roma
pentru a le explica situatia politicienilor de acolo si, in orice caz, e hotarat
sa scoatd revista si fara ajutorul acestora, deoarece oricum, dupa cum
sustine in incheiere, i se pare ca din aceastd problema merita sa faca o
adevarata ,,misiune”.

Victor Buescu are grija sa ii raspunda ca ,reaparitia acestei reviste in
timpurile de fata este, in primul rand, un act de curaj si de atitudine, care
face cinste promotorului ideii.” De asemenea, tot el isi da adeziunea, cu
sentimentul ca raspunde ,,unei misiuni si ca mi se face o favoare!8“, pentru
ca Buescu asemuieste perioada gandirista cu cea generatia ,,convorbista”.

In aceeasi perioads, tot in august 1947, 1i comunici lui Vintild Horia ca
doreste sa 1i adune in revista ,,pe toti scriitorii romani care nu s-au patat in
vreun fel in aceste turburi vremuri.” Se considera suficient de tenace

16 Idem.
17 Idem, p. 125.
18 [dem, p. 133.
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pentru a duce la bun sfarsit o asemenea datorie, dar se vede faptul ca
destinul i se impotriveste si de aceasta data.

Despre Romania scrie, cu mahnire nespusa, intr-o pagina antologica,
pe care si Liliana Corobca o aminteste in ,,Scrisoarea introductiva” la cele
doua volume de corespondenta: ,Lumea in care ne vom intoarce — daca ne
va fi ingaduit — lumea noastra romaneasca, va fi o lume de ruine. Cei de
acolo sunt atat de nenorociti azi si vor fi poate maine si mai nenorociti,
incat nu mai putem astepta vreo refacere de la ei. Oameni ca Sadoveanu si
atatia altii sunt pentru noi pierduti pentru totdeauna. Si unul cate unul se
vor pierde inca multi, pe care mizeria, si fizicA si morald, 1i va
ingenunchea?.”

Din aceste randuri se vede ca Busuioceanu nu isi ficea prea multe
iluzii in privinta situatiei din Roméania: mai degraba se amagea mereu la
gandul unei extrem de improbabile reintoarceri, de teama ca altminteri nu
ar fi rezistat singur in exil, dar de intors, simtea ca nu avea sa se mai
intoarca acasa.

Vintila Horia, patruns la randul sdu de importanta acestei misiuni,
considera, intr-o scrisoare datata 23 august 1947, ca Gandirea va deveni
wdifuzarii culturii noastre in emisfera occidentala”, precum si ,0 mare
revista europeana pusa in slujba acelei Romanii pe care numai noi o mai
purtam in suflet2o.”

Din pacate, dintr-o scrisoare adresata un an si ceva mai tarziu lui V.
Horia, reiese ca polemica pe care o purtase Busuioceanu cu Eliade si chiar
cu Herescu, datorata dorintei acestora din urma de a scoate la Paris o alta
revista romaneascd, numitd Luceafdrul, este o zadarnica irosire de
energie: proiectul de a publica o serie noud din Gdandirea esueaza
lamentabil, spre durerea neconsolatd a lui Busuioceanu, care, din acest
moment, va vedea in Eliade un neprieten, dacd nu chiar un rival. In
scrisoarea din 28 septembrie 1948, il acuza pe Eliade de minciuna si

19 [dem, p. 129.
20 Jdem, p. 135.
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micime sufleteasca intr-o scrisoare adresata lui V. Horia, in care tine sa
precizeze ca ,,(...) imi produce o adevarata indignare modul acestor oameni
[Eliade si Herescu] de a concepe lucrurile, nesincer si meschin2t.” Cu
tristete constata, in acelasi loc, cd ,romanul e, peste hotare, o calamitate
din punct de vedere romanesc. Confundd mai intotdeauna interesul
general (...) cu mica lui ambitie personala” (observatie pe care o facuse si
Vintila Horia, in alti termeni, intr-o scrisoare precedenta).

Imediat dupa aceea, Busuioceanu il lamureste pe V. Horia cd nu a
putut scoate revista Gandirea fiindca ,am intalnit tot opozitia acestor
amici de la Paris.” Si explica de ce, in opinia sa, Eliade i-a pus bete in roate:
,Intr-o scrisoare de anul trecut, tot Mircea Eliade mi-a spus fird inconjur
ca el socoteste ca nu trebuie sa apara nici o alta revista roméaneasca de
literatura22, inainte de aceea pe care o planuiau ei, in America. Ce puteam
sa fac? Suntem atat de putini scriitori in strainatate, incat fara grupul lor
nu aveam cu ce alimenta revista. Acum, iaca, lor li se pare ca suntem prea
multi!23“

Aceasta este pricina pentru care relatiile sale cu Eliade se vor mentine
la nivelul unei glaciale politeti, de cele mai multe ori excesiv de atente, ca
intre persoane care se vad nevoite sia pastreze aparentele, dar care in
adancul sufletului stiu ca nu se vor apropia niciodata. Nici unul dintre ei
nu-i va marturisi celuilalt pe sleau antipatia, dar din Caietele de miezul
noptii si din cele doua volume de corespondenta reiese clar ca, nici acum si
nici alta data, criticul de arta Busuioceanu nu-l va avea deloc la inima pe
specialistul in istoria religiilor, care i se pare un om ,,cuminte” (ironia este

21 [dem, p. 195.

22 Este vorba despre revista ,,Luceafarul. Revista Scriitorilor Romani in Exil“, al carei
titlu e motivat de Eliade intr-o scrisoare datati 3 octombrie 1948 ca bucurandu-se ,de
doud prestigii“: este, explici el, ,numele celei mai de seama opere culte romanesti si titlul
revistei de la Budapesta, dinainte de Unire.“

23 Volumul I, p. 195.
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evidentd) si care trage ,ite politice prin toate colturile lumii, cu gandul la
fondurile din Americaz4.”

Un alt motiv pentru care Busuioceanu nu il suportd pe Eliade are
legatura directd cu simpatiile legionare ale acestuia din urma, de care
profesorul de la Complutense nu doreste sa stie. Ca de altminteri si in
paginile jurnalului sau, 1i repugna activitatea acestora de peste hotare,
deoarece, dupa cum desprindem dintr-o scrisoare primita in decembrie
1948 de la Henry Helfant, in America legionarii se considerau ,cei mai
curati exponenti ai romanismului”, ceea ce ,poate sa ne faca tort pe langa
nordamericani $i englezi, ciaci nu se bucura aici de nici o simpatie, nici
incredere in acele cercuri tot ce miroase a Hitler2s.”

Si, in sfarsit, a treia cauza ce sta la baza spulberarii oricarei posibile
prietenii intre acesti doi oameni de egala valoare spirituala este gafa pe
care o face Eliade de a-i cere lui Busuioceanu, intr-o scrisoare datata 4
august 1948, adresa celui mai mare rival al acestuia, Aron Cotrus, pentru
a-l invita sa colaboreze (dubla greseala) la revista Luceafarul, care oricum,
prin fondurile stranse din America, luase locul ambitiosului proiect al lui
Busuioceanu de a reintemeia Gandirea2¢.

De aceea, desi scrisorile lui Eliade sunt cel mai adesea scurte, la obiect,
incep mereu cu ,stimate Domnule Busuioceanu” si se incheie ,cu toata
prietenia”, corespondenta celor doi este extrem de precauta si presarata cu
ironii mugcatoare din partea lui Busuioceanu. Un exemplu elocvent pentru
0 asemenea ironie, care std marturie si pentru spiritul neinduplecat al
acestuia, nicicand dispus sa umble cu sosele si momele, il reprezinta tocmai
raspunsul la cererea lui Eliade din scrisoarea mentionata in paragraful

24 [dem.

25 [dem, p. 226.

26 “Nu stiu daci te vei supéra sau nu — scrie Eliade si Busuioceanu, desigur, se face
foc si para — dar te rog sa-mi comunici adresa lui A. Cotrus, ca sa-1 invit la colaborare.
Suntem obligati, si de evenimente, si de destinul personal, sa colaboram toti scriitorii

romani — dand astfel exemplu oamenilor politici. “ (Vol. I, p. 177.
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anterior: ,,Dar de ce te adresezi tocmai la mine pentru adresa lui Cotrus?
Vrei oare sa-mi faci placere mie? Sau lui Cotrus? Punctul de vedere pe care-1
subliniezi ca trebuie sa colaboreze toti scriitorii romani il gasesc in principiu
just. As fi de parere chiar sa invitati si pe doamna Cotrus, care scrie
compozitii patriotice in proza, cam in acelasi stil ca acelea ale sotului in
versuri si e prezentati aici ca scriitoare romana, nationald. Intr-o antologie
de ,Cuartistas extranjeros”, dna Cotrus, introdusd de sotul sau Aron,
figureaza ca o mare scriitoare, reprezentand singura literatura romana,
alaturi de Goethe, Mauriai Jokay, Albert Samain, Massimo Bontempelli,
Somerset Maugham etc. Dacd nu ai antologia, ti-o pot trimite eu27, isi
incheie Busuioceanu, caustic, demonstratia.

Eliade prefera sa se arate mai diplomat si sa raspunda — atunci cand
catadicseste sa o faca — afabil si laudativ la adresa romanului stabilit la
Madrid, pe care de altminteri are toate motivele sa il pretuiasca din punct
de vedere intelectual si nu ezita chiar, de cateva ori, sa-si marturiseasca
admiratia, ba chiar si entuziasmul fata de activitatea lui Busuioceanu. Iata,
de pilda, pe 6 septembrie 1948, il elogiaza pentru ceea ce el insusi numeste
sexcelentul studiu Literatura si destin” trimis de catre Busuioceanu spre a
fi publicat in paginile revistei Luceafarul, studiu pe care doreste sa il puna
in fruntea revistei, ,asa cum se cuvine”, chiar daca pentru asta se vede silit
sa ,,modific paginatia” si, continuandu-si laudele, sustine ca il considera o
»admirabild sinteza si indrazneata valorificare a traditiilor noastre”. ,Am
citit, continua el, cu o incantare crescanda si iti multumesc — nu in numele
revistei, pentru ca revista este a noastra, a tuturor — ci in numele acelor,
sute si mii, de cititori risipiti in cele doua Americi, carora le vei revela o
parte din propria lor fiinta=s.”

27 Op.cit., vol. 1, pagina 185.
28 Jdem, pagina 191. Aceasta scrisoare contine mai multe dovezi de autentica pretuire
din partea lui Eliade, cici se deschide cu ,stimate si iubite domnule Busuioceanu®. Spre

deosebire de alte scrisori ale sale, de data aceasta Eliade nu mai este nici scurt, nici tiios
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In contrapartids, insi, Busuioceanu, desi din diplomatie isi incepe
uneori scrisorile chiar cu ,Draga prietene”, nu e deloc entuziasmat de
revista lui Eliade, pe care, mai exigent, o gaseste ,slabuta, extrem de
slabuta=9“, ba chiar evitd de multe ori sa trimita colaborari in paginile
acesteia, pe care le motiveaza cu aceeasi diplomatiese.

Intr-o alti scrisoare, din 3 decembrie 1948, Eliade, din nou explicit
admirativ, 11 adreseaza lui Busuioceanu aceste cuvinte: ,Iubite Domnule
Busuioceanu, (...) Am regasit, cu bucurie [in revistele trimise de catre acesta
la Paris] pe eseistul adolescentei mele in proza din ,insula”. Si am admirat
cu cata personala fermitate manuiesti si aceasta limba, dupa ce admirasem,
asta-vara, stapanirea limbii poetice spaniole. Nu-ti pot spune cat ma bucur
vazandu-te in avant-garda culturii hispanice, aducand cu dta tot
europeismul si tot romanismul sufletelor noastre. Astept cu nerabdare
aparitia cartii despre literatura roméaneascas!.” Si incheie ,,cu multumiri si
cele mai alese sentimente de admiratie si prietenie, al dtale, Mircea Eliade.”

Cu toate acestea, Busuioceanu nu se lasa fermecat nici acum de
vorbele magulitoare scrise de Eliade. In decembrie 1949 1i trimite, pe un
ton de intima complicitate si ca raspuns la o scrisoare a acestuia in care
exprima opinii ce pareau calchiate dupa ale sale, o epistola mai tanarului
sdu prieten Vintila Horia, in al cadrui cuvant si discernaméant are deplina
incredere, dezvaluindu-si din nou parerea despre Luceafarul, din care
oricum nu aparusera —din lipsa de fonduri— decat doua numere: ,Revista
lor e insd, cum ai vazut, foarte slabd. Eu nu sunt multumit nici de
«literatura», nici de spiritul cu care se prezintd. Dar m-am convins ca

si isi incheie lunga epistola cu cuvintele ,Multumindu-{i inca o data, te rog sa crezi in cele
mai bune sentimente ale lui Mircea Eliade.”

29 In epistola din 15 septembrie 1949 citre Nicu Herescu scrie: ,Am primit numérul
2 din Luceafdrul acum patru sau cinci zile. Numai doui exemplare. (...) Revista mi se
pare insa slibuta, foarte slabuta.” (Op.cit., vol. I, p. 249.

30 Vezi Op.cit., vol. I, p. 266.

31 Idem, p. 224.
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lucrul e aproape iremediabil.” Si imediat dupa aceea il ataca din nou pe
Eliade: cusururile revistei vin, dupa el, din ,tendinta de monopol a celor
interesati si solicitudinea mai mult decat patriotica in jurul subventiei si a
privilegiului de a comanda32.”

In concluzie, pe Eliade nu il va ierta niciodati pentru c#, din pricina
lui, nu reusise sa-si implineasca ,misiunea” de a republica Gandirea ,,serie
noud”, iar mahnirea de a-si vedea spulberat visul il face sa traga — tot cu
ironia lui proverbiald — concluzii si mai amare despre proastele obiceiuri
ale romanilor din exil de a-si face rau unul altuia, in loc sa se ajute. ,Ma
conving, scrie el in aceeasi epistola catre V. Horia, ca romanul e mai bun
de unul singur si pe seama lui, decat in tovarasie si cu grija subventieiss.”

De altfel, 1si marturiseste punctul de vedere lui Vintila Horia pentru ca
primise de la acesta, cu cateva luni inainte, in august 1948, o scrisoare care
mustea de durere si indignare, in care viitorul castigator al premiului
Goncourt lamenta, in accente demne de un Patapievici avant-la-lettre,
incapacitatea romanilor de a se consacra unui ideal, ,desi, scria el, idealul
e printre noi, mai mare si mai cumplit ca niciodat34“. In citeva randuri de
o forta uluitoare, care 1-ar smeri si pe cel mai mare ticdlos ,,valah”, V. Horia
deplangea ,aceasta mediocra framantare valaho-bizantina care se
consuma pe sine insdsi in intrigarii inutile si scabroase3s“. Parca am citi
din paginile incarcate de durere si autentic patriotism ale Omului recent al
lui Horia Roman Patapievici! Durerea nu consta numai in faptul de a se
afla, singur, departe de familie si de tara, in exil, ci si in neputinta de a-si
forma o familie in comunitatea romaneasca din strainatate, deoarece, dupa
cum marturiseste Vintila Horia in aceasta scrisoare, ,Roméanul peste
hotare e o calamitate din punct de vedere romanesc, un anti-roman
aproape. Patriotismul roman este o treaba interna, o rezistenta si niciodata

32 [dem, p. 260.
33 Idem.
34 Idem, p. 188.

35 Idem.
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o ofensiva. El existd numai intre limitele geografice ale Romaniei. Probabil
pentru ca nu suntem inca in stare de a concepe Romania ca pe o entitate
spirituala careia i se poate consacra in orice punct de pe glob, ci numai ca
pe un trup fizic din ale carui procese biologice ne desfacem imediat ce il
parasim. Paduchii, cred, sunt animati — isi incheie el indureratele concluzii
— de acelasi gen de patriotisms36.”

Aceleasi angoase marturisite in paginile jurnalului isi gasesc ecou si in
scrisorile catre prieteni. Una dintre preocuparile majore o constituie
drama de a fi obligat sa scrie in altd limba decat cea romaneasca. Un alt
celebru pribeag, Norman Manea, afirma cd nu poti fi exilat din limba ta. Si
totusi, cat efort cere sa vorbesti si mai cu seama sa scrii romaneste cand
esti fortat sa traiesti si sa te exprimi permanent intr-o alta limba! Este
situatia lui Busuioceanu, care, pentru a pastra neintrerupt legatura cu
limba romana 1i invatd pe spanioli romaneste la Universitate, isi scrie
jurnalul noaptea tarziu si, desi nu se da in vant dupa genul epistolar, nu
inceteazi si le trimitd scrisori in limba maternd prietenilor. Intr-o
scrisoare catre C. Antoniade, se lamenteaza: ,,As scrie in roméaneste. Dar
unde sa mai public si pentru cine? Am de altfel si in romaneste atatea
buciti cu cate as putea face cel putin doua volume. Dar la ce imi mai
folosesc37?” Lui Mircea Eliade 1i trimite, impreuna cu un numar din Insula
care continea un articol de-al sau despre prietenul lor comun, Emil Cioran,
o mica intepatura (,as fi incercat sa traduc intregul ciclu in romaneste,
daca la Paris ati fi avut un nucleu editorial. Dar mi se pare ca pentru asta
are s mai treaca vreme”) si, imediat dupa aceea, o tristd remarca:
»destinul ne e sa scriem fiecare in ce limba nimerims3s.”

Un bun prieten de-al sau din anii doctoratului urmat la Viena, Grigore
Nandris, pe care soarta il trimisese intre timp la Londra, ii marturiseste
tarziu, prin anii ’60, ca pentru el a fost o adevarata revelatie bilingvismul

36 Idem.
37 Idem, p. 182.
38 Idem, p. 266.
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poetic (si el tot aparent) al lui Busuioceanu. Si adauga cu sinceritate ca el a
fost ,paralizat toata viata de corvoada ucigatoare de a lucra in mai multe
limbi. Iti poti inchipui, continui el, ci am schimbat de cinci ori limba de
predare si redactare. Si cine spune ca poate vorbi zece limbi, minte. Azi
cand ma asez la masa de lucru nu stiu in ce limba voi avea sa citesc, sa
scriu, sa raspund la scrisori39.”

