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QUANDO LA LETTERATURA GIOCA CON I NUMERI

ANGELA TARANTINO®

ABSTRACT. When Literature Plays with Numbers. The present paper has as it's
theme the five tales of Florin Manolescu: “The Magician” (published in The Mystery of
the Locked Room, Humanitas, 2009); “A Christmas Tale”, “A Scandal in Bucarest”;
“The Serendipity” and “The Last Tale” (all published in The Mentalist, Cartea
Romaneasca, 2009). The subject of all these tales is constituted by the adventures of a
very special protagonist: the cat Motas, whose supernatural powers let him interact, as
equals, with his “human” friend, Albert Jochemko, an astronomer. The present paper
examines the first two of the tales of the “Motas cycle”: “The Magician” and “A
Christmas Tale”, in which some of the most interesting 20" century theories of
mathematics and physics are used as the narrative frame within which take place the
adventures of a book of Dimov, lost between the past and the future.

Key words: Florin Manolescu, naratology, Leonid Dimov, imaginary, Motas,
uchrony.

REZUMAT. Cind literatura se joacd cu numerele. Studiul de fata are in vedere
cinci povestiri ale lui Florin Manolescu: Magicianul, publicat in volumul Misterul
camerei inchise (Humanitas, 2009); O poveste de Crdaciun; Un scandal la Bucuresti,
Serendipity; Ultima poveste, publicate in volumul Mentalistii (Cartea Romaneasca,
2009). In economia celor doud volume, cele cinci povestiri parcurg un ciclu inchis,
avand in centrul lor aventurile unui protagonist nu tocmai comun, motanul Motas,
dotat cu puteri telepatice care il fac capabil de a interactiona, in mod absolut egal, cu
prietenul sau “uman”, astronomul Albert Jochemko. In special, ne vom indrepta atentia
asupra celor doud povestiri ale “ciclului lui Motas”: Magicianul si O poveste de
Crdciun, n care unele dintre cele mai interesante teorii elaborate in domeniul
fizicii si al matematicii, teorii care au marcat dezbaterile stiintifice ale secolului al
XX-lea, devin cadrul narativ 1n care se desfasoara “aventura” unei carti dimoviene,
pierduta intre trecut si viitor.

Cuvinte cheie: Florin Manolescu, naratologie, Leonid Dimov, imaginar, Motas,
ucronie.

" Angela Tarantino & professore associato di Lingua e Letteratura rumena presso la Facoltd di Lettere e
Filosofia dell’Universita di Firenze. La sua attivita di ricerca ¢ volta privilegiatamente allo studio della
letteratura medievale e premoderna, con particolare attenzione alla storia del romanzo nel XVIII secolo.
Traduce prosa e poesia rumena contemporanea; in particolare, ha curato I’edizione italiana dei volumi:
Lena Constante, L ’evasione silenziosa, Nutrimenti, Roma 2007; Floarea Tutuianu, Non voglio
invecchiare nel sonno, Mobydick, Faenza 2012. E-mail: angela.tarantino@unifi.it.
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Risulta che le condizioni temporali di questi universi
mostrano (...) caratteristiche sorprendenti, che rafforzano la
visione idealista (secondo cui tutto il cambiamento ¢
effettivamente un’illusione non oggettiva). Vale a dire che,
facendo un viaggio in tondo su una navetta spaziale,
seguendo una curva sufficientemente ampia, in questi
mondi ¢ possibile viaggiare in qualsiasi regione del
passato, del presente e del futuro, e indietro ancora,
esattamente come in altri modi ¢ possibile viaggiare verso
parti distanti dello spazio'

Le avventure di un gatto dotato di poteri magici e di un solitario astronomo,
che divide la sua esistenza fra I’Osservatorio Astronomico e la casa di Strada
Argentina, costituiscono 1’asse narrativo intorno cui sono costruite le due raccolte di
racconti pubblicati da Florin Manolescu a distanza di alcuni anni una dall’altra: la
prima, Misterul camerei inchise. Noud povestiri incredibile, nel 2002; la seconda,
Mentalistii. Alte noud povestiri incredibile, nel 2009°. Ciascuna raccolta, come recitano
1 sottotitoli, contiene nove racconti, alcuni dei quali dialogano a distanza di anni
attraverso il ricorso ai medesimi personaggi coinvolti in situazioni “incredibili”.