Bilingvism asadar aparent, pentru ca, desi stipaneste in nuante limba
spaniold, atunci cand se vede silit sa isi scrie poeziile direct in spaniola,
Busuioceanu se foloseste numai de aparatul fonetic al acestei limbi, pricina
pentru care Nicu Herescu e, de pilda, incredintat ca ele au fost mai intai
scrise In romaneste. La aceasta presupunere, amicul de la Madrid 1i
raspunde printr-o scrisoare datata 14 iulie 1948: ,Limba de obarsie a acestor
poeme nu e, cum crezi, daco-romana. Au fost de la inceput, toate, scrise in
spaniold, desi nu vrei sa crezi4°.” Si continud, cu mare tristete, sa-si
lamureasca prietenul ce inseamna pentru el neputinta de a-si folosi limba
materna: ,Ti-ar fi placut poate mai mult poemele, imi spui, daca le-ai fi citit
in graiul daco-romanic. Si mie mi-ar fi placut sa le scriu in acel grai, dar nu
mai e nici unde sa public in graiul meu si nu mai e cine sa le citeasca4:.”

In alt loc, pe tonul glumet pe care il foloseste intotdeauna cand ii scrie
lui Constantin Antoniade, nu se poate opri sa remarce ca aventura lui pe
taramul literelor hispanice nu se va termina cu publicarea volumului
Poemas patéticos, care se bucurase de laudele criticilor spanioli.
Intr-adevir, va mai publica incd doud volume de poezie in Spania, desi
atunci cand se Intreaba, intr-o scrisoare catre Alexis Macedonski, ,la ce
poate duce asta?“ isi raspunde tot el, pesimist: ,la nimic, desigur” si
recunoaste ca singura bucurie este ca ,imi satisfac cel putin nevoia de a da

39 Un roman al exilului romanesc, Corespondentd, Academia Romana, Fundatia
Nationald pentru stiinta si artd, Institutul de Istorie si teorie literara ,,G. Célinescu®, vol.
II, Bucuresti, 2004, p. 307.

40 Jdem, p. 172.

41 Idem.
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o expresie gandului, pe care cand nu-l poti elibera creste in tine ca un
tiran, mai temut ca un dusman42.” Deocamdata, insufletit de cronica
publicatd de Zubiaurre in revista Criterio din Madrid, i se destdinuie lui
Antoniade: ,Mi se pare ca am sa mai scot un volum. Fiindca tot imi e mai
usor sa-1 scriu pe spanioleste decat pe ruseste. Iar pe romaneste — unde43?”

Tot pe ton de gluma, si poate tocmai de aceea extrem de serios, de
fapt, isi scrie raspunsul, in ianuarie 1949, Victor Buescu, al carui
binecunoscut umor insenineaza fruntile cititorilor: ,am gustat de cateva
ori, noteaza acesta, din stihurile «Luminii nenumite44», pure cristale de
poezie pura. Nu sunt critic, nu pot spune de ce-mi plac, dar infometat de
poezie sunt si pot sa afirm ca-i pacat de tradarea limbii romanesti, sub
pana dumitale; mai ales in aceste vremi, cand literatura noastra merge
spre roboti, iar limba spre chirilice. Dar, daca misteriosului dumitale
fatum 1i place sa cante in spaniola, ce putem face? Nici eu, nici Kremlinul
nu putem face nimic4s.”

Lui Alexis Macedonski, care se stabilise in Palma de Mallorca, 1i
asterne o epistola, tot ca raspuns la elogiile acestuia pentru acelasi volum
de poezii, Poemas patéticos: ,,iti multumesc cilduros pentru aprecierile d-
tale despre cartea mea. M-am pus sa scriu in castellana fiindca am vazut ca
degeaba scriam in roméaneste, nemaiavind unde si public 46.” in
continuare marturiseste despre reactia spaniolilor la aparitia cartii: ,,A fost
o incercare ficutd mai intai in gluma, pe urma ceva mai in serios, pana
cand poemele mele, in manuscris, au ajuns in mainile lui Vicente
Aleixandre si ale catorva poeti de-aici, care m-au decis sa le public. Nu-mi

42 [dem, p. 176.

43 Idem, p. 186.

44 Este vorba despre volumul Innominada luz, publicat de Busuioceanu la Madrid in
anul 1948.

45 Idem, p. 232.

46 Idem, p. 176.
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fac iluzii asupra soartei mele de poet de limba spaniold, dar m-a surprins si
ma incurajeaza buna primire a poetilor de aici.”

Lui Antoniade 1i trimite la un moment dat, pe 8 august 1948, o
recenzie a volumului Poemas patéticos transcrisa din revista Espadana,
semnatd de ,un poet tanar foarte apreciat”, caruia nu 1i pomeneste insa
numele47. Tot aici citim ca ,,s-au mai facut si alte critici prin reviste si la
Radio, foarte favorabile48.”

Mai tarziu, in martie 1950, dupa ce publicase deja volumul
Innominada luz, se trezeste din nou felicitat cu caldura de catre Eliade,
care considera cartea ,,admirabila” si, cu toate ca o citise in talmacirea lui
Gheorghe Cioranescu, tine sa-i scrie ca, pana si in traducere, ,lumina
razbate...nenumita” si se declara ,,pur si simplu cucerit49.”

Tot pentru acest al doilea volum de versuri in spaniold primeste
multumirile lui V. Buescu de la Lisabona, care 1i scrie, in iunie 1950: ,,Am
recitit de mai multe ori poemele dumitale, profund impresionante in
disperarea lor muta si dureroasa. Esti unul dintre poetii mei de capatai —
vrei, nu vreise!”

Alexandru Busuioceanu, neavand unde publica in romaneste, nu scrie
numai in spaniola, ci si in franceza. Lui Vintila Horia 1i trimite, in mai 1950,
o scrisoare in care 1i spune: ,daca vrei sa stii ce mai fac, iaca aci versuri in
frantuzeste, scrise cand eram la Paris. Maine nu stiu pe ce limba oi mai
incerca sa scriust.” De altfel, tot din acest prim volum de corespondenta
aflam ca revista Les cahiers du Sud publica la inceputul anului 1949 un ciclu
de poeme inedite Alexandru Busuioceanu in frantuzestes2.

47 Din cercetarile ficute la Biblioteca Nationala din Madrid, reiese ci este vorba
despre Gregorio Prieto, a carui scurta recenzie am identificat-o si copiat-o.

48 Op.cit., vol. I, pagina 182.

49 Idem, p. 270.

50 Idem, p. 290.

51 [dem, p. 284.

52 [dem, p. 231.
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Asadar, in pofida optimistei afirmatii a lui Norman Manea, constatam
cu durere ca uneori e cu putinta sa fii exilat chiar si din limba ta. Probabil
ca intr-adevar nu exista exil mai dureros decat cel care iti smulge cuvantul
de pe buze si te obliga sa-l traduci, cand bine stii ca e intraductibil, oricate
corespondente ai cduta (si chiar gasi) in limba-tinta. Emil Panaitescu, de
pilda, cuprins, dupa propria-i expresie, de ,un sentiment de profunda
tristete”, 1i trimite lui Busuioceanu o scrisoare, in care se intreaba retoric,
dupa citirea versurilor acestuia adunate in volumul Proporcién de vivir:
»,Ce poate insemna poezia unui roman in alta limba decat cea romaneasca?
(...) Imi amintesc doar ci popoarele vorbesc in poezie si creeazi lumea
zeilor si a sfintilor. Prin aceasta biruiesc secoleless.”

Totusi, atata vreme cat nu exista alta solutie posibila, e de o mie de ori
preferabil sa scrii In spaniold decat sa nu mai scrii deloc, dupa cum de
altminteri trage concluzia inteleapta Busuioceanu intrebandu-l pe Alexis
Macedonski: ,D-ta ce ai face daca intr-o zi ai naufragia pe o insula mai putin
prietenoasa decat Mallorca si n-ai mai putea picta? N-ai innebunis4?”.

Ce-i drept, spaniola e o limba atat de frumoasa si de complexa, incat
uneori meritd sa uiti pana si de sinele cel mai adanc jucandu-te cu
infinitele ei posibilitati de expresie. Iar Busuioceanu, un ludic convins, in
pofida seriozitatilor si tafnelor sale de tot soiul, care-i exasperau pana si pe
prietenii cei mai apropiatiss, stie sa profite la maximum de permeabilitatea

53 Scrisoarea este inclusa in cel de-al doilea volum de corespondents, publicat la
editura Academiei Romane, Fundatia Nationala pentru stiinta si arta, Institutul de Istorie
si teorie literard ,,G. Cilinescu®, Bucuresti, 2004, p. 126.

54 Op.cit., vol. I, p. 176.

55 La un moment dat, se supdrd pe Nicu Herescu pentru ca il suspecteaza ci e
vinovat, impreuna cu Eliade, de esecul de a republica Gandirea. Acesta 1i scrie, in
septembrie 1948: ,,Cand ai vreme (si n-ai tafnd) mai asterne-mi cite un rand prietenesc.”
(Idem, pagina 193). Mai tarziu, impacat de-acum cu Herescu, strica definitiv prietenia cu
Victor Buescu, din pricina ca nu suporti ideea ca acesta din urma ii impune sa aleaga

intre el si... Herescu. Acest ultim exemplu std marturie si pentru verticalitatea lui
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acestei limbi, care i se pare apropiata prin caracterul ei latin si mai ales
usor de intrebuintat, prin aprofundata cunoastere anterioara a limbii
latine si a altor cateva limbi romanice (italiana, franceza, portugheza).

Astfel, cum bine observa Nicu Herescu in scrisoarea sa din 12 iulie
1948, prin tot ceea ce traieste si ce scrie, Busuioceanu trece ,de la ethos la
pathos” publicand la Madrid primul volum de poezii in limba spaniola,
Poemas patéticos, despre care Herescu afirma cd ,m-au impresionat
poemele tale prin accentul de pasiune carnala cu adevarat patetica!”

Ecourile din corespondenta cu privire la acest prim volum de versuri
sunt numeroase si intotdeauna laudative. Constantin Antoniade tine sa il
felicite pentru cd poate ,manui cu asa maiestrie nobila limba poetica
castiliand 56 “ imediat cum primeste de la Busuioceanu ,neasteptatele
Poemas patéticos, in haina lor asa de somptuoasa, tehniceste, si atat de
splendide, poeticeste5s”. “Despre poezii, mai scrie ca le considera ,intr-
adevar patetice: pathos al strafundurilor, ca si al inaltimilor. E ceva cosmic
— continua el — in inspiratia dtale, ceva walt-whitmanian trecut prin
Mediteranee, aliat, in acelasi timp cu tot ce poate fi mai profund personal.
Am citit catorva prieteni care nu sunt straini de literatura spaniola multe
din poeme (...). Impresie profunda. Sunt sigur ca le-au placut si amicilor
spanioli de acolos8.”

Aurel Rauta, stabilit tot in Spania, dar la Salamanca, i scrie pe 3 iulie
1948: ,Am tot sperat sa vin la Madrid sa te felicit personal pentru succesul
avut cu ocazia tiparirii primului volum de versuri in spaniolas9.”

Busuioceanu insusi marturiseste, intr-o epistola adresata lui Alexis
Macedonski, ci, desi ,recenzii n-au iesit multe, dar o sa iasa, am primit o

Busuioceanu, dar si pentru ,tafna“ sa, semnalatid de Herescu. De altminteri, cei doi amici
pomeniti nu sunt singurii care se plang de caracterul extrem de dificil al lui Busuioceanu.
56 Op.cit., volumul I, p. 174.
57 Idem.
58 Idem.

59 Idem, p. 169.
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ploaie de scrisori de la fel de fel de scriitori spanioli(...) si pana acum®°
patru reviste (din Madrid, din Barcelona, din Cérdoba si din Le6n) mi-au
cerut sa le trimit poeme®.” Tot el, de data aceasta scriindu-i lui C.
Antoniade, la Paris, afirma ca ,spre marea mea mirare imi spun toti ca
poemele sunt(...) intr-o castellana perfecta. O fi asa! De ce sa nu-i cred®2?”

In replici, Antoniade ii trimite o scrisoare care incepe, jucius si
elogios, cu ,Muy querido don Alejandro, Poeta Patético”, unde afirma ca
»succesul [lui Busuioceanu] e splendid si considerabil. M-am bucurat de el
ca de un succes personal. Unanimitatea in apreciere a acestor baieti
priceputi in arta poetica spaniold si dezinteresati (...) ma incanta (...).
Iata-te deci consacrat poet castilian, et ce n’est pas peu de chose!” si il
indeamna sa continue ,,aceasta nobila si nerentabila indeletnicire®3.”

Din corespondenta cu Victor Buescu aflam ca, in noiembrie 1948, un
tanar poet din Barcelona i-a dedicat lui Busuioceanu si un sonet®4. De
asemenea, citim ca tocmai fusese la Zaragoza oaspetele unui grup de
scriitori, la o ,tertulia” poetica, un fel de cenaclu literar unde se simtise
foarte bine si se pregatea sa porneasca spre Cordoba, unde fusese invitat
de catre alti scriitori spanioli responsabili cu revista literara cordobeza
Cantico. Dupa cum se vede, in acesti ani activitatea intelectuala a lui
Busuioceanu in Spania e in plind efervescenta, mai ales ca in aceasta
perioadi ocupa si postul de redactor la Insula.

Despre sine ca redactor la pomenita publicatie culturala ii scrie pe 30
ianuarie 1949 lui C. Antoniade (cidruia intotdeauna i se adreseaza cu
siubite Maestre”), trimitandu-i totodata mai multe numere din revista

60 Pana in 3 august 1948.

61 Op.cit., volumul I, p. 176.

62 [dem, pagina 182.

63 Idem, pagina 190.

64 Este vorba despre scrisoarea din 7 noiembrie 1948 citre V. Buescu, aflata in
volumul I la pagina 211. Din picate, Busuioceanu nu mentioneazd numele ,tanirului

poet®, pricind pentru care a fost cu neputinti si gisim sonetul respectiv.
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sunde ai sa gasesti colaborarea mea. Sunt acum — continua el — redactorul
acestei reviste si am in seama mea pagina de critica Letra y espiritu, titlu
inventat de mine.(...) Incep si-mi permit, concluzioneazi el, si judec si eu
scriitorii spanioli, nu numai ei pe mine®s!”.

Cat de pretios este acest volum de corespondenta se vede si din
informatiile culturale pe care le dobandim rasfoindu-l. De pilda, din
schimbul de scrisori cu Vintila Horia, aflam despre revistele la care acesta
era colaborator, respectiv Histonium, Sexto continente si Romania®, toate
trei publicate la Buenos Aires prin anii '’50. Despre revista Histonium, care
isi propune sa se ocupe in fiecare numar de cate o problema sau o carte
romaneasca si unde Vintila Horia devine cronicar literar in 1950, aflam ca
in numarul festiv dedicat Anului Sfant, sunt invitati doi scriitori romani,
respectiv Alexandru Busuioceanu si Mircea Eliade®”.

Din pacate, numarul din septembrie 1949 al revistei Romania, despre
care Vintila Horia scrie ca ,a avut aici un imens succes, atat in colonia
romana, cat si in lumea intelectuala sud-americana”, ridicand ,pentru
prima oara valul care ascundea adevaratul chip al Romaniei®8“, precum si
numarul de Craciun (revista fiind trimestriala) din acelasi an, inchinat
sarbatorilor si lui Eminescu, nu s-au pastrat nici ele la Biblioteca Nationala
din Madrid. Aflam totusi informatii despre cele doua numere, precum si
despre intentiile viitoare privind revista, din aceasta scrisoare a lui V.
Horia, care isi propunea sa colaboreze cu Vicente Aleixandre, Ortega y
Gasset, Damaso Alonso si alti scriitori ilustri spanioli, cu totii prieteni buni
de-ai lui Busuioceanu. Aceeasi scrisoare a lui V. Horia debuteaza cu
laudele aduse fostului siu maestru, acum redactor la Insula, cu a cirei

65 Op.cit., volumul I, p. 234.

66 Am consultat trimiterile din volumele de corespondenti si am cautat toate aceste
reviste la Biblioteca Nationalda din Madrid, dar din picate nu s-au pastrat. Este posibil sa
mai existe un nmar la Biblioteca Nationali din Argentina, la care incid nu am avut acces.

67 Op.cit., volumul I, p. 271.

68 Idem, p. 254.
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lectura sustine ca s-a ,mangaiat”, pentru ca reprezinta ,admirabile
exemple de inteligenta romaneasca” si ,imi aducea in fiecare luna slova
cunoscutd, acele admirabile «stroncature» si comentarii de pe ultima
paging, in care am regasit cu incantare pe profesorul meu de odinioara si
poetul de acum®9.”

Despre importanta revistei Romania scrie tot V. Horia, intr-o alta
scrisoare din 3 ianuarie 1950. El isi propune sa faca din aceasta publicatie
o arma de aparare si o ,contributie serioasa la cunoasterea culturii noastre,
cu atat mai mult, cu cat — subliniaza el — nimeni aici [In America de Sud]
nu stie cd suntem latini7o.” Cat de actual suna cuvintele lui V. Horia dupa
atatia ani! Citindu-le cu luare-aminte, ne dam seama ca nici astazi situatia
romanilor peste hotare nu s-a schimbat, decat eventual in si mai rau. Sa
citim declaratia lui V. Horia pentru a ne convinge: ,Am intalnit
intelectuali, spune el, care erau siguri ca suntem de origine germana, altii,
constituind majoritatea, care ne iau drept slavi. Din aceasta cauza se fac
mari greutati in ultimul timp imigrarii romanilor, socotiti de aceeasi
categorie rasiala, suspecta si indezirabila, cu sarbii si polonezii.” Facand o
paranteza in actualitate, ne intrebam, nu fara durere, cat de mult a evoluat
Romania intre timp, de la aceasta afirmatie a lui V. Horia facuta in urma
cu aproape saizeci de ani, si cit de ,suspecti si indezirabili” suntem
considerati astazi, cAnd nici macar cu germanii si slavii nu mai putem fi
confundati si cand o lume intreaga ne arata cu degetul, confundandu-ne cu
populatii etnice minoritare care tind sa rastoarne majoritatea.

Prin eforturile lui Vintila Horia, Romania nu numai ca vede lumina
tiparului la Buenos Aires, dar mai si ,implineste o misiune de avangarda
de o nebanuiti valoare7:.” In repetate randuri, V. Horia 1i solicitd
colaborarea in paginile revistei lui Busuioceanu, deoarece este ,sigur ca
fostul meu profesor si maestru imi intelege de departe zbaterea pura si ca

69 Idem.
70 Idem.

7t Idem, p. 262.
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imi va intinde peste ocean o ilustra si prieteneasca mana de ajutor72.” Nu
este singura scrisoare in care 1i solicita ajutorul si colaborarea. Cateva zile
mai tarziu, 1i povesteste fostului sau profesor ca, desi publicat in spaniola,
numarul din februarie 1950 va fi dedicat exclusiv literaturii roméane si
insistd sa-i scrie din nou: ,colaborarea d-voastra ne-ar fi deosebit de
pretioasars.”

In acest prim volum sunt pomenite si alte reviste culturale, ca de
exemplu Escorial din Madrid, dupa spusele lui Busuioceanu ,revista cea
mai importantd din Spania74“, care 1i publicd in decembrie 1949 o
antologie formata din saisprezece poeme.

Tot aici gasim si sfaturi despre cum trebuie scrisa poezia si despre
marii poeti, de data aceasta in corespondenta cu Ana Helfant, fiica lui
Henry Helfant, care dorea sa devina scriitoare si pe care o indeamna sa ia
arta in serios. Retinem cateva cuvinte pe care le consideram importante
pentru a contura profilul moral al scriitorului nostru, convingerile sale cele
mai intime si, in fond, obiceiurile sale pe care nu se sfia sa le practice ori de
cate ori avea ocazia. ,Pictura sau poezie sau proza sau teatru, nu e nimic
greu de facut, cand ai sensibilitate artistica, imaginatie si necesitatea de a
exprima lo que llevas dentro7s. Dar orice vei face trebuie sd faci cu
convingere si cu dorinta de a reusi. Scepticismul e bun pentru a pune sare
in lucruri; chiar autoironia, fiindca dovedeste superioritate de inteligenta
si capacitatea de a te judeca singur. Dar si una si alta trebuie sa serveasca
numai pentru a acidula sau a pune gratie in ceea ce faci. Si ce faci, trebuie
sa fie reflectat si sa porneasca din pasiunea si vointa d-tale de a reusi7o.”

Nu sunt singurele sfaturi pe care i le da Anei. La sfarsitul volumului
exista o scrisoare din care se poate desprinde o adevarata ars poetica in

72 Idem.

73 Idem, p. 263.

74 Idem, p. 260.

75 ,Ceea ce porti in tine.”

76 Op.cit., volumul I, p. 198.
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viziunea lui Busuioceanu. Sunt fragmente de o importanta extrema pentru
intelegerea modului in care concepe el poezia si in care intelege sa se
raporteze la artd, in general. Sunt, de asemenea, pasaje foarte graitoare care
explicd usurinta lui de miscare prin domenii artistice diferite si o cheie de
intelegere a talentului sau uluitor de a reusi in toate aceste domenii.

Pe 17 noiembrie 1948 ii scrie Anei: ,Intai de toate vreau si-ti spun ci
poezia nu trebuie niciodata sa fie o istorie sentimentala a poetului(...).
Poezia, chiar daca se bazeaza pe o asemenea istorie, trebuie sa fie
impersonald, sa faca din emotia sau motivul personal elementul estetic,
ridicat pana la abstract, valabil nu numai pentru poet, dar pentru toata
lumea. Concret si abstract, in poezie si in toata arta de azi (nu mai putin in
picturd) sunt intelesuri identice. (...) Asa cum trupul si sangele din noi sunt
abstracte; asa cum ideea sau nelinistea fieciruia sunt concrete77. In
aceeasi scrisoare, Busuioceanu vorbeste despre rolul imaginii poetice
indirecte si al cuvantului sugestiv, fira de care nu e cu putinta sa existe
poezie de valoare. Mai mult, intreaga poezie moderna se sprijina pe aceste
procedee, pe seria de transformari obligatorii la care poetul supune
realitatea traita in asa fel incat aceasta raimanand ascunsa, este exprimata
numai prin metafora: ,,Pentru poet lucrurile traiesc prin numele sau figura
lor. Si poetul ridica nume si figura la o potentialitate mai inalta cand
expresia lui e indirecta, cand intre cuvantul ales si motivul din realitate se
interpune o succesiune de transformari, care trebuie sa ramana oculta. La
asta servesc imaginea poetica si cuvantul sugestiv. Nu e asa si in pictura,
care a parasit realismul si uneori chiar obiectul, pentru a se ridica la alte
trepte? Nu e si in muzica la fel (vorbesc de muzica moderna), care a parasit
aproape melodia, adica limbagiul direct, pentru o armonie desfasurata in
adancime ...)? Cand vei reflecta bine la analogia dintre poezie si pictura sau
dintre poezie si muzica vei ajunge singura la intuitia expresiei juste si la
depurarea necesara a formei, care aduce dupa sine si pe aceea a ideii7s.”

77 Idem, pagina 216.

78 Idem.
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Corespondenta lamureste pe alocuri chiar mai bine decat jurnalul si
misterul legat de sanatatea mereu precara a lui Busuioceanu, care trece,
vreme de luni de zile, printr-o asa-zisa ,nevralgie moderna”, diagnosticata
fantezist de medici in absenta unei etichete mai potrivite 79. Citind
fragmentul urmator, extras dintr-o scrisoare adresata, in aprilie 1950, lui
Francoise Han, ,micuta chinezoaica” din paginile jurnalului, ne dam
seama ca ipoteza lansata de noi in capitolul dedicat Caietelor de miezul
noptii, potrivit careia Busuioceanu nu suferea, de fapt, de nici o boala
trupeasca, ci mai degraba de o misterioasa boala sufleteasca, este perfect
plauzibila. Iata pasajul care ne intdreste convingerea: ,un prieten medic
care ma ingrijeste si care n-a reusit sa indrepte aceasta anomalie, a sfarsit
prin a-mi declara zilele acestea ca lui nu i se pare o boala, ci mai degraba
un capriciu al firii mele — un temperament, nu o temperatura. Pentru
moment, ma multumesc cu aceasta explicaties°.”

Tot scrisorile arunca o lumind asupra unei consecinte firesti a unei
vitalitati atat de mari, care avea nevoie de cate cincisprezece de pastile de
Saridon pe zi pentru a-si potoli febra: de data aceasta e vorba despre
dragostea —care imbraca multe chipuri— fata de sexul slab.

Cu toate ca Busuioceanu isi pastreaza sobrietatea la acest capitol de
doua ori delicat atat in jurnal, cat si in scrisorile expediate prietenilor, unii
dintre acestia, care il cunosc mai indeaproape si au simtul umorului mai
dezvoltat, precum si limba mai ascutita, cum e, de pilda, Nicu Herescu, nu
se sfiesc sa 1i trimita intepaturi amicale pe aceasta tema.

Iata, de pilda, un foarte scurt fragment in acest sens, dintr-o scrisoare
a acestuia din urma, datata 18 decembrie 1947: ,,Gripa si insomnia fiind de

79 Pentru aminunte legate de aceastd chestiune, a se vedea capitolul Alexandru
Busuioceanu si Caietele de miezul noptii, unde lansim — cu argumente — ipoteza ca febra
permanenta, nevralgiile, durerile de cap si vesnicele insomnii ale lui Busuioceanu nu erau
urmarea nici unei boli a trupului.

80 Op.cit., vol. I, p. 278.
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genul feminin, nu ma mira ca nu scapi de eled.” Sau, in alta parte: ,Dna
Micky imi scrie ca ai invitat-o in Mallorca, oferindu-te sa-i obtin eu viza
spaniola! Cand te vei decide sa devii om serios? Deci, hasta luego (nu insa
in Mallorca!)82“.

Lasand aceste glume nevinovate si prietenesti la o parte, retinem
totusi din paginile volumelor de corespondenta si pasiunea navalnica si
extrem de scurta pentru Juana Mordd, evreicd nascuta la Salonic si cu
nume catalan, pe care din jurnal nu o intreziaream atat de intensa pe cat
transpare din urmatoarea epistold, scrisa, ca toate epistolele catre ea, in
franceza, la sfarsitul lui august 1949: ,,Jeanne, eu nu te pot iubi un pic. Eu
nu ma multumesc cu prietenia pe care o are cineva pentru mine.(...) Stii tu
ca a fi femeie nu inseamna doar a se vrea sau a se lasa iubita? Stii tu ca
fericirea, adevarata fericire, iInseamna a avea incredere, a uita, a fi chiar tu
cea care iubeste si este iubita? Fara indoiala (...) am depasit linia pe care tu
ai trasat-o de atatea ori. (...) Inteligenta ta foarte subtila atinge exact
stadiul in care ar putea face sa explodeze toate adevarurile mele.(...) Si
totusi, Jeanne, daca ai fi mai deschisa cu mine! Daca ai uita aceste rezerve
si ai lasa cu adevarat inima sa vorbeasca! Nu vei mai trebui sa te temi ca nu
sunt sincer, nici sd-mi repeti cd nu vrei sa pierzi prietenia mea pe care, stii,
nu o vei pierde niciodatass!”

Acest ,niciodatd” a durat insi mai putin de doui luni. In octombrie
acelasi an, intr-un bilet la fel de patimas, Busuioceanu 1ii scrie, scurt: ,Nu e
vina ta daca astazi ma simt ingrozitor de ranit, umilit. (...) Eu nu meritam
afectiunea ta. Si nu pot sa ma schimb84.” Cititorul nu poate deduce, nici
din corespondentd, nici din jurnal, ce anume se petrecuse, de natura sa
destrame relatia amoroasa a celor doi. Iar acest amanunt nu are oricum
nici o importanta. De retinut numai faptul ca, asa cum se va intampla si cu

81 IJdem, p. 161.
82 Idem, p. 175.
83 Idem, p. 244.
84 Idem, p. 253.
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celelalte pasiuni fulminante ale lui Busuioceanu: ele se incheie brusc,
aproape violent si in orice caz lasa un gust extrem de amar. Fata de Juana
Mordo, care in mod evident, din tot ceea ce citim in jurnal, nu fusese
indragostita de el, ci era doritoare numai de o relatie de ,,amicitie” in sens
mai amplu, Busuioceanu incearca sa-si tind promisiunea de a-i ramane
prieten. {i va frecventa in continuare casa deveniti salon literar si loc de
intdlnire pentru artistii vremii, dar o va suspecta de multe ori, dupa
sfarsitul legaturilor pasionale, de intrigi in privinta lui.

In paginile corespondentei, regisim si ecouri ale relatiei cu Antoaneta
Iordache, femeia pe care a iubit-o cel mai mult si cu care a avut o relatie pe
cat de indelungati, pe atat de nefericitd. In noiembrie 1948, Antoaneta ii
trimite o scrisoare care marcheaza ruptura legaturii lor sentimentale, in
care tine sa puncteze, pe un ton pe cat de taios, pe atat de ranit, toate
defectele care-i adusesera la despartire, radiografiind cu aparent mult
sange rece dragostea lor apusa: ,,Am fost egoisti unul cu altul, cruzi(...). Am
fost totdeauna, in fond, doi oameni nedrepti si adeseori grandomani. (...)
Astazi ne dam seama ca nu ne-am iubit, fiindca nu ne-am stimat si nu am
avut respect unul pentru altul. A fost numai o legatura fizica, trebuie sa
recunosti. Dragostea ta pentru mine a fost pasiune si nimic mai mult. De
aceea, relatiile noastre au fost puse pe baze anormale care atata rau ne-au
facut, fiindcd pe tine nu te-au satisficut, iar pe mine m-au ranit si
dezamigitss.” In al doilea volum, Antoaneta Iordache, deveniti intre timp
sotie si mama, in urma casatoriei din 1950 cu scriitorul estonian D. Arvid
de Bodisco, va primi in continuare scrisori de la Busuioceanu care se va
preschimba, si pentru ea, intr-un adevarat mentor literar, asa cum fusese
si pentru Francoise Han sau pentru Ana Helfant.

La reluarea, in 1952, a corespondentei cu Antoaneta Iordache, inclusa
in al doilea volums3¢, care cuprinde perioada 1952-1961, aflam ca pasiunea

85 Idem, p. 222.
86 Spre deosebire de primul volum de corespondenti, care a fost publicat la editura

Lurnalul literar”, cel de-al doilea volum, purtand tot titlul de Un roman al exilului
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pentru ea nu se stinge nici dupi ciisitoria acesteia cu Bodisco. Intr-una din
scrisori, din iulie 1952, 1i povesteste despre bucuria de a fi fost inclus in
volumul L’Histoire Illustré de la Littérature espagnole al francezilor
Larrieu si Thomas. Autorii, care se documentasera singuri, erau profesori
de spanioli la licee din Paris, iar colectia se dovedeste a fi foarte ,,serioasa”,
dupa expresia lui Busuioceanu. Mai mult, numele sau figureaza, intr-un
,Bouquet final”, cu autoportretul din revista Insula, printre poetii spanioli
,d’origine roumaine”. ,Capitolul poeziei actuale e ilustrat, 1i scrie
Busuioceanu, cu aceste portrete: Ruben Dario, Unamuno, Antonio
Machado, Juan Ramén Jiménez, Lorca, Rafael Alberti, Jorge Guillén,
Pedro Salinas, Luis Cernuda, Vicente Aleixandre, Vivanco, Dionisio
Ridruego si eu87.” Nu e de mirare ca se simtea atat de mandru, pentru ca o
atare performanta este singulara. Pamfil Seicaru, de pilda, tine sa-i spuna
ca ,astia ca Panait Istrati si ca tine n-au avut nimic de-a face cu Romaénia”,
adaugand ca ,tu ramai aici cu stramosii tai, Cervantes, Lope de Vega si
Dionisio Ridruego”.

Tot din aceasta epistola aflam ca in acest an este invitat, ca poet si
traducator, dupa cum aflam din aceeasi scrisoare, la Congresul de Poezie
de la Segovia, unde citeste, la mormantul lui San Juan de la Cruz, un poem
al Sfantului, tdlmacit de el in romaneste, ,in metru original si cu rime” si
tine o cuvantare ca poeta errantess. Despre cartea cu privire la iubirea lui
Juan Valera pentru Lucia Pallady 1i marturiseste Antoanetei in finalul
scrisorii, pentru ca nu doreste sa piarda ocazia de a-i impartasi o alta
implinire recentd la acea datd: tocmai primise premiul Societatii
Prietenilor lui Valera pentru aceasta lucrare, intitulatda Una historia
romantica: Don Juan Valera y Lucia Paladi. Intre autorii care

romdnesc, Corespondentd, a aparut la editura Academiei Romane, Fundatia Nationald
pentru stiinta si artd, Institutul de Istorie si teorie literara ,,G. Célinescu®, la Bucuresti, in
2004.

87 Idem, p. 19.

88 Poet aflat in pelerinaj®.

94



prezentasera lucrari se numarase si marele scriitor spaniol din generatia
de la ’98, Azorin89, dar premiul il obtinuse scriitorul roman, a carui lucrare
a fost citita la monumentul lui Valera, in cadrul unei festivitati. Aflam, de
asemenea, ca lucrarea urma sa fie publicatd de editura Academiei din
Cordoba, dar fusese cumparata si de Fundatia de la Paris, care avea s-o
publice tot in spaniola.

In 1954, 1i mirturiseste Antoanetei, care era deja mama, ci ,in aceasti
saptamana luminata incep sa ma indragostesc de tine a patra oara’o. Nici o
femeie, adauga el, nu a meritat asemenea lucru vreodata:.”

Legatura cu Antoaneta o va pastra, in chip neasteptat si chiar
misterios, pana in ultimii ani, cici aceasta, desi din relatia lor nu mai
ramasese, pentru ea cel putin, decat prietenia, va veni sa-1 viziteze la spital,
in iunie 1958, cand el avusese o crizd de inimi aproape fatald. In acele
imprejurari, are ,revelatii despre oameni si pretul vietii” si se simte
profund emotionat de a o fi ,gasit prezenta intre cei dintai”, ceea ce este,
pentru el, ,0 mare mangaiere si o ridicare in glorie a chipului tdu pentru
mine, in acele momente unice pe care nu le pot uita.” Din nou, aparent
inconstantul Busuioceanu isi dovedeste fidelitatea: ,Regasesc in cuvintele
tale accentul adanc si timbrul tdu uman, asa cum le-am pretuit, cum le voi
pretui intotdeauna%2.”

Cu un an si ceva inainte de moarte, in 1959, 1i face Antoanetei o ultima
declaratie de dragoste: ,,Azi am avut vreme destula sa-mi amintesc clipele
din Bucuresti, cand erai incid o fetita diafana, usor intristatd, usor
halucinata, in care imaginatia mea intrevedea toate minunile pe care le

89 José Augusto Trinidad Martinez Ruiz, mai cunoscut sub pseudonimul de Azorin
(8/11 iunie 1873 - Madrid, 2/4 martie 1967) a fost romancier, eseist si cel mai important
critic literar spaniol al vremii sale.