Di fatto, come ¢ stato notato da Carmen Musat, la ricorsivita di alcuni
personaggi - fra i quali il gatto Motas e il suo amico-coinquilino, I’astronomo
Albert Jochemko, occupano un posto speciale - istituiscono una sorta di circolarita
narrativa che lega in modo ricorsivo tutti i 18 racconti: “Si nu e deloc Intdmpléator
ca atdt prima, cat si ultima secventd narativd din Mentalistii reiau personajele
centrale din prima si ultima povestire din Misterul camerei inchise, potentand astfel

impresia de circularitate a universului fictional construit de autor’™.

"Kurt Godel, 4 Remark About the Relationship Between Relativity Theory and Idealistic Philosophy citato
in Rebecca Goldestein, Incompletezza. La dimostrazione e il paradosso di Kurt Gédel, Torino, Codice,
2006, p. 192.

2 F1. Manolescu, Misterul camerei inchise. Noud povestiri incredibile (Il mistero della camera chiusa. Nove
racconti incredibili), Bucuresti, Ed. Humanitas, 2002; Id., Mentalistii. Alte noua povestiri incredibile,
Bucuresti, Ed. Cartea Roméaneasca, 2009. In particolare i racconti che hanno come protagonista Motas sono
Magicianul (Il mago), pubblicato in Misterul camerei inchise, O poveste de Crdaciun (Una storia di Natale),
Un scandal la Bucuresti (Un scandalo a Bucarest), Serendipity e Ultima poveste (L’ultimo racconto) in
Mentalistii (I mentalisti).. Tutte le citazioni presenti nel contributo sono tratte da queste due edizioni.

? C. Musat, “Suprafata romaneasca a realitatii si constructia intelectuald a lumii” (“La superficie rumena della
realta e la costruzione intellettuale del mondo”), in Observator cultural, 480, 2009
(www.observatorcultural.ro). Cfr. anche L. Marcu, “Florin Manolescu si Florin Manolescu” (‘“Florin
Manolescu e Florin Manolescu”), in Romdnia Literard, 9, 2002 (www.romlit.ro); T. Radu, “Dirijabile si
motani (Chenzina literard)” (“Dirigibili e gatti...”), in 22, 2 iunie 2009 (www.revista22.r0); A. Terian, “O
carte pentru cei care s-au plictisit de sudoku” (“Un libro per chi si ¢ annoiato del sudoku”), in ZF. Ziarul de
duminica, 4 august 2009 (www.zf.ro/ziarul-de-duminica); M. Chivu, “Istorii & istorie” (“Storie e storia™), in
Dilema veche, 323, 22-28 aprilie 2010 (www.dilemaveche.ro).
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Nelle pagine che seguono saranno presentati in modo sintetico le tracce
tematiche di quello che a tutti gli effetti pud essere definito il ciclo di Motas,
soffermandosi piu distesamente sui due primi racconti del ciclo, Magicianul ¢ O
poveste de Crdciun, la cui traduzione italiana curata da chi scrive ¢ in corso di
pubblicazione nella rivista Romdnia Orientale®.

Lo spazio-tempo di Motas

I cinque racconti di Motas, pur se autonomi sul piano della trama,
presentano una traccia narrativa unificante: il concetto dello tempo e dello spazio
colto nell’intreccio inestricabile con i concetti di vero e falso.

La questione dello spazio-tempo trova il suo punto di origine nel nome stesso
del protagonista a quattro zampe. A una prima lettura, infatti, Motas sembrerebbe una
forma lessicale concorrente del diminutivo/vezzeggiativo motanas. Ma se si passa dalla
forma scritta in un libro destinato alla stampa, di norma rispettosa dell’ortografia del
rumeno, a quella scritta in uno spazio cibernetico, il gatto Motas molto probabilmente
perderebbe la cediglia. Ed ¢ nella rete che si nasconde il segreto di questo curioso
quadrupede che sfida in arguzia nientemeno che Sherlock Holmes’. Google,
interrogato su “motas”, riesce infatti a svelare la natura segreta del felino: “An
interactive online point-and-click graphic adventure game”. Seguendo la traccia
informatica, si viene a scoprire che Motas ¢ 1’acronimo di Mystery of Time and
Space, un videogioco creato da Jan Albartus, organizzato in 19 livelli in cui

the adventurer has to solve riddles and puzzles, find and use objects, escape from
locked rooms, find hidden passages and be a detective and examine everything to
unlock the doors of the mystery of time and space®.

I poteri di Motas iniziano a delinearsi: Motag ¢ un gatto che nasconde nel
proprio nome la natura “giocosa” delle sue capacita magiche, una delle quali, ad
esempio, ¢ quella di essere composto di piu parti:

Partea din mine care se uita pe fereastra nu are nici o legatura cu partea care sta de
vorba cu tine! (...) De aceea, imediat dupa ce iesi pe geamul dinspre stradd, o parte
din el o porni spre Muzeul Antipa, in cautarea Albertinei, care 1i vorbise In
repetate randuri despre colectiile de fluturi expuse aici, cealaltd parte Incepu sa
repete7poezia in gand, in timp ce o a treia parte se adancea 1n analiza teoremei lui
Godel'.

YCf. Il mago e Un racconto di Natale in A. Tarantino, “Il ciclo di Motas” in Romania Orientale, XXIV,
2011 [in corso di stampa].

> Sulla sfida lanciata da Motas a Sherlock Holmes si veda il racconto Un scandal la Bucuresti in cui
viene ripresa la traccia narrativa di 4 scandal in Bohemia di A. Conan Doyle.

¢ Cfr. www.albartus.com/motas.

"0 poveste de Criciun, pp. 76, 93.
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L’elemento del gioco d’altro canto compare anche nel nome del suo amico
Albert Jochemko, il cui patronimico contiene la parola joc [gioco]®. Il creatore ¢ la
sua creatura, Albartus e MOTAS, dalla realta virtuale della rete sono trasferiti,
ciascuno con un cambio di lettera’, nella realta “fittizia” della letteratura,
confermando la fitta rete di rimandi istituiti dall’autore di “carta” fra universi legati
da diversi gradi di artificiosita.

Il gioco virtuale MOTAS introduce il lettore nell’universo dello spazio e
del tempo in cui sono immersi i due protagonisti: uno spazio-tempo che rimanda al
modello cosmologico elaborato da K.Godel e alla conseguente possibilita di
rendere “’pensabile” il viaggio nel tempo'*:

Il tempo come era inteso prima della relativita - Godel lo chiama kantiano o pre-
relativistico - ha la caratteristica che il suo ‘scorrere’ o ‘passare’ viene sperimentato
direttamente e implica un cambiamento in cio che esiste. La realta € un susseguirsi
di ‘adesso’ che vengono successivamente in esistenza. Lo scorrere oggettivo del
tempo ¢ dominato dall’adesso. In particolare cio che esiste ¢ adesso, € non ieri, ¢
non domani; in questo senso il tempo non ¢ assimilabile allo spazio.

Nella teoria della relativita ristretta il tempo ¢ geometrizzato e diventa statico. Non
c’¢ spazio per il tempo della nostra vita quotidiana che scorre, o passa. (...)
Nella relativita generale invece, dove la forma dello spazio-tempo ¢ determinata
dalla materia dell’'universo, emerge la possibilita che alcuni sistemi di
riferimento possano essere privilegiati: sono quelli che seguono, dice Godel, il
moto medio della materia nell’universo. Il tempo relativo a quei sistemi di
riferimento viene designato come tempo cosmico assoluto. Quello che resta della
realta oggettiva del tempo non ha tuttavia la struttura di un ordine lineare, e
certamente non il carattere di un flusso. Gddel scopre infatti soluzioni delle
equazioni cosmologiche che non erano note - e questo ¢ il suo contributo
importante alla teoria della relativita. Sono universi rotanti, e tra di essi anche
alcuni in espansione.