90 Sublinierea 1i apartine.

91 Op.cit., vol. II, p. 126.

92 Idem, pp. 234 si 235.
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intrupai, fara sa banuiasca nimic din destinul adanc cu care trebuia sa-mi
zgudui si sa-mi imbogatesti viata pentru totdeauna%s.”

Din acest al doilea volum aflam si informatii despre activitatea lui
Busuioceanu ca profesor ,,de filologie romana” la Madrid, titulatura cu care
acesta nu este de acord, deoarece nu se socoteste filolog. El recunoaste,
intr-o scrisoare catre Alphonse Juilland din mai 1953, ca ,straduintelor
mele, pe cand aveam -calitate oficiala, se datoreste introducerea limbii
romane in universitatile spaniole”, dar sustine cd ,profesorii de romana
din Spania suntem cam orice in afara de filologi — unii, istorici de arta sau
de literatura; altii, juristi, agronomi, poeti si chiar oameni de afaceri%4.”

Tonul acestor scrisori este mai amar decat al celor din primul volum, ca si
cum experienta exilului si mai ales neputinta de a se intoarce in tara macar
pentru o vizita l-ar fi ingenuncheat. Singuratatea si deceptiile de tot soiul,
inclusiv problemele de sanatate fac din el, adeseori, un cinic. Asemeni lui
Dimitrie N. Ciotori, care 1i este prieten si cu care corespondeaza asiduu in
acest al doilea volum, Busuioceanu este amarat ca ,,Occidentul civilizat ne tine
legati si prinsi si nici macar nu pomeneste de situatia noastra, iar noi nu
putem tipa, fiindca n-avem nici presa si nici cuvant9s.”

Neputinta de a interveni, oricat de putin, la indreptarea situatiei
catastrofale din tara, precum si vestile dezastruoase privind represaliile
instituite de regimul comunist impotriva tuturor ,elementelor periculoase”
(a se citi impotriva intelectualitiatii) nu sunt nici ele de natura sa
insenineze spiritele triitorilor in exil. Intr-o scrisoare trimisi de la Paris pe
3 august 1959, Virgil Ierunca adauga, in post-scriptum: ,,Vestile rele despre
care pomeneam sunt acestea: Doamna Lovinescu9 condamnata la 18 ani
inchisoare (are 72 de ani) pentru motive imaginare. C. Noica, condamnat

93 Idem, p. 248.

94 Idem, p. 66.

95 Scrisoarea lui Ciotori dateaza din 7 martie 1959. (Op.cit., volumul II, p. 256).

96 Ecaterina Béldcioiu, mama Monicai Lovinescu, a fost arestatd in 1958 si detinuta

pand in 1960, cand s-a stins din viata in inchisoare.
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pe viata. Alti doi prieteni poeti ai mei, unul pe viata, pentru motivul — real
— de a nu fi vrut s colaboreze cu regimul. In cel mai mare secret: DI. V.
Voiculescu condamnat si el. Crima a intrecut masura9?.”

Singurul lucru pe care l-ar mai putea face personalitatile din exil ar fi
sd se uneasca si sa loveasca, politic, in regimul care le prigonea cuvantul si
spiritualitatea romaneasci. Insi Busuioceanu e descurajat de dezbinarea
care domnea tocmai intre romanii care ar fi trebuit sa se sprijine. Din acest
motiv, in septembrie 1954 1i raspunde ritos lui Constantin Ghidel, care 1i
ceruse, de la Stuttgart, un studiu morfologic al societatii romanesti exilate,
ca genul acesta de analizd nu intra catusi de putin in preocuparile sale,
deoarece, dupa expresia sa, ,nu sunt convins sa romanii din exil reprezinta
vreo societate.” Pentru a-si indulci refuzul categoric de a colabora la revista
acestuia, care tocmai implinise cinci ani de existenta, madrilenul adauga,
indurerat: ,,Pretuiesc mai mult existentele individuale romanesti, care prin
forte proprii se afirma util, renuntand la spiritul gregar9s.”

In pofida stirii de sinitate tot mai precare in acesti ultimi ani ai vietii,
scrisorile afectuoase de la prieteni ca Emil Cioran, Virgil Ierunca, Monica
Lovinescu sau Nicu Herescu nu prididesc sa 1i parvina, coplesindu-l cu
caldura lor.

Cioran 1l felicita, in octombrie 1953, pentru ,splendidele poezii cu care
ma delectez citindu-le prin revistele emigratiei?9”, Nicu Herescu ii scrie cu
directetea unui frate bun, ,mi-e dor de Domnia Ta, ma Alecule!°o, Ierunca
se scuza pentru a-i fi scris cu intarziere spunandu-i ca ,ma simt atat de
aproape de Dumneata, incat mi-am ingaduit sa tactc1!” Si Busuioceanu,
intr-una din cele mai impresionante pagini ale sale din intreaga
corespondenta, ii raspunde acestuia din urma, ca intr-o lectie ciceroniana

97 Op.cit., volumul II, p. 273.
98 Idem, p.161.

99 Idem, p. 85.

100 Jdem, p. 217.

101 [dem, p. 95.
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despre prietenie: ,Ma cred un om norocos de a fi descoperit, cAnd ma
asteptam mai putin, un prieten cum mi se pare ca esti d-ta; si intr-o
masura cu atat mai mare, aflandu-te impreuna cu Monica. Eu am parcurs
mai mult drum decat d-ta, si stiu cat de rare sunt asemenea intalniri. Ma
sfiesc sa spun tot ce gandesc si sa definesc in cuvinte slabe impresia pe
care mi-a lasat-o prezenta voastra aici. N-am grija pentru viitor. Stiu ca o
prietenie astfel legata are puterea subtilitatilor si neprevazutului ei.
Scrisoarea d-tale ma intareste in aceasta idee02.”

Prieteni intimi 1i sunt putini, dar sunt multi cei care 1l apreciaza fara
limite, cum este, de pilda, Alexandru Gregorian, director pentru cativa ani
al Sectiei Romanesti de la Europa Libera si membru fondator al Societatii
Academice Romane de la Roma, care, aflat la Miinchen, omagiaza in
persoana poetului Busuioceanu ,toata pleiada daltuitorilor si ziditorilor de
la Gandireao3®.

Dimitrie N. Ciotori, care i se adreseazid mereu cu formula ,prea
onorate Parinte Busuioc”, amuzanta si izvoditoare de nostalgii pentru
criticul de arta roman, 1i trimite una o ultima scrisoare in iulie 1960, cu
cateva luni inainte de moartea acestuia, in care il indeamna sa nu renunte
la limba romana, pentru ca ,limba romaneasca n-a retrait si n-a inflorit
indeajuns in climatul atat de variat al exiluluio4”. De asemenea, dupa
observatia sa, corectad istoriceste, ,0 lege imuabila a sters din randul
neamurilor pe acelea care si-au pierdut limba.” Chiar daca literatura din
Romania acelei perioade era ,un vast cimitir peste care pluteste ceata
rosie, asfixianta, unde nu se vad decat strigoii si groparii”, singura solutie
posibila pe care o vede omul politic Ciotori este ,sa scriem romaneste ca de
nu, nu vom vedea libertatea pentru multa vreme05”,

102 [dem, p. 97.
103 [dem, p. 100.
104 [dem, p. 306.

105 [dem.
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Busuioceanu, insa, scrisese deja tot ce 1i ingaduise destinul, in toate
limbile In care trebuise s-o facd, iar acum nu mai voia decat si se
odihneasca, caci linistea 1i lipsise cel mai tare de-a lungul tumultuosilor ani
petrecuti in exil. De fapt, poate si mai exilat ar fi fost si daca ar fi ramas in
Romania cumplitilor ani din perioada comunista, cand tavalugul rusesc si
densa ceata rosie acopereau orizontul si transformau intreaga societate
intr-un trist abator unde la vanzare nu se giaseau decat intelectuali
proaspat iesiti de prin puscarii, frageziti in cumplite batai, decapitati,
decimati, sau, mai rau, cumparati de ,sistem” la preturi jalnice.

Criticul de arta roman moare singur la Madrid. Unica marturie
publicatd pana acum despre ultimele sale clipe de viata se regaseste intr-o
scrisoare a lui Aurel Rauta catre Grigore Nandris. Rauta il vizitase pe
Busuioceanu in acele clipe de pregatire pentru trecerea dincolo si tine sa-i
spuna lui Nandris ca ,trei zile inainte de a muri (la trei dimineata) nu mai
umbla si nu mai cunostea nimic. Era complet schimbat. Mai bine pentru
cei ce nu l-au vazut, pentru ca au ramas cu imaginea lui din timpurile
bune, falnic, frumos si cu figura lui totdeauna surazatoare. A fost mintea
cea mai luminata si talentul de relief din lumea de afara. Numele lui va
ramane totdeauna legat de spiritualitatea romaneasca106.”
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VERDI
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“Va', pensiero, sull'ali dorate.
Va', ti posa sui clivi, sui coll,
ove olezzano tepide e molli
U'aure dolci del suolo natal!

Del Giordano le rive saluta,

di Sionne le torri atterrate.

O mia Patria, si bella e perduta!

O membranza si cara e fatal!
f1

Abstract: This essay is dedicated to two important artistic-cultural
events of 2011: the celebration of 150 years from the Unification of Italy
and 110 from the death of Giuseppe Verdi, the composer in whose
creation can be found perhaps the deepest echoes of the Risorgimento.
These facts do not belong only to the history of the Italian nation, but of
the European and universal history, because great artists of the
peninsula have contributed works very precious with since ancient times
of various kinds, admired in all museums and theaters in the world.

Keywords: Carbonari motions, the shipment of one thousand
soldiers of Garibaldi, the Kingdom of Sardinia, choirmaster, musical
compositions, booklet, symphony, opera, failure, success.

1 _Va pensiero”, Nabucco, il coro degli schiavi, atto II.
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* *

II 2011 marca la celebrazione di 150 anni dall'Unita d'Italia,
compiutasi in un arco di tempo abbastanza grande. L'aspirazione alla
realizzazione di questo sogno di tutti i grandi uomini che scrissero la storia
della penisola (come Dante e Petrarca) si fece piu viva nel Cinquecento,
quando Niccolo Machiavelli vedeva possibile la nascita nella sua terra di
uno stato moderno autonomo e indipendente, come la Francia,
I'Inghilterra ed altri stati europei. Questo sogno si € avverato solamente
dopo la rivoluzione francese e l'istaurarsi del regime repubblicano nel
vicino paese transalpino.

L'unione d'Ttalia si concluse dopo cinquant’anni d'innumerevoli eventi
politici: il Congresso di Vienna del 1815, la preparazione del Risorgimento
con i moti carbonari, con i vari tentativi insurrezionali duramente ripresi e
con la fondazione, nel 1831, della Giovine Italia, da parte di Giuseppe
Mazzini, organizzazione che aveva acceso i piu profondi sentimenti
patriottici nelle anime dei cittadini della penisola.

Lo scoppio della prima guerra d'indipendenza del 1848 contro
I'Austria, promossa da Carlo Alberto di Savoia, re di Sardegna, fece
possibile (dopo la sconfitta piemontese in seguito alle iniziali vittorie),
I'abdicazione di Carlo Alberto e I'ascesa al trono di Vittorio Emanuele II.
L'abile azione del suo primo ministro Cavour e la partecipazione del
Piemonte alla guerra di Crimea insieme alla Francia (1854) riuscirono ad
imporre la questione italiana a tutta 1'Europa. Gli accordi di Plombieres tra
Cavour e Napoleone III (1858 ) portarono l'anno successivo alla seconda
guerra d'indipendenza con i piemontesi vittoriosi insieme ai francesi (le
vittorie di Magenta e Solforino) e dopo le insurrezioni popolari dell'Ttalia
centro-settentrionale, la Lombardia, 1'Emilia-Romagna e la Toscana
furono annesse al regno di Sardegna.

Come Garibaldi aveva liberato, con la famosa spedizione dei Mille, la
Sicilia e tutto il Meridione dalla dominazione borbonica (la Savoia e Nizza
erano state invece cedute alla Francia), nel 1860 anche il Mezzogiorno, le
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Marche e I'Umbria vennero uniti al nascente Stato italiano. Il 17 marzo il
parlamento sabaudo proclamava il Regno d'Ttalia, di cui sovrano era
Vittorio Emanuele II. La capitale del neonato regno rimase a Torino, fino
al 1866, quando per ragioni politiche fu spostata a Firenze.

Solamente dopo la terza guerra d'indipendenza (1866) 1'ITtalia riusci ad
ottenere, alleata con la Prussia contro 1'Austria, nonostante le sconfitte di
Lissa e di Custosa, anche il Veneto. Quattro anni dopo, il 20 settembre
1870, quando le truppe del generale Cadorna entravano vittoriose in Roma
attraverso le braccia di Porta Pia, 1'antica citta madre dell' Tmpero romano
di una volta entrava a far parte del nuovo stato, la cui capitale era
proclamata un anno dopo.

L’anniversario dei 150 anni dalla proclamazione dell'Unione d’Italia e
stato celebrato insieme ad un altro grande evento culturale, artistico e
politico importante, indissolubilmente legato al primo e cioe I’anniversario
dei 110 anni dalla morte di Giuseppe Verdi, colui che & stato il simbolo
assoluto degli ideali risorgimentali del suo paese. Il piu famoso
compositore italiano dell'Ottocento doveva diventare uno dei sommi

musicisti di tutti i tempi e di tutto il mondo.
*

* *

Giuseppe Fortunino Francesco, la cui arte “tocco il culmine del
drammatismo musicale nell’espressione diretta della commozione
umana, spoglia de premesse filosofiche e di aspirazioni trascendentali..”,
nacque il 10 ottobre 1813 a Roncole3, dove i suoi genitori, Carlo Giuseppe
Verdi e Luigia Uttini avevano una piccola fattoria - Osteria Vecchia. Aveva

2 George Lazdrescu, Italia — Cultura e civilta, Ed. Pro Universitaria, Bucarest, 2007,
p. 212.

3vicino a Busseto, nella provincia di Parma, una piccola borgata composta di poche
case e da alcune cascine, cfr. Giuseppe Marchesi, Verdi — La vita sociale della nuova

Italia, UTET, Torino, 1974, p. 7.
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preso, sin dall’infanzia, lezioni di musica dall’organista della chiesa4.
Impressionato dalle sue attitudini musicali, Antonio Barezzi, un
commerciante di Busseto amante della musica ed amico della famiglia
Verdi, lo porto in casa sua e gli pago le lezioni di musica ad un livello piu
alto. Nel 1832 ricevette una modesta borsa dal "Monte di pieta" a Milano,
dove poté migliorare la propria tecnica musicale.

Nello stesso anno fu perdo respinto al conservatorio, per aver
sorpassato l’eta limite per gli studenti. Il presidente della Commissione
esaminatrice, Francesco Basily, cha aveva firmato il verbale d’esame,
affermava, riferitosi alla prova di pianoforte: /...] Verdi avrebbe bisogno di
cambiare la posizione della mano, [cosa che], attesa lUeta di 18 anni si
renderebbe difficile [...] Perché alle composizioni che presento come sue,
applicandosi esso con attenzione e pazienza alle cognizioni delle regole
del contrappunto, potra dirigere la propria fantasia che mostra d’avere,
e quindi riuscire plausibilmente nella composizione.5

Questo fatto che non restera senza conseguenze per il futuro artista,
perché, quando nel 1900, Guido Baccelli, il Ministro della pubblica
istruzione di quei tempi chiedera a Verdi il suo consenso per intitolare con
il suo nome il Conservatorio milanese, ne avra un gentile ma netto rifiuto.¢

A Milano Giuseppe prese lezioni di composizione con un allievo di
Giovanni Paisiello, compositore e assistente alla Scala - Vincenzo Lavigna,
che lo aiuto a conoscere molte opere di parecchi grandi musicisti del
passato: Benedetto Marcello, Corelli, Cherubini, Mozart, Haydn,
Beethoven e soprattutto le composizioni di Paisiello, che Lavigna amava in
modo particolare. Gia in possesso di buone basi teoriche, lartista
frequentd anche assiduamente la Scala e ne segui le rappresentazioni
operistiche. Soddisfatto dei progressi del giovane allievo, Lavigna lo fece
partecipare ad un concerto di beneficenza al Teatro dei Filodrammatici di

4ripetendo a casa ad una ,spinetta” disaccordata (una specie di clavicembalo).
5 Frank Walzer, L'Uomo Verdi, U. MURSIA & C., Milano, 1964, p. 16.

6 Verdi commentera: "Non mi hanno voluto da giovane, non mi avranno da vecchio!"
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Milano, in qualita di maestro al cembalo, dove esegui l'oratorio La
creazione di Joseph Haydn.

Tornatosi a Busseto, nel 1833, dopo la morte di Provesi, il suo primo
insegnante di musica, venne assunto come maestro di cappella e nel 1836
sposo la figlia di Barezzi, Margherita, dalla quale avra due figli, Virginia e
Icilio.

Attratto dalla musica d’opera comincio a comporre e nel 1839 ebbe
luogo a Milano, al Teatro alla Scala, la prima esecuzione dell’opera Oberto,
conte di San Bonifacio. Nel presentare Oberto, Verdi ebbe 'appoggio di
Giuseppina Strepponi, al giudizio della quale Verdi aveva sottoposto
l'opera, consapevole dell’ascendente che la cantante avrebbe potuto
esercitare nei confronti dell'impresario della Scala. Ottima cantante con
una calda voce di soprano, questa si era diplomata presso il Conservatorio
di musica di Milano, dopo aver preso lezioni di cembalo dal padre,
Feliciano, maestro di cappella del Duomo di Monza; la carriera artistica
debuttando a diciannove anni. Dotata di una bella voce, potente e intonata,
aveva debuttato a diciannove anni e raggiunto in poco tempo eccellenti
livelli d’agilita e di virtuosismo.

Il suo repertorio comprendere all’apice della sua carriera opere dei piu
celebri tra gli autori suoi contemporanei: Rossini, Donizetti, Bellini,
Meyerbeer e Verdi. Il successo avuto con quest’opera fu perd oscurato
dalla morte dei due figli, seguita da quella di Margherita, nel 1840.

Dopo queste gravi perdite, Verdi si dedico solamente all’attivita
componistica. Il primo spettacolo con Un giorno di regno, fu perd un
fiasco totale. Il "fiasco" costitui pero una vera doccia fredda per il
musicista, tale da procurargli un periodo d’acutissima crisi e dal
dissuaderlo totalmente dal comporre altre opere buffe, decisione che egli
mantenne valida fino agli ultimi anni della sua lunga vita, allorché, forte
della grande esperienza, della fama e del prestigio acquisiti e ormai
incontestabili, riprendera il genere buffo, trattandolo con grande spirito e
senso dell’ironia nel suo ultimo capolavoro, Falstaff.
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Scoraggiato, voleva rinunciare alla musica, ma dopo due anni, nel
1842, ottenne con 1'opera Nabucco un successo straordinario, grazie anche
all'interpretazione speciale del soprano Giuseppina Strepponi, quella che
gli restera accanto fino all’'ultimo momento della sua vita. Negli anni che
seguirono, Verdi lavoro, come dichiarava lui stesso, "come un condannato
a galera", per rispondere alle numerosissime richieste d’opere da parte di
diversi teatri d’Italia. Cosi apparsero le tredici opere composte tra gli anni
1843 -1850, le piu conosciute essendo: I Lombardi alla prima crociata,
Ernani, I due Foscari, Macbeth, Luisa Miller.

Nel 1848 si stabili a Parigi, dove compose, in solo tre anni (tra 1851 e
1853) i capolavori della famosissima "Trilogia popolare": Rigoletto, Il
Trovatore e La Traviata. Il successo di queste, come anche di quella che
segui - I vespri siciliani - fu clamoroso.

Aureolato dalla gloria dei grandi compositori, Verdi torno in patria e si
stabili insieme a Giuseppina Strapponi, alla proprieta "Sant'Agata" di
Busseto, dove trascorse la piu gran parte della sua vita. Nel 1857 e nel 1859
videro la luce della ribalta le opere Simon Boccanegra e Un ballo in
maschera. Nello stesso anno il compositore sposo segretamente
Giuseppina Strepponi. Dopo il primo insuccesso con Oberto, Verdi non
riusci a superare lo scoraggiamento e la depressione: non poteva mangiare
e dormire, non potendo nemmeno lavorare. In questo stato d’animo rifiuto
di affrontare un nuovo impegno con Morelli. Il libretto, da questo
propostogli, intitolato Il proscritto, fu ignorato per lungo tempo.

Ma nuove circostanze contribuirono a risollevare lo spirito del
musicista dalla sua angoscia. Merelli aveva affidato un libretto di
Temistocle Solera sulla storia del re babilonese Nabucodonosor, al
musicista tedesco Nicolai. Come questo tuttavia non aveva accettato di
musicarlo, l'impresario penso di attuare uno scambio tra i soggetti
destinati ai due musicisti: diede a Nicolai il libretto del Proscritto e
s’incontro poi con Verdi, al quale disse: “Ecco qui il libretto di Solera! Un
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cosi bellargomento, e rifiutarlo! [...] Prendi, leggilo [...] e poi me lo
riporterai.””
Il musicista, getto prima il manoscritto sul tavolo, ma lesse,
senza volere, le parole scritte sulla pagina alla quale si era aperto
il fascicolo e che porteranno alla sua guarigione morale ed alla
ripresa del lavoro, come dichiarera egli stesso: “Rincasai e con un
gesto quasi violento gettai il manoscritto sul tavolo,
fermandomici ritto in piedi davanti. Il fascicolo cadendo sul
tavolo stesso si era aperto: senza sapere come 1 miei occhi
fissano la pagina che stava a me innanzi e mi st affaccia questo
verso: “Va pensiero sull’ali dorate". Scorro i versi seqguenti e ne
ricevo una grande impressione [...] Leggo un brano, ne leggo
due: poi, fermo nel proposito di non scrivere, faccio forza a me
stesso, chiudo il fascicolo e me ne vado a letto! [...] Il sonno non
veniva; mi alzo e leggo il libretto, non una volta, ma due, ma tre,
tanto che al mattino si puo dire che io sapevo a memoria il
libretto di Solera.”

Verdi si entusiasmo per i due pregi piu rilevanti del soggetto - la
bellezza della storia narrata e la grandiosita d’alcune scene e ben presto
inizio alacremente a mettere in musica le vicende di Nabucco. Com’era gia
accaduto con Oberto, ebbe anche l'appoggio efficace e prezioso di
Giuseppina Strepponi, interprete del ruolo femminile principale (quello di
Abigaille), che, richiedendo tra laltro notevole temperamento
drammatico, fu congeniale ai mezzi vocali della cantante, come progettato
appunto per le sue caratteristiche tecniche ed espressive.

La prima esecuzione, del 9 marzo 1842, riscosse grande successo,
essendo un vero e proprio trionfo. Verdi stesso ne fu entusiasmato. La
tensione drammatica di quest’opera, delineata anche in Oberto scaturiva
dalla profonda connessione e compenetrazione fra il testo e la sua

7 Giuseppe Verdi, http://www.wikipedia.it
8 Idem 5
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espressione musicale, come una perfetta sintesi espressiva. L'utilizzazione
del coro in ruoli di primo piano, con funzioni narrative fortemente
accentuate e la sinfonia che introduce 'opera, racchiudendo i principali
temi musicali della vicenda teatrale sono i punti salienti del percorso
narrativo.

Lo straordinario successo di Nabucco rappresentd anche l'inizio
celebrita di Verdi. Il pubblico s'impossesso immediatamente dei brani in
riconosceva la sua propria storia e li diffuse subito, decretandone la
popolarita.

Ma l'elemento fondamentale dell’opera che assicuro il gran successo
dell’opera ¢ all’argomento principale di questa, perché il reale protagonista
di Nabucco &, infatti, il popolo ebreo che esprime, con il suo canto, la
nostalgia per la patria perduta e il dolore per l'oppressione a cui era
sottoposto a causa della schiaviti impostagli da un oppressore straniero.
Nelle vicende narrate e soprattutto in quei "clivi" e "colli" invocati dal coro
nel "Va pensiero", gli italiani individuavano le proprie terre, i propri luoghi
conquistati e dominati da popoli stranieri; la gente di Milano riconosceva
se stessa, sottomessa al giogo austriaco. E questo in un periodo gia
fortemente segnato da accese aspirazioni all’indipendenza nazionale.

In Nabucco sono espressi i sentimenti fondamentali del Risorgimento,
che trasposti in un’allegoria d’immediata risonanza popolare, diventano
dialettica di valori morali, procedimento ritrovato in tutte le opere di
Verdi, compresa anche 'Aida. Verdi fu di fatto l'interprete della prima
fase del nascente Risorgimento italiano, e il coro del Nabucco divenne il
simbolo di una patria che ridotta in schiavitu, era attraversata da una
potente volonta unitaria di liberazione.

Dal 1861 - I'anno dell’'Unione d’Italia — il compositore si dedichera
anche all’attivita politica, il suo nome diventando pure il simbolo del
movimento di liberazione del nord d’Italia dalla dominazione austriaca,
sotto il governo della dinastia di Savoia: V.E.R.D.I. = Vittorio Emanuele Re
D'Italia. Fu nominato nel 1874 senatore nel Parlamento italiano.
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In tutto questo tempo continud a svolgere la sua fruttuosa attivita
musicale, dalla quale nacquero le celeberrime Forza del destino e Messa di
Requiem, quest’ultima composta alla morte del grande scrittore
Alessandro Manzoni, accaduta nel 1873. Aida era stata dedicata ad un
evento d'importanza storica internazionale: I'apertura del Canale di Suez
nel 1869.

Alla creazione di Shakespeare egli s’spirera ugualmente mettendo in
musica nel 1887 la tragedia Otello e nel 1893 'opera buffa Falstaff, accolte
clamorosamente dal pubblico. Ritiratosi all’eta di 80 anni alla fattoria
"Sant'Agata", 'artista non compose altre opere e non poté sopravvivere che
quattro anni alla morte di Giuseppina (nel 1897). Colpito da trombosi
cerebrale, Verdi si spense a Milano, il 27 gennaio 1901.

Il suo testamento conteneva, tra l'altro, questa breve nota: "Ordino che
1 miei funerali sieno modestissimi e sieno fatti o allo spuntar del giorno e
allAve Maria di sera senza canti e suoni. Non voglio nessuna
partecipazione della mia morte colle solite formule”.9 1l funerale fu
celebrato senza frastuono, come egli aveva desiderato.

Il compositore fu invece solennemente commemorato alla Scala, il 10
febbraio 1901, con un concerto, diretto da Arturo Toscanini, dedicato alle
sue musiche e al quale parteciparono, tra gli altri cantanti, Francesco
Tamagno ed Enrico Caruso. Ad un mese dalla sua morte, tutta Milano gli
rese infine un grandioso omaggio, accompagnando le sue spoglie insieme a
quelle di Giuseppina dal Cimitero Monumentale, alla Casa di riposo
Giuseppe Verdi, fondata dal compositore.

Il nome di Giuseppe Verdi e rimasto per sempre legato all’opera ed al
bel canto, agli ideali di liberta della sua patria. Buono e onesto, si era
dedicato alla musica ed alle azioni civili e nazionali. “In pochi operisti,
prima di lui, la presenza dell'uomo morale si era imposta con tanta virtit
poetica. Trasse sempre i suoi motivi umani da un’‘immediata esperienza
di vita, e la su arte non fu mai pensata né scritta per divertire, né per

9 Massimo Mila, Verdi (a cura di Pietro Gelli), Milano, Rizzoli, 2000, p. 32.
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interessare mediante virtuosismi che non avrebbero avuto valore di
espressione piu raffinata, ma soltanto di decorative astrazioni.” Ebbe una
“solida conoscenza dello spettacolo drammatico, alla cui elaborazione
pervenne lentamente, attraverso losservazione dellanima umana,
giungendo ad una compresione del mondo, piil vasta e pii sottile insieme,
pit ricca di valori ed aesigenze maggiori.”°

Alla celebrazione dei 150 anni dall’'Unita d’Italia e dei 110 anni dalla
morte del gran compositore anche in Romania si sono svolte delle festivita
che hanno riportato a vita ’esclamazione simbolica degli italiani del 1861:
“Viva Verdi!”.
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Pourquoi I'Impressionnisme? Parce que I'Impressionnisme
impressionne. A la différence de I'académisme rigide, il va apporter un
souffle novateur de haute tenue artistique, il sera un événement
révolutionnaire a I’époque et pas seulement a I’époque.

Le premier bourgeon du nouveau courant a lieu a Paris ou plusieurs
peintres parmi lesquels Pissarro, Degas, Manet, Monet et Renoir se
réunissent, «issus des milieux plus divers » et ne se connaissant pas
encore.

Le mouvement artistique, apparu premierement en France, pendant la
seconde moitié du 19¢ siecle, a représenté une source d’inspiration aussi
pour les peintres roumains, notamment pour Nicolae Grigorescu (1838-
1907) et Ioan Andreescu (1850-1882), les deux visitant Paris et acquerrant
les techniques du nouvel art. Quoi de neuf dans leur style de peindre ?

Premiérement, les Impressionnistes s’opposent a leurs prédécesseurs,
les romantiques et les artistes de ’Ecole de Barbizon. Ils rompent avec la
tradition académique, se libérant des contraintes artistiques de leurs
prédécesseurs. Les dieux et les nymphes sont remplacés par des gens
quelconques, les impressionnistes abandonnant les théemes mythologiques
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pour peindre des scénes ordinaires. On remarque le libre choix des thémes
pris de la vie quotidienne, choisissant des themes pas encore abordés en
peinture. Pourtant, le choix du sujet n’est pas restrictif. Au contraire, le
peintre doit se sentir libre pour exprimer ses propres «impressions», il
doit étre spontané et subjectif comme le déclare sans hésitations Edouard
Manet: «Un peintre doit étre spontané. On doit traduire dans le langage de
la peinture ce qu'on sent, précisément, immédiatement et sans
hésitations» ou encore "Je peins ce que je vois, et non ce qu'il plait aux
autres de voir", donnant sa vision personnelle, sa propre subjectivité.

De plus, ils inventent une nouvelle technique picturale se détachant
des canons picturaux ancestraux. On rejette la technique de ’Académie
basée sur le finissage absolu du tableau, par «[...] 'interminable finition en
plusieurs couches longuement travaillées que ’Académie préconisait».
L'un des théoriciens de [I'Impressionnisme, Vibert, recommande
I'exécution «alla prima», a savoir l'exécution en une seule séance.
L’exécution rapide de la toile est importante car elle offre I'impression de
spontanéité et assure le captage rapide des effets fugitifs de la lumiere.
Ainsi que déclaré par les peintres: «La peinture doit étre une notation
immédiate de sensations visuelles.»

Ces nouveaux peintres «refusaient les ombres traitées en transparence
[...] et les couleurs terreuses du clair-obscur académique. Ils adoptent, au
contraire, les couleurs vives, les toiles légerement enduites d’une
préparation claire [...]».

Grace a l'invention des tubes de couleur et du chevalet de petite
dimension, facile a transporter, on pouvait étudier le theme choisi dans la
nature, peignant en plein air, essayant de surprendre les manifestations de
l’atmosphere, d'immortaliser I'instant (les sensations visuelles du paysage,
la lumiere et ses effets). On s’échappe de l'atelier pour surprendre la
lumiere et le clair-obscur directement de la source divine! Au grand jour, le
passage ombre - lumiere est plus délicat, plus doux, les ombres sont «plus
atténuées mais riches de la lumiere réfléchie par le ciel». Leur maniére de
peindre est basée sur la traduction picturale de leur perception optique
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personnelle. On peut se rappeler I'effort de Monet qui, pour le cycle «Les
meules de foin», voulait immortaliser le temps passager: «Je travaille
assidiment, mais le soleil change trop vite, je ne peux pas avancer
simultanément. Il faut trouver ce que je cherche: cet instant bref ou la
lumiere inonde tout». Il travaille par jour seulement 15 minutes car la
lumiere qui I'intéresse change rapidement et il revient, les jours suivants, a
la méme heure pour continuer son travail.

C’est la raison pour laquelle ils ont été appelés les peintres de la
lumiere - ils excluent le gris et le noir, ils colorent méme les ombres
(I'ombre ne doit pas étre obscure, mais pleine de couleurs), ils utilisent les
couleurs spectrales du soleil: le bleu, le jaune, le rouge et le blanc, a savoir
les couleurs lumineuses — fondamentales, mais aussi celles secondaires (le
vert, le violet, 'orange); le blanc pur et le noir complet sont minimalisés le
plus possible. En fait, ils liberent la couleur et on peut affirmer, a juste
titre, que le motto du courant: «lumiére et couleur» est pleinement justifié.
Il est vrai que «les fonds clairs sont les plus sfirs, car ils maintiennent la
luminosité générale du tableau, alors que les couleurs sombres se
rapprochent et assourdissent les harmonies. Voila pourquoi les artistes des
années 1860 préféraient les fonds clairs».

Cette «luminosité » est aussi reflétée dans les sujets choisis, la
peinture impressionniste présentant un monde paisible ou les difficultés
sociales, économiques et politiques sont presque nulles.

Le fondateur du courant est Claude Monet, sa toile « Impression :
soleil levant», peinte en 1872, devenant le manifeste de I'impressionnisme.
Son motto? «J’ai jamais accepté les théories. Mon seul mérite est de
peindre directement de la nature» car «L’impressionnisme représente le
sentiment de I'instant». La toile a été dénommée initialement «Marine» et
représente des bateaux éclairés par le brouillard de la matinée; en fait,
l’année 1872 de la signature n’est pas celle réelle, Monet la peignant en
1873 au Havre. L'ceuvre a été présentée au public lors de la premiere
Exposition impressionniste, en 1874. C’était une exposition collective a
Paris, dans les salons du photographe Félix Nadar, étant organisée sans
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jury, les artistes faisant eux-mémes la sélection des tableaux. L’exposition
n’a pas remporté le succes attendu, un grand nombre de comptes-rendus
étant assez hostiles, particulierement celui du critique Louis Leroy qui,
inspiré par le titre du tableau, s’est servi du mot «impression» pour se
moquer du style des exposants. Cette moquerie va devenir la
dénomination d’'un grand courant artistique car, lors de leur 3¢ Exposition,
en 1877, les peintres reprennent ce terme «Impressionnisme» a leur
compte pour identifier leur propre style.

Mais, en réalité, la premiere ceuvre impressionniste est considérée «La
musique aux Tuileries», peinte dix années avant la toile de Monet, en
1862, par Edouard Manet, reconnu comme l'annonciateur des
Impressionnistes. Par ce tableau, le peintre se dédit de la peinture
traditionnelle et il peint justement ce qu’il observe. Le théeme choisi par
Manet choque car une toile peinte en plein air n’était pas considérée de
l’art véritable. Un autre choque a ’époque, provoqué toujours par Manet, a
été la représentation du nu féminin, bouleversant les coutumes de son
époque qui admettait la représentation du nu seulement pour évoquer les
thémes mythologiques, des nymphes ou déesses. On cite «Le déjeuner sur
Uherbe», peint en 1863, représentant une femme nue entourée par des
jeunes hommes habillés, le regard de la jeune femme étant, de plus,
effronté et provoquant, chose inacceptable a I'’époque. Monet va peindre sa
propre version en 1866. Un autre exemple, «Olympia», représentant une
femme nue allongée, la toile déclenchant le plus célebre scandale de
I’histoire de la peinture. On remarque que Manet libere I'art, s’éloignant
des regles traditionnelles rigides et accablantes. Il déclare: «J’essaie de
reproduire le plus simple possible les objets que je vois. J’ai vu. J’ai
reproduit ce que j’ai vu». La représentation picturale du nu va apparaitre
aussi chez les peintres roumains — Nicolae Grigorescu et Ioan Andreescu.