In questi universi, detti “di Godel”, non c’¢ neanche il tempo cosmico. La
geometria dello spazio-tempo ¢ cosi incurvata che esistono curve dello spazio-
tempo che si chiudono su se stesse, con percorsi impensabili in quello che
crediamo il nostro universo familiare. Se esistono curve chiuse di tipo tempo tali
che si puo arrivare al passato pur viaggiando verso il futuro, allora il passato non ¢

¥ Sulla funzione dei nomi nel ciclo di Motas si ritornera nelle pagine seguenti.

? Albertus & uno dei nomi con cui Motas si rivolge a Albert; il cambio di lettera & un gioco enigmistico e
I’enigmistica ¢ uno dei passatempi cui sono dediti Albert e Motas: “Instalat comod in fotoliu galben
din biblioteca, Albert Jochemko dezlega cuvinte incrucisate si sorbea din cand in cand din cescuta
cu cafea asezatd pe o masuta din apropiere. Cocotat in mijlocul biroului, domnul Motas il urmarea
cu atentie, pregatit sa-i sara in ajutor..” (Serendipity, p. 221).

1% 11 viaggio nel tempo ¢ uno dei temi di sutura dei 18 racconti, di cui si accennava all’inizio. In
particolare cfr. Califatul (11 califato), in Misterul camerei inchise oppure i viaggi di Motas ricordati
da Albert Jochemko nell’ Ultimo racconto di Mentaligtii.

6



QUANDO LA LETTERATURA GIOCA CON I NUMERI

realmente passato e un tempo simile non pud corrispondere al tempo vero
intuitivo. Il fatto che un’astronave possa riportare i passeggeri nel passato dimostra
che la velocita e il moto, insieme al tempo, sono un’illusione. Se possiamo
rivisitare il passato, esso esiste, e quindi il tempo non esiste'".

L’universo “godeliano” di Motas e Albert, nel quale il “tempo non esiste”,
¢ riconoscibile in Magicianul, ma ancora di piu in O poveste de Craciun.

Motas fra Godel e Dimov

Il primo racconto, diviso in due parti, ¢ strutturato in modo tale che lo
stesso evento — il gol di Pelé che segna la sconfitta della nazionale rumena nella
partita Brasile-Romania'> — venga (ri)vissuto in una condizione di spazio-tempo
altro, differito, rispetto al tempo-spazio “reale”. La sospensione del tempo lineare
consente di (ri)vivere il passato, se a questo si aggiungono le facolta magiche di
Motas - convinto come Eraclito che “ceva este si nu este in acelasi timp [c. di
F.M.]” — la possibilita di riscrivere la storia ¢ a portata di mano.

Il “viaggio nel tempo” ritorna con piu forza nel secondo racconto, O
poveste de Crdciun, dove 1 due amici devono risolvere 1’enigma di una lettera
cifrata, scritta da Tiberiu, un compagno di scuola di Jochemko, alla signorina
Betina, sorella di Tiberiu e, nei desideri di Motas, possibile pretendente alla mano
di Albertus”’. Lo scioglimento del mistero racchiuso nella sfilza di cifre che

""" G. Lolli, Sotto il segno di Gédel, Bologna, Il Mulino, 2007, pp. 106-107. Per un approccio
amichevole alla logica gddeliana e alle ricadute sulla cultura contemporanea cfr. R. Goldestein,
Incompletezza. La dimostrazione e il paradosso di Kurt Godel, Codice, Torino 2006; F. Berto, Tutti
pazzi per Gédel. La guida completa al Teorema di Incompletezza, Bari, Laterza, 2008.