Il va de soi que les autres Impressionnistes ont apporté un nouveau
souffle dans la technique picturale et on mentionne les plus importants:
Edgar Degas est considéré, selon Manet, «le peintre de la haute société»
car il peint la vie de I’élite parisienne, les courses des chevaux, les concerts,
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les représentations de ballet a I’Opéra (il peint des ballerines plus d’'un
quart de siecle), les modistes. Sa devise est que «dans la peinture moderne,
tout doit étre neuf ou libéré». Auguste Renoir attache une plus grande
attention aux figures et aux silhouettes qui sont plus expressives,
employant la luminosité et les couleurs claires. II déclare: «Le gris est
I'ennemi de la peinture. Il faut nous libérer de toutes les couleurs
terreuses, on doit utiliser seulement des nuances claires [...]». Camille
Pissarro est considéré I'un des peres de I'Impressionnisme. Au moment
ou ce patriarche de la peinture meurt, en 1903, tout le monde artistique
réalise que le mouvement impressionniste a représenté la révolution
artistique la plus importante du XIXe siecle. Il s’attache a la peinture des
paysages, de la vie rurale. Paul Cézanne aime peindre la beauté de la
nature, méme la nature morte, les femmes, il surprend les aspects de la vie
quotidienne. Au début de sa carriere, il avait déclaré: «Je veux éblouir
Paris par une pomme». Il est 8 mentionner que sa peinture a eu un grand
impact sur 'art du XXe siécle.

L’Impressionnisme francais a inspiré beaucoup de peintres en dehors
de ses frontiéres, aussi en Roumanie.

Nicolae Grigorescu est considéré le plus grand peintre roumain du
XIXe siecle, le fondateur de la peinture roumaine moderne. Son réle? Il a
dépassé les préceptes rigides et schématiques de 'académisme, réussissant
a conférer a la peinture roumaine un niveau supérieur de compréhension.
En 1861, a I’age de seulement 23 ans, suite a I'aide de Mihail Kogalniceanu,
il obtient une bourse d’études a Paris, déployant son activité dans les
ateliers du Salon des Beaux-Arts et aupres du Groupe de Barbizon. Il sera
influencé par Millet dans la peinture de la vie rurale et des portraits des
paysans, par Corot pour la peinture des arbres et les coins de la nature et
par Courbet par la technique portraitiste. Il suit des cours a 'atelier de
Sébastien Cornu, ou il a comme collegue Auguste Renoir (celui-ci ayant
presque le méme age: 20 ans), mais il quitte I’atelier choisissant la liberté
de création, se rattachant au groupe des peintres de la forét Fontainebleau.
Apres la fin de la guerre de 1877, décu par le régime instauré dans son
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propre pays, il repart a Paris, y déployant une intense activité, conclue par
I’Exposition de Paris de 1887 qui I’a consacré comme peintre européen.

Faisant connaissance avec les peintres impressionnistes, il a été tres
réceptif a leurs influences, surtout celle de peindre en plein air et avec des
couleurs spectrales, le résultat étant la peinture de certains paysages de
villes bretonnes ou normandes pleines de lumiere et couleur: « Pécheuse a
Granville», «Rue a Vitré», «Carrefour a Vitre», «La vieille de Brolle». 11
continue la méme technique en Roumanie, les paysages peints ici étant
animés par la présence humaine au milieu de la nature natale, plus
précisément des paysans ou paysannes se dirigeant ou rentrant de leurs
champs. On doit mentionner que Grigorescu a représenté, a un niveau
jamais atteint dans la peinture roumaine, la vie des gens simples (méme
pauvres), mettant en évidence leur beauté et robustesse physiques et
morales.

Sous linfluence des Impressionnistes et de leurs innovations, il a
apporté et naturalisé en Roumanie I’art plein-air-iste, a savoir I'orientation
vers les paysages (genre pas encore pratiqué jusqu'a son arrivée a Paris). Il
réussit a transformer la représentation du paysage — dun décor
conventionnel, rigide et sans vie dans un décor plein de vitalité devant
lequel on peut vibrer, le peintre transmettant aux spectateurs ses émotions
subjectives. A c6té des paysages de villes bretonnes ou normandes, on
mentionne les paysages roumains de la zone collinaire. Un trait
caractéristique du paysage de Grigorescu est son lien indestructible avec
I’homme, le paysage devenant un cadre de vie pour les étres qui le
peuplent. Il place surtout les paysans dans leur milieu naturel, ceux-ci
émanant toujours de la gaieté, une joie de vivre et de l'optimisme:
«Paysage a Posada», «Paysage», «Clairiere».

De plus, le peintre montre une certaine prédilection pour un certain
genre d’homme ou de femme (les paysans), d’age (surtout la jeunesse), de
saison (le printemps), d’arbre (le bouleau).
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Ses tableaux ont une grande luminosité, trait hérité des
Impressionnistes car il aime peindre la vie réelle sous le flux changeant de
la lumiere.

Bien que paysagiste, il développe aussi la technique des portraits de
toutes les nationalités et conditions sociales: «Prisonniers turcs», «Le
général Magheru», «Carol Davilla», «Le juif a loie», «La petite gitane»,
«Andreescu a Barbizon», des jeunes femmes: «Portrait de femme», «Téte
de jeune fille», «Portrait de fille bretonne», des paysans ou des paysannes:
«La paysanne a voile», «Paysanne de Muscel», «Paysanne gaie»,
«Berger».

L'un des roles majeurs de Grigorescu est celui de donner une
impulsion aux générations a venir afin d’aborder de nouveaux théemes,
surtout de la réalité environnante.

Ainsi va-t-il jouer un réle décisif pour la formation du grand peintre
Ion Andreescu transmettant au jeune homme les principes
impressionnistes avant 'arrivée du dernier en France. Débutant par
peindre des natures mortes et fleurs («Tranches de pastéque»), le jeune
peintre Andreescu se dirige vers la peinture des paysages, suite a
I'influence de son maitre Grigorescu.

Ses premiers paysages sont réalisés prenant directement contact avec
la nature, donc employant l'art plein-air-iste. A la différence de Grigorescu
qui choisissait des themes pleins d’exubérance, de vie et d’optimisme, les
thémes d’Andreescu trahissent 'austérité et la tristesse. Les alentours de
Buzau — le lieu de son isolement volontaire - lui offraient des images
désolantes: des maisons isolées, humbles, au bord des villages, sans
végétation, entourées de boue - image completement différente du
splendide paysage collinaire de son maitre.

Ses personnages ne sont plus pleins de gaieté et d’optimisme comme
chez son maitre, mais des figures tristes, pales, émaciés, affligés, dans des
costumes sans splendeur: «Bord de village», «Paysanne a la besace»,
«Maisons a la campagne». La méme image triste est reproduite aussi
dans le paysage citadin: «Marché a Buzdu», «Foire».
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Son mérite est d’avoir réussi a élever au niveau de I’art I'image humble
de la vie rurale roumaine de son époque, tenant compte du fait qu’il réalise
ses tableaux sans quittant la ville de Buzau, sans visiter d’autres musées ou
s'informer sur la vie artistique.

En 1878, a 29 ans, il part a Paris ou il suit des cours a ’Académie libre
Julien, y apprenant la technique du nu et du portrait. Etant plutot
intéressé par le paysage, il s’établit ensuite a Barbizon dont il connaissait
les principes et y adhérant grace a son maitre: «Hiver a Barbizon»,
«Soirée automnale a Barbizon».

En 1879, il est admis parmi les exposants du Salon de Paris ou il
présente deux toiles: «Début de printemps» (peinte a Barbizon) et «Foire
en Roumanie» (toile apportée du pays natal).

Lors de son séjour en France, il est tres réceptif a la technique des
Impressionnistes, surtout pour la peinture des paysages. Son désir est de
peindre au milieu de la nature, en toute liberté et tranquillité, établissant
son «quartier» dans le modeste hameau, au bord de la forét de
Fontainebleau. Le lieu n’est plus un Barbizon sans barbizonistes, mais tout
est imprégné de I'Impressionnisme. Il y peint une nature vive, intime,
sensible, imprégnée d’air et de la vibration de la lumiere. Sa nature est
colorée et intense, d’'un style simple, sans artifices, sans exaltation
romantique, sans contrastes spectaculaires d’ombre et de lumiere. Sous cet
aspect, il semble étre plus moderne que son maitre qui était plus attaché
aux peintres au milieu de qui il s’était formé.

Grigorescu, sensible a la beauté passagere de I'instant, a apprécié chez
les Impressionnistes la spontanéité et la dynamique de I'exécution. Au
contraire, Andreescu, orienté vers laspect permanent, retient des
Impressionnistes plutét des suggestions chromatiques. L’ceuvre
d’Andreescu reflete le durable, I'éternel a la différence de son maitre qui
peint le moment, ’heure, la saison.

Jacques Lassaigne, I'un des plus célebres critiques francais d’art
déclarait qu'«Andreescu a définitivement orienté l'art roumain».
Andreescu a su exprimer dans ses toiles l'influence étrangere des
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Impressionnistes, mais subordonnée a la réalité roumaine, conférant a
l’art un spécifique national.
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WAR THEMES AND MYTHS IN MOURNING
BECOMES ELECTRA BY EUGENE O'NEILL
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Abstract: Preoccupied with the theme of war in "Mourning Becomes
Electra” Eugene O'Neill wondered "what war" to use and chose the
American Civil War, as the only possibility that fits as the background for
drama of murderous family love and hate! The Trojan War was rather
unfamiliar to the American audience, the American Revolution too far off
and associated with romantic school history. The Civil War satisfied a
need for distance and perspective and served a double extension back to
the past, the nineteenth century New England (a region appealing for its
historicity and historical guilt) into the timeless realm of Greek myth. The
story focuses on episodes of the lives of the Mannons, an eminent and
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wealthy New England family, the members of which try to come to terms
with the fact of death and the forces surrounding human life. The titles of
the three Parts refer to Ezra Mannon’s “homecoming” from the Civil War
and the physical and/or psychological worlds of the rest of the family
who, either as “hunted”, or «haunted, in vain try to survive after his
death that ends Part One. The conflicts of the Mannons, in the entire
trilogy, are portrayed through an admirable dramatization of their
remote or recent part, which is continuously reenacted in the present.
Although O’Neill’s insistence on following the -classical prototypes
throughout the work is undeniable, he seems to depart from the classical
influence as the trilogy progresses, and, while “Homecoming” is
patterned closely to its Greek prototypes and “The Hunted” follows their
essential outlines, the myth of a different modernized Electra is created in
“The Haunted”.

Keywords: Eugene O'Neill; Trojan-American Civil War; Greek
myth; symbolism; Greek tragedy

Eugene O’Neill’s views on war are undoubtedly manifested in his most
magnificent play Mourning Becomes Electra (1931), where the Greek Attic
tragedy is revisited in a great synthetic manner. The themes, the myths,
even the masks of his previous plays are revisited, but the playwright’s
scope here is definitely enlarged and a trilogy which holds a unique
position in the theatre of the twentieth century has been created. More
specifically, in the play there exists a series of wonderful Greek myths
associated with the legendary Trojan War, as they are rehandled — mainly,
but not only — in Aeschylus’s Oresteia (458 B.C.), the Electras of
Sophocles (410 B.C.) and Euripides (413 B.C.), and the Orestes (408 B.C.)
of the latter.

O’Neill’s trilogy consciously patterned on the Oresteia follows the
parts of the Greek work (Agamemnon, Choephoroi or The Libation
Bearers and Eumenides, as “Homecoming”, “The Hunted” and “The

121



Haunted”) quite faithfully with the obvious transgression of the famous
“gothic” ending, in which Lavinia (the O’Neillian Electra) imprisons herself
for life in somber company of the ancestral guilt and denies the light of life
and form of catharsis that Greek myth and tragedy had bestowed on her
character/prototype. Aeschylus himself, among other issues, had revised
the moral question of the justification of war, which he looked upon as a
destructive evil that, independently of the family curse of the Atreides,
made Agamemnon, the leader of the Greek warriors, liable to retribution.

However, O’Neill wondered “what war” to use in his own work, as the
Greek audience, who viewed Aeschylus’s trilogy, had been quite familiar
with the Trojan War and the Siege of Troy, as chanted in the Homeric
epics, the Iliad and the Odyssey. He had considered the American
Revolution (1755-1783) “too far off and too clogged in people’s minds with
romantic grammar — school — history associations”, whereas World War
One was “too near and recognizable in its obstructing minor aspects and
superficial character identification” (O’Neill 1981b: 394). As a result, it was
the American Civil War (1861-1865) that satisfied his need for distance and
perspective as a “period not too distant for audience to associate itself, yet
possessing costume etc. — possessing sufficient mask of time and space”
for the spectators to “unconsciously grasp at once” (idem). Henry Raleigh,
who discusses O’Neill as a historical dramatist (with preference to the 19th
century), interestingly notes that the playwright’s “wisdom” in choosing
the Civil War over the Revolutionary War was also “borne out by the
collective experience of the American film industry”, which “has found
over the years that Civil War movies tended to be more successful at the
box office” (Raleigh 1989: 69).

Therefore O’Neill decided on a so-called “double extension back to the
past”, the 19th century New England setting (1865) into “the timeless world
of Greek myth”, as he had previously done in Desire Under the Elms
(1924), with the stories of Pheadra and Hippolytus predominantly, and to
a lesser extent those of Medea and Oedipus. Moreover, New England, as
the homecoming place, highly appealed as a region for its historicity and
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heritage of historical guilt. Its “conscience-plagued” history, as the land of
continuous manifestations of repression, went back to the extermination
of the Indians, the slave trade, the witch-burning of Puritan morality, and
“the war between Protestant Anglos, the Yanks, and the Irish Catholic
emigrants, the Micks”, which in that “historical cockpit” was carried “with
the most malice and hatred” (Raleigh 1989: 68). Bogard also discusses the
importance of Mourning Becomes Electra as a history play, in which
O’Neill succeeded to make his image of post-war New England “faithful in
spirit and fact”: “Without much apparent research and with stringently
economic means he has created the past: a song, cannon shots celebrating
the surrender, a few names from history, lilacs, almost inevitably
associated through Walt Whitman’s elegy with the death of Lincoln”

(Bogard 1988a: 342-343).

For his setting he decided on a small seaport in New England [...]
because Calvinist New England, life-fearing, life-denying, was the “best
possible dramatically for Greek plot of crime and retribution, chain of
fate”. Here ready-made, were a place and a climate of morality where
frozen silences masked violent passions, where old families decade behind
patrician facades and flagellated themselves with, in the playwright’s
words, “a Puritan conviction of man born to sin and punishment”. Had
historic conscience — plagued New England never existed, O’Neill, for his
new drama would have to invent it. Even the period architecture of the
region suited his purpose, for neo-Grecian mansions, inspired by the
ancient temples were the vogue in mid-nineteenth century New England
(Sheaffer 1990: 336).

And the terrible tomb-like Mansion of the Mannon dynasty — well
placed on this land — becomes the symbol of Puritan aristocracy “passing
into decadence”, fittingly integrated on the N. England land to be revisited
in later O’Neill plays Touch of the Poet (1939) and More Stately Mansions
(1939). There arrives Ezra Mannon, the father of the family, dressed in the
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uniform of a Brigadier General, in Act III of “Homecoming”, “his
movements exact and wooden and he has a mannerism of standing and
sitting in stiff, posed attitudes that suggest the statues of military heroes”
(O’Neill 1993a: 701). The war has made him reconsider his relationship
with his wife Christine/Clytemnestra, but also “seeing death all the time in
this war” has freed him to think of life (unavoidably the O’Neillian touch):

MANNON: It was seeing death all the time in this war got me
to thinking these things. Death was so common, it didn’t mean
anything. That freed me to think of life. Queer, isn’t it? Death
made me think of life. Before that life had only made me think of
death (O’Neill 1993a: 708).

However, in the context of this anti-war theme, Ezra is depicted as a
quite helpless victim of fate, unlike Agamemnon, who had returned as
conqueror-king, accompanied by the famous Cassandra, whom
Clytemnestra murdered as well. But although Ezra’s appearance in the
play is brief, he remains a monumental archetypal figure, whom the other
Mannons resemble. It is noticeable that in the dialogue O’Neill does not
use his first name of biblical connotation, as he also did with the father
figure Ephraim Cabot in Desire under the Elms, but refers to him as
“Mannon”, possibly derived from “Agamemnon” (Agamemnon, “very
resolute”), signifying in particular the Greek hero’s prowess in defensive
battle. Moorton maintains that the epithet “mennon-steadfast” is
applicable to all Mannons since they persist in their tragic destiny and
remain “steadfast in their collective doom”, even when “they attempt to
repudiate the hateful Mannon legacy’(Moorton 1988: 44). In “The
Hunted”, after Christine/Clytemnestra has poisoned him, the chorus-
townsfolk, “as a human background for the drama of the Mannons”, spell
out the tragic irony of his death, “to be taken his first night home after
passing unharmed through the whole war!” (O’Neill 1993a: 725).
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His son (Orin /Orestes)’s homecoming that follows is also populated
with war images, as he appears “in a baggy, ill-fitting uniform — that of a
first lieutenant of infantry in the Union Army”, and later bursts out on
death and war, and their repercussions on his father’s murder.