121 a partita Brasile-Romania, svoltasi durante i campionati mondiali di calcio del 1970 (Messico), finita 3 a
2 a favore dei brasiliani, costd la mancata qualificazione della nazionale rumena al girone successivo.
L’episodio ¢ ripreso alla fine di Ultima poveste, quando Albert, ricordando gli episodi salienti della sua
vita insieme a Motas, accenna a quando “Impreuna au calificat echipa Romaniei, cu Radicanu in poarta si
Dobrin la mijlocul terenului, in finala Campionatului Mondial de Fotbal.” Cfr. Ultima poveste, p. 274. 11
riferimento a una partita che nella realta non ¢ stata mai giocata rinforza I’ipotesi che Motag e Albert si
muovano nello spazio-tempo di un videogioco, in questo caso uno che simula il gioco del calcio.

13 ,»Draga Beti, sunt cat se poate de mahnit ca nu ne-am mai putut vedea de atita timp ! Probabil ca asa a vrut
Dumnezeu. Si ca si cum asta n-ar fi fost de ajuns, constat cé in ultimele luni nici putinele noastre randuri nu mai
ajung la destinatie. De aceea, am recurs la serviciile unui bun prieten, despre care nu-ti pot da alte detalii dar
care 1ti va aduce aceasta scrisoare. Nu te mira de continutul ei! Dar iatd despre ce este vorba. Incearca te rog sa-
mi procuri urmétoarele carti, pe care ag vrea sa le citesc impreuna cu baiatul (care a inceput sa se intereseze de
literatura romana $i ma roagd ca nu cumva sa uit sa-ti transmit si din partea Iui mii de sarutéri). Din cate imi
amintesc, aproape toate volumele de mai jos au aparut in colectia Clasicilor roméni comentati de N. Cartojan:
Mihail Kogalniceanu, Opere, Vasile Alecsandri, Caldatorii, Misiuni diplomatice, Leonid Dimov, Carte de vise,
Al. Odobescu, Pseudo-kyneghetikos. Dupa ce vei reusi sa le gasesti, da-le, te rog, prietenului nostru Albert;
impreuna cu aceasta scrisoare. El va sti ce are de facut. 95, 82, 27, 114, 145, 96, 111, 80, 17, 90, 17, 122, 173,
80, 7,24, 165, 62, 243, 48, 93, 78, 37, 50, 225, 66, 175, 78, 57, 10,237, 44, 59, 54, 43, 79. Te imbratisez si, te
rog mult, nu-ti pierde curajul! Cu drag, Tiberiu” (O poveste de Crdciun, pp. 78-79).

7
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chiudono la lettera sembra condurre a conseguenze paradossali. Con una dimostrazione
che fa appello alla storia della crittografia dall’antichita classica al Novecento, al
modello cosmologico elaborato da Godel, alle macchine universali di Turing e alla
teoria del caos o della farfalla di Lorenz, Jochemko cerca di convincere il suo
amico a quattro zampe che

unu, viitorul, invocat de Tiberiu In mesajul cifrat, trebuia s joace un rol deosebit
in toatd aceastd poveste si, doi, ca cifrele cu sot, ascunse printre toate celelalte
cifre, reprezintd un mesaj ascuns intr-un alt mesaj (...) Tiberiu a reusit sa ascunda
0 anumita carte printre titlurile celorlate carti citate de el. Si asta pentru ca la data
la care scrisoarea a fost expediati din Anglia, cartea respectiva nu aparuse inca!”'.

Secondo Jochemko il riferimento a Carte de vise, il volume di Dimov
apparso nel 1970, starebbe a dimostrare che “englezii §i americanii au ajuns inca
din timpul celui de-Al Doilea Razboi Mondial sa anticipeze viitorul si poate chiar
unele carti care urmau sa apara abia in zilele noastre.” A onor del vero, bisogna
aggiungere che la spiegazione affascinante ancorché fantasiosa non convince il
pragmatico felino che ne suggerisce una piu realistica: “Alberts, lasd-ma te rog sa-
ti mai ofer eu una. Nu s-ar putea, oare, ca poetul Leonid Dimov sa-i fi trimis lui
Tiberiu in Anglia manuscrisul viitoarei sale Cérfi de vise?”".

Cio che interessante notare nella trama del racconto, tuttavia, non sono gli
assunti logico-scientifici su cui poggia la storia, ma i riferimenti letterari
disseminati dall’autore nel tessuto narrativo quasi a voler attirare ancora una volta
il lettore in un gioco di decrittazione costruito su piu livelli'®.

Si inizia con I’elenco degli autori e dei relativi titoli delle opere in cui si
nasconde la chiave per decifrare il messaggio di Tiberiu. La presenza fra i titoli di
Pseudokynegetikos di Al. Odobescu rimanda evidentemente ai concetti di vero/falso
cui si accennava all’inizio. Questa volta, tuttavia, I’intenzione autoriale non sembra
rivolta a sollecitare nel lettore la curiosita per i risvolti filosofici del principio di non
contraddizione, quanto a metterlo di fronte all’enigma finzione/verita in letteratura e
alla capacita dello scrittore di “manipolare” la verita:

% Ibidem, pp. 84, 92.

15 Ibidem, p. 92.

16 Sulla sfida che I’autore lancia al lettore, si rimanda allo scambio di battute fra Albert ¢ Motas in Un
scandal la Bucuresti:

- ...In Misterul din Boscombe Valley (Il mistero di Boscombe Valley), “masina de gandit, cum il numeste
Watson pe Sherlock Holmes, face la un moment dat inca una dintre extravagantele ei demonstratii
de perspicacitate, menite sd-i lase pe cititori cu gura céscatd. Demonstratii care dupd umila mea
parere sunt de cele mai multe ori artificiale si false.

- Sé-i lase cu gura ciscata pe cititori sau pe doctorul Watson?

- Am spus in mod intentionat “cititori” si nu “Watson”, pentru ca pe acesta din urma nu e prea greu
si-1 lasi cu gura ciscatd. Asta e rolul lui! De aceea a fost inventat. Dar cititorul ar trebui si aiba
ceva mai multd perspicacitatea si, mai ales, ceva mai mult spirit critic” (191).
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Lipsit de inventie, fard vana epica, el [Odobescu] nu exceleazd in creatia de
fictiune (...). Deopotriva om de litere si istoric al artelor si culturii, dar nu excesiv,
nici macar concomitent, ci intr-o fuziune, intr-o interferentd a domeniilor, azi
desuetd, careia insa veacul nostru i pastreaza nostalgia. Odobescu nu se rezuma sa
comunice adevarul, ci (...) vrea sd-1 impartaseasca intr-o forma memorabila:
printre detalii savante presara anecdote si cuvinte de spirit, cu expresia se rafuieste
pentru a o face fiabild si eleganta, textului intreg 1i dd organizarea armonioasa a
unui discurs care manipuleaza diversele mijloace ale persuasiunii colocviale (...)
ori academice'’.

Sempre nella lista di Tiberiu si cela il secondo indizio suggerito al lettore.
Anche questa volta si ricorre a una modalita di inciframento di “secondo grado”. Il
nome di L. Dimov, unico poeta contemporaneo inserito in una sequenza di autori del
XIX secolo, ¢ abbastanza semplice da individuare per un qualsiasi lettore di letteratura
rumena; cio che cela il nome di Dimov — in un procedimento assimilabile alla cifra
nascosta nel nome di Motag — ¢ il rimando al “gioco” e al modello “aritmetico”
nascosto nella poesia Rondelul veacului trecut, recitata da un commosso Albert.

L’accostamento dell’immaginario poetico demoviano al “gioco” € portato a
compimento da I. Pop, il quale riconosce nel “mondo immaginato [c. di L.P.]” da
Dimov una “«replica» onirica al «gioco del mondo»”, individuando nella sua poesia

o altd ipoztaza a “jucdtorului”, cu un statut, in principiu, privilegiat: aceea a
iluzionistului [c. di 1. P.] care, participand ca “actor” si spectator la “panorama” si
“Balciul” universal, i imbogateste stralucirea, creand el insusi noi miraje — precum
barbianul Nastratim Hogea ori Vraciul arghezian. in noul Isarlik, din poemul
A.B.C., se desfasoara, in saptamana-i simbolica, “forfotele de balciuri si oboruri”,
cu pitorescul lor stralucitor sub care se insinueaza fiorul mortii, “magicianul”
[c.m.] pregitit s3 “insire piscurile pe atd” traieste, insa, sentimentul infrangerii”'®.