ORIN: Who are you? Another corpse! (he exclaims
addressing the dead) You and I have seen fields and hillsides
sown with them — and they meant nothing! — nothing but a dirty
joke life plays on life! Death sits so naturally on you! Death
becomes the Mannons! You were always like a statue of an
eminent dead man — sitting on a chair in a park or straddling a
horse in a town square — looking over the head of life without a
sign of recognition — cutting it dead for the impropriety of living!

You folks at home take death so solemnly! You would have
soon learned at the front that it’s only a joke! [...] Do you know
his nickname in the army? Old Stick — short for Stick-in-the-
Mud. Grant himself started it — said Father was no good on an
offensive but he’d thrust him to stick in the mud and hold a
position until hell froze over! (O’Neill 1993a: 748-749)

These passages, along with Orin’s description of his own falsely heroic
charge, owe to the anti-war literature of the late 1920s, and recall Stephen
Crane’s The Red Badge of Courage: “It is perhaps less a matter of what the
war really was than what men felt it to be. Crane defined a point of view
toward the past; O’Neill related it to its present. Past or present, the
sequence has imaginative authority” (Bogard 1988a: 343). Orin’s dramatic
account of his “heroic” deed to Lavinia is among O’Neill’s best movements
in the trilogy, by which death in the family microcosm is measured as
insignificant against the large scale murders that take place in times of

war:
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ORIN: Before I'd gotten back I had to kill another in the
same way. It was like murdering the same man twice. I had a
queer feeling that war meant murdering the same man over and
over, and that in the end I would discover the man was myself!
Their faces keep coming back in dreams — and they change to
Father’s face — or to mine — (O’Neill 1993a: 750).

Both homecomings of the male Mannons are inevitably dominated by
the play’s death destiny: Orin kills Adam/Aegisthus (Christine’s lover) and
she, in total despair, commits suicide.

In the last part of the trilogy, “The Haunted”, Orin and Lavinia, as the
last Mannons, have remained to confront the family guilt, which haunts
them with the same supernatural power that the Furies had persecuted
their Greek prototypes. In vain they try to escape to the Blessed Islands,
where the natives are able to enjoy life and love without any feelings of
guilt. These islands inspired by Herman Melville’s novel Typee provide -
throughout the trilogy — a colorful contrast to the death images of war and
soldiering and signify the consistent effort of all couples and potential
couples to escape death and pursue bliss. After the war, Ezra desired to go
there with Christine who dreamt of escaping to the Isles with her lover,
whereas Orin fantasizes of taking his mother to the same place, as she had
always been his splendid dream-image island. When finally Orin and
Lavinia do realize the voyage, the sinister fusion of identities with those of
their parents — along with the ever present war images and associations —
make forgetfulness unattainable. Tension grows from the fear of life and
the opposing fear of death and the questioning of what is true self or an
ideal first self as the characters seem unable to exist independently, a
favorite “doubling schema” of O’'Neill’s.

Lavinia resembling Christine, even in outward appearance
(voluptuous and dressed in green), manages to forget the past and
envisions a rather impossible transfer of the Dionysiac islands of pagan
happiness to the austere New England setting:
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LAVINIA: I loved those Islands. They finished setting me
free. There was something there mysterious and beautiful — a
good spirit — of love — coming out of the land and sea. It made
me forget death. There was no hereafter. There was only this
world — the warm earth in the moonlight — the trade wind in the
coco palms — the surf on the reef — the fires at night and the
drum throbbing in my heart — the natives dancing naked and
innocent — without knowledge of sin! (O’Neill 1993a: 799)

On the contrary, Orin continues to carry himself like a war soldier, his
movements and attitudes having “the statue-like quality that was so
marked in his father”, and the Mannon semblance of his face “is set in a
blank lifeless expression”. Earlier he had said his mind was full of ghosts:
“I can’t grasp anything but war, in which he was so alive. He was the war to
me — the war that would never end until I died” (O’Neill 1993a: 731). So, he
hides in the dark mansion and records the history of the Mannon dynasty
— all family crimes and death. Lavinia may forget but not him as the war is
never over: “Not inside us who killed!” (O’Neill 1993a: 750) ... “The love of
guilt for guilt which breeds more guilt until you get so deep at the bottom
of hell there is no lower you can sink and you rest there in peace” (O’Neill
1993a: 812). And as foretold in “The Hunted”, he kills himself with a pistol
as he had shot so many others in the past.

In her turn, Lavinia, unavoidably “chained to the last Mannon”,
returns to her previous state of mourning and incarcerates herself in the
mansion performing an act of justice as Laodike (justice of people), the
alternative name of the mythic Electra. The death images of war and the
past burden her in a doomed fate during and after the war, all the wars of
the trilogy: the Mexican War (1846-1848) and the Civil War Ezra fought in,
Orin’s battles and the personal wars that constantly haunted all the
Mannons.
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LAVINIA: I'll have the shutters nailed closed so no sunlight
can ever get in. I'll live alone with the dead, and keep their secrets
and let them hound me, until the curse is paid out and the last
Mannon is let die! It takes the Mannons to punish themselves for
being born! (O’Neill 1993a: 829).

And “Lavinia pivots sharply on her heel and marches woodenly into
the house, closing the door behind her” (O’Neill 1993a: 829).

O’Neill opted for a superb ending — a truly great theatrical moment in
the history of theatre that becomes Lavinia’s personality unlike that of the
Greek versions, in which Electra peters out into undramatic banality —
marrying Orestes’s friend, Pylades, for example.

In Greek story she peters out into undramatic married banality. Such a
character contained too much tragic fate within her soul to permit this —
why should Furies have let Electra escape unpunished? Why did the chain
of fated crime and retribution ignore her mother’s murderess? — a
weakness in what remains to us of Greek tragedy is that there is no play
about Electra’s life after the murder of Clytemnestra. Surely it possesses as
imaginative tragic possibilities as any of their plots! (Bogard 1988b: 394)

The Greek Electra does not appear at all in Aeschylus’s Eumenides,
but in Sophocles’s Electra, as she lives for nothing but vengeance and
liberty, she naturally passes through the whole range of human emotions.
Moreover, the interfusion of divine and human action has rendered to
Sophocles’s characters a deeper significance, because the gods do not seem
to intervene, in order to punish crime, and retribution comes in the natural
order of events: his Orestes does not ask Apollo whether he should take
revenge against his mother, but how to do it, and, although he receives
approval, there is no divine interference. No supernatural intervention is
observed in Euripides’s Electra either, where Orestes and Electra’s
portraits have been of greater psychological insight. The former is torn
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apart between the natural love for his mother and the knowledge of her
guilt, whereas the latter’s grief rather springs from her own humiliation,
poverty, loneliness and frustrated womanhood. Electra’s personal misery
and jealous hatred are the true motives against women who possess
beauty, love and riches, that is Clytaemnestra and later Helen of Troy in
Euripides’s Orestes. The psychological make-up of Euripides’s Electra is
closer to O’Neill’s modern Electra, but the Greek tragedian’s protagonists
are saved from death and their guilt is only atoned for with their exile that
separates them.

Compared to the above, O’Neill’s ending has been described as more
“gothic”; however, the American dramatist succeeded in creating a
twentieth century heroine, torn between paganism and Puritanism, who,
even though her motives bring her closer to Euripides’s Electra, her final
decision to enter the Mannon house is a heroic act of dignity that restores
her Aeschylean stature. Victimized by the Civil War — as the mythic Electra
had been a victim of the Trojan War — O’Neill’s Lavinia is forced to stoically
deny life, the ultimate atonement for the sins of her ancestors. Her presence
also contributes to the “epic novelistic complexity” of the drama for she
almost perfectly represents “both the updated psychology of the Civil War
and the modernized Civil War of psychology” (Egri 1988: 50-52).

Modern drama after O’Neill has presented us with a variety of effective
versions of the Electra story, like Jean Giraudoux’s Electre (1937), T.S.
Eliot’s The Family Reunion (1939), or Jean-Paul Sartre’s Les Mouches
(The Flies, 1942). In none of them the figure of Electra has surpassed
Lavinia in the extraordinary manner she wears the mask of her mythic
past, while at the same time she makes “a super-human effort to take part
in a historical flow of the world” she moves in “by mere accident” (Chioles
1988: 55). Her incomparable creation, subjected to endless interpretations
and readings, has remained the archetypal tragic figure of the American
Theatre reflecting the heritage of the American Puritanism incessantly at
war with the mythical forces of paganism.
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But one cannot end on this note the reading of the play, without
acknowledging that it was also the involvement with the war that places
forth “a triumphant struggle for life and love, the heart impulse of
Mourning Becomes Electra”, as Alexander affirms:

In this tragedy of the damned the Mannons have been defeated by the
forces of hatred and death out of the family past. But O’Neill had won
through to a “new era” of life with “my inner self freed from the dead,
consciously alive in the new, liberated and reborn!” His triumphant
struggle for life and love had been the heart impulse of Mourning Becomes
Electra. His characters were defeated, but their struggle passionately
affirmed life and love, and so they achieved the exhalation of the original
Greek tragedies in celebration of Dionysus — of Life. (Alexander 1992:166)

The female protagonists dressed in green and surrounded by desirable
flowers in celebration of a floral Dionysiac epiphany are embraced by the
three male protagonists, who wish to forget war or revenge. Ezra’s
homecoming is the surrender of “a commander against hopeless odds”:
“All right then, I came home to surrender to you (Christine) what’s inside
me. I love you. I loved you then, and all the years between, and I love you
now” (O’Neill 1993a: 710). Adam’s revenge plans altered, all for love, and
even Orin before the end rejoices at the thought of his mother’s
relationship with Adam: “I’ll say, I'm glad you found love, mother! I'll wish
you happiness — you and Adam” (O’Neill 1993a: 818).

And through the fusion of identities of the beloved attractive female
O’Neill dedicated the work to Carlotta Monterey, as “a victory of love-in-
life”, in memory of the interminable days of its composition at the chateau
of Le Plessis, and the gray land that surrounded it, “with the wet black
trees still and dripping, and the mist wraiths mourning over drowned
fields [...] days in which she collaborated as only deep love can, in this
trilogy of the damned”, as “mother, and wife and mistress and friend”
(O’Neill quoted in Sheaffer 1990: 365).
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BEYOND EMOTION: RITUAL WEEPING IN JAPANESE
MYTH AND CUSTOM
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Abstract: Tears and weeping have always played a major role in
the recorded history of human traditions and rituals, but weeping itself
has been usually analyzed from a psychological perspective, as a bodily
manifestation pertaining to spontaneous emotion rather than a volitional,
controlled gesture. My paper is an attempt to explain the ritual aspect of
weeping in Japanese tradition. Starting with the ancient records, Koijiki,
Nihonshoki and Fudoki, where gods weep and wail without any apparent,
intelligible reason and continuing with practices that can still be
observed in the Japanese society, such as bidding farewell to the dolls
“sacrificed” during the Nagashi-bina ritual, or the luck-bringing weeping
of babies during Nakizumo, I have tried to analyze this gesture in a
comparative approach meant to determine the ritual dimension of a
gesture which transcends feelings and becomes a language for the gods.

Within the Japanese tradition, weeping appears as a ritual gesture in
funeral ceremonies, feasts of the dead, fertility rituals and rites of
passage, in a model consistent with universal patterns which indicate
that weeping acts as a magical gesture in rites of passage (birth, coming

tCarmen Sapunaru Tamas is Assistant Professor of English at Osaka Electro-
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Lecturer in Japanese at “Dimitrie Cantemir” Christian University and then graduated the
Doctoral Courses at Osaka University of Foreign Studies, with a Thesis on Comparative
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of age, wedding and funerals), fertility rituals and prayer rituals or
shamanistic  techniques. In Japanese mythology, Susano-wo,
Ajisukitakahiko, Homutsuwake and Mikajihime also weep inexplicably,
and Mikajthime’s weeping 1is, according to Fudoki, a practice to be
imitated as a kind of rite for bringing the rain. My analysis attempts to
prove that ritual weeping penetrates all stages of community and
religious life, being a special kind of language, a sacred way of
communicating with the other world and the gods.

Keywords: weeping, Japanese ritual, Kojiki, Nthonshoki, Fudoki,
nakizumo, nagashibina, Susano-wo, shamanism
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THE IRON WILL
THE DANISH AND FRENCH INFLUENCES IN
ENGLISH

Daniela Obilisteanu
danobi_otto@yahoo.com

An Essay in History

MOTTO:

»,1.Begyndelsen var Ordet, og Ordet var hos Gud, og Ordet var
Gud. 2.Dette var i Begyndelsen hos Gud. 3.Alle Ting ere blevne til ved det,
og uden det blev end ikke een Ting til af det, som er. 4.1 det var Liv, og
Livet var Menneskenes Lys. 5.0g Lyset skinner i Market, og Morket begreb
det ikke.

6.Der kom et Menneske, udsendt fra Gud, hans Navn var
Johannes. 7.Denne kom til et Vidnesbyrd, for at han skulde vidne om
Lyset, for at alle skulde tro ved ham. 8.Han var ikke Lyset, men han skulde
vidne om Lyset.”

Den Helige BIBEL, Johannes 1, 1

,1.In the beginning was the Word, and the Word was with God, and
the Word was God. 2.The same was in the beginning with God. 3.All things
were made by him; and without him was not any thing made that was
made. 4.In him was life; and the life was the light of men. 5.And the light
shineth in darkness; and the darkness comprehended it not.

6.There was a man sent from God, whose name was John. 7.The same
came for a witness, to bear witness of the Light, that all men through him
might believe. 8.He was not that Light, but was sent to bear witness of that
Light.”

The Holly Bible, John, 1, 1
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Anno Domini 982, somewhere, in a small fishing harbour, on the
western Jutland’s kyst!.

The dancing flames gilded the huge man’s face. The fire profiled his
body on the workshop’s stone wall and gave the impression of a God at
work, another living Hefaistos-Vulcan in his creative mission. Two huge
hands handled the huge hammer like in a ritualic dance, hitting the iron in
a rhythmic round dance. Large sweat drops fell from his forehead, melting
down with the cast metal, and the thing seemed to be alive, there, on the
anvil. He beat the iron with a kind of love, because his face was luminous,
even happy. He rose, with a big pair of tongs, the red, hot sword and
looked at it with the same kind of look as a father would look at his beloved
child. Not in vain people nicknamed him: Hans the Iron Man.

It was a nice spring day, after the Easter. In a room built from well
polished stones, with a wooden floor, and a large fire place where the soup
boiled in a big pot, Frida washed some clothes, in a large plate basin. She
started to tremble, as if shaken by a cold thrill. The same thought which
had been torturing her for a few days fought with her now. And, in the end,
she decided to break the silence and speak with her husband. She went to
the workshop.

A long, piercing squeak made him turn his head. The door opened.

From the threshold, a tall blond woman, wearing her hair in two thick
plaits, turned around her head like a golden crown, with a long white
embroidered lamb skin dress, with large white woven wool sleeves, the
right hand on her hip, looked at him in an awful way, so that her blue eyes
seemed to be two arrows even able to kill her husband.

— Haans? — she said in an undulating voice.

—Yoo, ...and he looked at her, as if wondering why she was there.

— Og nu, gar du?2

— Jeg ved det ikke... Maske... jeg vil ga... alene...3

1 Kyst, English ,coast” (of a sea) (n.trad. D.O.)

2_- And now, what can you do?“ (n.trad. D.O.)
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— S4, derfor, du gar...Du ved det den Konge satte min soster i leenker
og solgte hun pa det Franskman og alle gik dybt ind i moser, efter
Mundsdraggon slag4.

— On hvad vil du? Hvad gnsker du mig at gore? 5

— Vi kunne selge alle...6

— Jeg vil aldrig saelge mine svard pa en Fransk Konge. Aldrig. Kan du
forsta det?” The man’s face was red — red from the fire’s heat or red from
the strong interior anger that burned him.

He started to sing:

»,Mine ere sorgerne

Tunge som bly.

Breaendte ere borgene

Der bygte var af ny.”8

Frida was so proud of him: priest, captain sailor of the fishing boats,
the best blacksmith and merchant of all western coast, rich but free,
disobedient towards the King Harald, especially now, when he was in such
good friendship with Lothaire, the King of Francs.

— Vil vi tale med Erik, Hagen, Gunhild, Ingvar, Jannik og Karen at
tage deres bgrnene og kome med os pa en laenge rejse fra havn til havn, for
at seelge vores uld stof og vores skolde and vores svard9.

3 ,— I don’t know. Maybe...I'll go...alone” (n.trad. D.O.)

4 ,— So, you go ...You know that the King put my sister in irons and sold her to this
Franc man and both of them drowned in the peat bogs, beyond Draggon Mouth’s
meander.” (n.trad. D.O.)

5 ,— And what do you want, what do you want me to do?” (n.trad. D.O.)

6 .— We could sell all...” (n.trad. D.O.)

7 ,— I shall never sell my swords to this Franch King. Never. Can you understand?”
(n.trad. D.O.)

8 ,So deep my sadness was /my tongue so shy / the castle, was burned / it was built

again” (n.trad. D.O.)
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— Og dit sveerd?10

— Jeg vil se, men aldrig en Fransk... 1t For few instants, he remained
silent, the huge hammer suspended somewhere, in the air, at an equal
distance between him, the anvil, the sword and his wife. Suddenly, the
hammer fell with a thunder and Frida saw that a bunch of brilliant golden
sparks flew from the sword’s surface, in a joyful dance. The giant was
silent, only his hands were talking with the sword, the hammer, the anvil
and his heart. He looked for answers, but none could give him the waited
one. “— Jeg vil aldrig salge mine svaerd pa en Fransk Konge. Aldrig. Der er
min afgerelse.”2

His wife was so astonished and charmed that she wanted to kiss those
huge, holy hands. She went out, thoughtful. She wanted to let him in
peace, to finish his sword.