L’altro indizio cui si accennava, il modello “aritmetico” nascosto in Rondelul
veacului trecut, potrebbe essere letto come il legame trasparente fra I'universo
“godeliano”, in cui si muovono Motas e Albert, € un modello di scrittura formalizzato
quale quello esemplificato dal testo dimoviano.

Rondelul veacului trecut fa parte del volume Semne ceresti, una raccolta di
poesie in forma fissa, segnatamente 40 rondo'”. A sua volta il rondo, nell’ambito
dei componimenti in forma fissa, ¢ una forma

"7 Cfr. P. Cornea, v. Odobescu in M. Zaciu, M. Papahagi-A. Sasu (coord.), Dicfionarul scriitorilor
romani (Dizionario degli scrittori rumeni), M-Q, Bucuresti, Ed. Albatros, 2001, p. 505.

'8 Ton Pop, O replicd oniricd a “jocului lumii”: Leonid Dimov (Una replica onirica al “gioco del
mondo”) in Idem, Jocul poeziei (Il gioco della poesia), Cluj-Napoca, Ed. Casa Cartii de Stiinta,
2006, pp. 338-354, in particolare 346, 350.

19 «Cu volumul Semne ceresti (1970), Dimov revine la formele fixe ale poeziei (aici rondelul), ficAnd
dovada unei particulare virtuozitati constructive. In macrostructura asamblului (...) se reflecta, la

scard maritd, microstructura pieselor componente: cele treisprezece versuri obligatorii pentru rondel
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legata de un principiu al circularitdtii [c.m.], formale, dar si tematice (...) Efectul
estetic deosebit se datoreazd imbindrii de gratie si rigoare din constructia acestui
text scurt i aparent sarac (pe doua rime), care genereaza o impresie de densitate
semantica, dar si de fascinantd «intoarcere» [c.m.] laitmotivicd; aceeasi tema,
reluati iardsi si iardsi, sugereaza identitatea esentiala in diversitatea formei” .

In breve, nella costruzione del rondo pud essere individuato un modello
circolare su base aritmetica (il numero dei versi ¢ fondamentale perché sia data
questa peculiare forma fissa e non un’altra), in cui il tema ritorna su se stesso.

L’universo gddeliano, che appare come un sistema circolare con “le curve
dello spazio-tempo che si chiudono su se stesse”, ¢ un modello cosmologico
dimostrato per via matematica, la cui esistenza ¢ inestricabilmente legata alla sua
aritmetica.

Ebbene, anche Motas senza cediglia € un costrutto matematico, il prodotto
di formule fisse che rendono possibile la sua esistenza “virtuale”.

Ecco perché si pud ipotizzare che i numeri, nelle loro infinite combinazioni,
siano uno dei fili trasparenti che tiene legati Motas e il suo amico Albert a Godel
e Dimov.

Nomen omen

Un altro filo di cui ¢ intessuta la costruzione dell’ennesimo gioco nel quale
¢ attirato il lettore ¢ quello che lega i nomi propri dei protagonisti che agiscono il
racconto o che da questi ultimi vengono evocati. In questo caso, sembra prevalere
il desiderio autoriale di riannodare in unico filo la scrittura del critico letterario e
quella dello scrittore di “fantasia”, facendo confluire nella narrazione di finzione
echi delle proprie passioni letterarie. D’altro canto, come non riconoscere nel
triangolo affettivo che lega la signorina Betina, il fratello Tiberiu e Albert
Jochemko, un altro celebre triangolo di affetti che ha in Bettina Brentano,
“I’infaticabile scrittrice di lettere”, sorella del poeta Clemens e moglie dello scrittore
Achim von Arnim, uno dei suoi vertici*'. Oppure in Albertina, 1’elegante e sfuggente
gattina desiderata da Motas, I’altra e ben piu celebre fuggitiva letteraria, I’ Albertine
di proustiana memoria.