Hans took the sword, threw it into the cold water barrel, and then,
with a very sharp point of a knife, wrote on his sword: “MIN @ONSKE13”.

*

* *

The huge throne hall was empty. All Kronner Rad4 members were
out. The day’s light hands of the sun fought with the evening’s wings, in a
furious grappling. The red-orange trains of light polished the walls and the
things from the hall with bronze shadows. Even the heavy dark green
velvet curtains were animated by the bronze light. The dwarf didn’t see his

9 ,— We shall talk with Erik, Hagen, Gunhild, Ingvar, Jannik and Katy, in order of
taking our children and theirs to come with us on a long trip, from harbour to harbour, to
sell our wool fabrics and ours shields” (n.trad. D.O.)

10— And yours swords?” (n.trad. D.O.)

u T shall see, but never to a French...”

12— T shall never sell my swords to the French King. Never. This is my decision”.
(n.trad. D.O.)

13 MY WILL”. (n.trad. D.O.)

14 _Council of the Crown”. (n.trad. D.O.)
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master’s look and, climbing up a high, sculptured, oak arm chair, reached
his hand, with the ardent desire to seize the silver goblet, in which Master
Knud had poured the perfumed, red wine. His intention didn’t escape
unnoticed by the King, who kept his eyes upon him. And, at once, the
whip’s painful flash was followed by an acute scream. Then, the dwarf run
away, frowning, looking at Harald under his eyebrows. At once, he cried:

— Jeg vil sige det om vores Dronning!15

— Griber han! Griber han! Lukker han i den hvide tarnet! Og lukker
den Dronning i sin verelset ogsa!¢ — ordered the King, with his sly, usual
look.

The guards ran to catch him and threw some gladiators’ net in order to
take him. The dwarf fought, struggled and bit any hand he could catch with
his sharp teeth. The big, dark hall was crossed by the sinister thunder of
king’s laughing. From his hidden corner, the old majordomo came out and,
stealthily, headed towards Harald’s throne, with two big silver candlesticks
in each hand. The pale, golden light of the candles fell on the king’s long
face, making it even longer. He played with his huge gold and pearl
necklace, his thoughts strolling across the lands, even to France, where he
had some possessions. He knew that King Otthon was angry, but he waited
for his anger to rise and rise, till it would generate the long-awaited great
war.

Suddenly, his son, prince Sweyn Forkebeard rushed to the hall. He
was the most elegant man in all the kingdom. Even his father was behind
him. He looked at his father, as he wanted to guess what was on his mind.
From his side, he knew very well what he had to do. But he need time, time
was everything.

“— Giver tiden, tid!*7” — he said, in his mind.

15— I shall tell it to our Queen!” (n.trad. D.O.)
16— Seize him! Seize him! Lock him in the white tower! and lock the Queen in her
room too!” (n.trad. D.O.)

17— Give the time, time!” (n.trad. D.O.)
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— Far, Paven Budbringer er her8! — said Sweyn, with a neutral voice.
But he thought about the 5000 swords he ordered in Jutland, from that
special blacksmith, Hans the Iron Man.

— Yo, Sweyn, danker de, sender han til os! Og kan du ga og se dine
Mor19, answered the king.

Sweyn withdrew, with his face toward his father, but with his mind far
away, to his fellows who gathered soldiers and troops, near the German
border, near the swamps.

Padre Werinhar, the ex-german presbiter cardinalis, entered the huge
hall. This tall, very thin blond-reddish man, with a fox look under nearly
reddish eyebrows, in his early fifties, advanced, with measured steps, to
the golden throne, like in a military expedition where he lacked the sword.
But he had the word’s sword. Each spoke his maternal language, being
sure that the other will understand, but both of them were enough
stubborn and didn’t want to be the first to thank the other.

— Your Majesty, His Holiness, Pope Benedictus the VIIth sent me with
the express mission to invite you to a very special expedition of conquest.
As You know, even my German King is preparing himself for such a
difficult, but Christian accomplishment.

And he presented his letter to Harald.

The Danish King took the letter, broke the white wax seal, read it,
looked again at the seal, read and remained silent, for a while. And then he
looked to Werinhar.

— Did His Holiness say something about the payment of the boats and
troops?

— As Your Highness very well knows, the Holy See will support a third
of the expenses...and the two of You, the rest.

— And Lothaire?

18 —Father, the Pope’s mesenger is here!”

19— Yes, Sweyn, thank you, send him to us! And you can go to see your Mam.”
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— He was so charmed by the idea of attacking Britain that he ordered
5000 horsemen and 100 big war boats to cross the Channel.

— Well, it's done. And Harald signed and sealed his WAR WILL
consent.

He had this kind of Juda’s look, able to buy and to sell anybody and
anything.

But none could know that God’s plans went another way: all the three
war plotters never met, because they died before 986: Harald, after the
battle with his son Swyne, Lothaire, maybe poisoned by the archbishop
Rothard, and Pope Benedict the VIIth died after his visit to Orvieto, where
he let his nephew, Fillipo Alberici become Consul in this State-Town, in
1016. It is mentioned that the Alberici family live there, even in our days.

Only after 80 years, did King William the Conqueror invade and
conquer England, after the Hastings Battle and his final victory, in 1066.

*

* *

Geberga of Saxony was still a powerful woman, even if she was in her
seventies. Big, solid like a man, without being overweight, she always knew
how to keep all the Court under her strict control, and even her son, King
Lothaire. Being in her welcoming room, with her dames, Geberga stopped
sewing the fine embroidery with golden and silvery characters, and looked
at the castle’s yard, where Lothaire received a strange messenger.

The trees were in blossom, and the early spring brought some hope in
her old soul. But she felt that something was hidden from her sight, hidden
from her knowledge, and she didn’t receive any particular message from
her spies, spread all over Europe’s kingdoms.

But the old Queen neglected a throne: The Holy See.

Her daughter, Mathilda, had sent her some letters speaking about a
future war, but without specific data. And Geberga was so unquiet. She
didn’t want to quit the battlefield with her son: she was determined to
discover what he kept so secret from her. But how? She waited for a
propitious opportunity.
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— Marie, veut tu envoyer notre guardian a suivre, discrétement,
Lothaire et son héte secret?20 — whispered the old Queen, taking the young
countess near the open window.

The fresh breeze of the spring air played with the young lady’s brown
hair and a nice smell of cherry in blossom entered the room. A lost chick
sparrow flew into the room. The old Queen smiled, finding in this flight a
good sign and a pretext to send her Dames away.

It was the noon time. She need to eat, and the servant brought the
boeuf 2! salade.

Jean le Petit crept along the king’s cabinet22, to the wardrobe room.
Through the hole covered by a picture, the servant could see and listen what
the two discussed. Lothaire stood up, while his visitor took a seat on a small
arm chair. The king was very preoccupied. He moved his hands
continuously, looking at a letter that the young messenger presented to him.

— Je dois Vous avouer que Le Saint Pere nous a bien mis en grande
trouble...amasser une armée, si vite, un tel nombre...et tous ses amis de
Tusculum Le souporteront-ils? Et les marchands de Venice, de San Marin?
Envahir, conquerir Britannia major?23 — said the King, with some visible
signs of distress on his face.

The young Italian was a perfect diplomat: always smiling, always a
convincing one, he knew that his goal was to bring a positive answer to His
Holiness and more, to the Danish King Harald, where he also had to go in
a short time.

20— Mary, do you want to send our warden to follow, discreetly, Lothaire and his
secret guest?”

21 Engl. ,beef” (n.trad. D.O.)

22 Engl. ,,Cabinet, private room” (n.trad. D.O.)

23 ,— I must confess You that the Holy Father put us into deep trouble...bringing
together an army, so quickly, and such a number...and all his friends from Tusculum,
would they support him? And the merchants from Venice and San Marino? invading,

conquering Britannia major = England?” (n.trad. D.O.)
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— Je vais vous écrire une lettre d’engagement. Vous allez la rendre
chez le Saint Pére et une copie chez Harald. J’ai été informé que vous alliez
le rencontrer en personne, le plus vite possible.24

And the king wrote and sealed himself the two letters.

— Est-ce que vous allez déjeuner avec moi, maintenant que les jeux
vont si vite 25?

— Non, Votre Majesté, je suis pressé. Je dois partir avant que la nuit
tombe=6.

And he took the two letters and hid them between the double of his
water skin bottle. Seeing him, outside the King’s room, you would have
said he was a rich merchant, but not even the Pope’s personal secret
messenger. He said a short: “Au revoir, Votre Majesté27” and quit the
cabinet, looking at the pensive king somehow, crosswise, over his
shoulder. He rushed downstairs, like a small whirlwind, and snatched the
bridles from the astonished old groom. The young Italian hurled himself
on his horse’s back, spurred it on and went out to the big gates of the
palace. The mild spring light gilded horse and horseman. And he rode on
uninterrupted, for almost five hours, then arrived at an inn where he
ordered a room and food for himself and his horse.

The innkeeper was a six feet tall, fat man, with long hands and wide
palms and stubby fingers, and dark, rare hair hidden under a dirty, pale
green kerchief. His ugly, small, brown eyes searched, inquiring, the young
visitor. He didn’t see anything special, no gold money, no jewelry, not even
a decent hat — but even an old one, he observed. But something strange, in
the young man’s behaviour, asked him a thousand questions. “— Mais s’il est

24 T will write you a letter of commitment. You will give it to His Holiness and a copy to
Harald. I was informed that you will met him personally, as soon as possible. (n.trad. D.O.)

25 ,— Would you like to have lunch with me, now, when all the games have been
done?” (n.trad. D.O.)

26— No, Your Majesty, I am in a hurry. I must go before the night comes”. (n.trad. D.O.)

27 .— Good bye, Your Majesty” (n.trad. D.O.)
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quelquun d'important? Je dois le fouiller un peu, moi-méme. Car la vieille
Reine ne me pardonnera jamais si je viens de perdre quelque chose... je dois
m’organiser moi-méme”28 — said in his mind the highway pirate.

— Jeannot, Jeannot! Va dans la cave et prends une bouteille de rosé de
deux ans29!— yelled the master at the inn’s young groom.

— Oui, maitre, j’en apporte, j’en apportes°.

The innkeeper received the bottle. The young Italian was sitting in his
room, hands on the armchair, waiting for the food and wine. The Geberga’s
spy opened the bottle and, while the young man picked up a napkin from
the floor, he put some brown powder into the wine bottle.

— Je vous en prie, messire, je viens de vous servir moi-méme, car vous
m’avez payé bon argent, sans marchandaillers:.

And the innkeeper took the tray with the fried chicken and the bread
and the cup from the groom’s hands and sent him to his work. Then, he
started to pour wine in the silver cup.

— Veuillez- vous boire avec moi?32 — asked the innocent young Italian.

— J’ai beaucoup des affaires a régler, ici, dans mon auberge, mon fils,
mais je vous remercie pour l'invitation. Est-ce que je vais vous éveiller... a
quelle heure du matin 33?- said with a paternal voice the innkeeper spy.

— Deux heures du matin, bon pere, je vous en prie34.

28 —But if he’s somebody important? I must look my self in his luggage, because,
otherwise, the Old Queen will never forgive me if I lose something... I must organize
myself” (n.trad. D.O.)

29 Little John, little John! Go into the cellar and bring some wine, the rose coloured
one, that of two years old.” (n.trad. D.O.)

30 —Yes, master, I'll bring it, I'll bring it”. (n.trad. D.O.)

31 _—Please, sir, I'll serve you, because you paid me good money without haggling”.
(n.trad. D.O.)

32— Do you want drink with me?” (n.trad. D.O.)

33 ,— I have a lot of things to do, here, in my inn, my son, but I thank you for the

invitation. What hour shall I wake you up in the morning?” (n.trad. D.O.)
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And the young Italian, the Pope’s real messenger, drank the sleep-
inducing wine. Then, he fell asleep in a second. The innkeeper laid the
body on the bed, and said in his mind: “This empty bottle worthed some
deniers”, he said and started to search the young man’s luggage.

— Rien, mais rien du tout. Parbleu! Et la commere va me pendre la
belle gorge!3s Peut-étre il a du bon vin dans sa bouteille!3¢

And he opened the lid and overturned the bottle, in hopes of tasting
the Italian’s wine. But nothing fell from the bottle, no drop of wine or even
water. Only a strange noise came from the inside. He took his sharp knife
from his belt and cut the bottle’s tanned skin. And then, a huge treasure
appeared before his eyes: two letters with king Lothaire’s seal! He slipped
them between the wool fabric and the lining of his coat. Then, he imagined
what a big purse with shiny gold pieces he will receive from Mother
Geberga! Or, better, a job at the palace, he deserved it after so many years
on perfect duty! And he shouted at the groom:

— Jeannot, va seller mon cheval pie! Je vais a la ville, acheter du sel3”.

And he went his way to Geberga’s palace, and he was Destiny’s hand —

he stopped, during king Lothaire’s life, Britain’s invasion and conquest.
*

* *

All the night rained cats and dogs.

One could believe it would never stop. And the sea was so rough, the
waves so high, the sky so dark. Towards daybreak, at dawn, the wind
stopped blowing with a such high intensity and the big boat danced on the
hollow sea. His dragon wood sculptured head danced from the bow, under

34 — Two hours in the morning, good father, please”. (n.trad. D.O.)

35 ,—Nothing, nothing at all! The deuce! And the old witch will hang my beautiful
throat!” (n.trad. D.O.)

36— Maybe he has some good wine in his bottle!” (n.trad. D.O.)

37 ,— Little John, go and saddle my skewbald horse! I'll go down the town to buy
some salt.” (n.trad. D.O.)

158



the moon’s light. In their small bed, the two children slept as two small
angels. Frida looked at them and, with a heavy breath woke them up and
started to dress them, telling them to be quiet, not to cry, anyway, because
the smallest noise could bring the big dragon in the village, during the
night. Frida took the children and, with the other women, started to carry
the luggage. The men carried the packed swords and the shields, then the
women came with the food and the water, because of “no wine”, as Hans
said, in agreement with the other men. She didn’t look back at her house.
Hans didn’t look back at his renowned blacksmith’s workshop. They
needed to forget and to fight for their children’s future, to run as far as
they could to escape the fierce battle. Kissing his cross, Hans and the other
men pushed the big boat to float, and they all started to row. As they were
in the open sea, the wind started to blow, more savagely than the previous
night. But the big dragon slided like a knife in a big piece of butter, and
sailed, for some days and some nights, then they noticed that they were
driven by something, flowing like a river in the sea, that protected them
and carried them, to the sunset way, far away from their “hus38”, far away
from Harald, far away from Swyne’s plots.

And on a clear morning, at the rising dawns, before “alle stjerne39” left
the sky, they saw the shore.

Hans and the men got off the boat, helping the women and the
children to reach the land.

An tall, old and blond-bearded fisherman and his son were fixing their
nets in a big boat.

— Hilsen, god morgen! 4¢ — said Hans, looking in the fisherman’s clear
blue eyes.

— Morning! — said the fisherman.

— Jeg er Hans, Johannes, og du? 4

38 'House” (n.trad. D.O.)
39 ,All the stars” (n.trad. D.O.)
40— Hello, good morning!” (n.trad. D.O.)
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— I am John, too, said the fisherman with a mild, big smile on his face.
Come on ! - and he gave his hand to the stranger who shook it with force.

— Komme de, alle, vi er hjemme, nu! 42

— Yes, you are all home now! — said the old fisherman, with a friendly
sparkle in his eyes.

Suddenly, the sun rose from the sea, and the huge red disk bathed
John the Iron man in light.

And with a resolute movement, John the Iron man took his sword
from his belt, knelt and put it in front of the fisherman and his son.

— Hvis du er sé god, jeg vil give dig min swaerd.43

— Your sword? — said the fisherman. I never carried a weapon, except
my nets and, sometimes, my wife’s knives. But if you say so, we can go and
give it to our King, if it is also YOUR WILL.

And all the men went back to the lands, in the village, and the foreign
women and the children followed them, all of them carrying something
from the big drakkar.

Only John, the Iron man, said in his beard:

—Jo, det er ogsa MIN JARN VILJE!44

*

* *

The young man remained sailent.

— The drakkar you see here is a messenger from other times, able to
tell us that the Vikings, the Danes were very strong, courageous, brave, but
cruel people. But, as you saw, not all of them. There were also holy and
faithful people. This is the way the conquerors came and remained in
England: some in peace, some at war. But only the Word, the Language,

41— T am John, and you?”

42— Come, all of you, we are home now”. (n.trad. D.O.)

43— Please, be so kind, this is my sword. I give this to you”. (n.trad. D.O.)
44 —Yes, this is also MY IRON WILL!” (n.trad. D.O.)
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always, was the living binder which united mankind, - said the guide, in
the end.

His story was finished.

The Japanese tourists took a lot of pictures and some, more
courageous, asked permission to explore the huge, ancient trade boat, for
more photos, inside...

Mr. Yashimoto rubbed his hands, his eyes obliquely shiny, small and
black, a large smile all over his face.

— Will, you're a gifted student. All my tourists were really charmed as
you presented them an almost living British history. They will be delighted
to return and tell their friends about the wonderful trip to England and
choose another itinerary, the next summer. And so, from mouth to mouth,
the name of Will — yours, of course, — will spread in Japan as the best
Japanese speaking guide we can recommend. Until then, we would like to
invite you on a documentary trip to Japan, to spend your winter holidays
with us.

Will, a young blond impressively over six feet tall, with a nice oval face
and dark brown hair and brown eyes, wearing a jovial smile, thought about
his IIIrd year exams, keeping his chin between the forefinger and the
middle one: ,— I should be strong in my position, otherwise the
Lit(erature) Big Scott will tell me again: ”— Hello, you proud Dane, will you
tell us again another story about yours ancestors?” At least, I'll make sure
that in the end I will be again the ,Japanese Guide” at the Museum next
summer.

161