se regasesc n multiplul de 13 (39) al pieselor cartii, carora li se adauga ultima, ca o emblema,
amintind de «neclatinatul idol ELGAHEL» din finalul Jocului secund barbian.” Cfr. Ion Pop, v.
Dimov in Dictionarul scriitorilor romdni, D-L, Bucuresti, Editura Fundatiei Culturale Romane,
1998, p. 95. Un’ampia e accurata disamina delle costruzioni letterarie a forma fissa nel contesto
non solo rumeno ma anche europeo, segnatamente italiano in loana Bot, Sensuri ale perfectiunii
(Sensi della perfezione), Cluj-Napoca, Ed. Casa Cartii de Stiinta, 2006.

2 Joana Bot, Sensuri ale perfectiunii, ed. cit., pp. 234, 236.

2! Elisabetta Rasy, Le donne e la letteratura. Scrittrici eroine e ispiratrici nel mondo delle lettere,
Roma, Editori Riuniti, 2003, pp. 75-78.
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Al nome del compagno di Motas, 1’astronomo Albert Jochemko, Manolescu
affida il segreto del suo doppio mestiere, per continuare a giocare a nascondino con i
lettori, disseminando indizi del proprio vissuto autobiografico nella costruzione dei
suoi racconti di “fantasia”. Si ¢ gia detto della componente ludica nascosta nel
patronimico Jochemko, ma Jochemko ¢ anche il nome da ragazza della madre
dell’autore, Hermina. Nell’accenno al QI dei professori della Facolta di Lettere
dell’Universita di Bucarest (“[Motas] avea un IQ mai mare decat al multor profesori
universitari de la Facultatea de Litere si Filozofie din Bucuresti”, Magicianul, p. 179)
riaffiora la memoria del periodo vissuto come professore di Letteratura rumena
nell’universita bucarestina. Tuttavia, I’indizio dirimente che conduce il lettore spedito
verso la soluzione € la citazione che Manolescu scrittore fa del Manolescu critico,
autocitazione in cui € racchiusa probabilmente la chiave (di lettura) in grado di aprire lo
spazio chiuso della scrittura di finzione. In O poveste de Craciun, infatti, Albert
Jochemko per spiegare a Motas chi ¢ Dimov, riprende il parallelismo che il suo alias,
Florin Manolescu, nel 1991, aveva utilizzato in una recensione dell’antologia
dimoviana Carte de vise:

Dimov este un mare, un foarte, foarte mare poet! Mai mare decat Magritte sau
decat de Chirico sau decat Rousseau Vamesul! (...) Numai dacd l-ai citit pe
Dimov, ii ai pe toti acesti trei pictori la tine acasa! (O poveste de Craciun)™

...toatd aceastd poezie nu face decdt sa treacd printr-o viziune noud, pe care
Leonid Dimov a numit-o onirica [c. di F.M.], un numar de sentimente si de
intamplari eterne, iubirea, amintirea, dorinta, moartea. Rezultatul e un univers tipic
dimovian, un amestec de Ev Mediu fictiv, de lumi paralele, in genul fictunilor
numite sword and sorcery, si de mari tablouri suprarealiste, ca la de Chirico,
Magritte, Tanguy (Un vrdjitor bland)™.

Il parallelismo fra il poeta e la pittura surrealista - che il “realista” Motas
assumera come un audace paradosso — ¢ esemplificato dal Rondo del secolo passato, la
poesia che Jochemko recitera “vizibil emotionat”. Infine, nel commento del critico alla
poetica demoviana € racchiuso probabilmente il “movente” estetico che lo ha
determinato a trasformarsi in scrittore (“In poezia lui Leonid Dimov lumile se fac si se
desfac atinse de bagheta fermecatd a unui vrdjitor cordial, capabil el Insusi sa-si
schimbe, dupa dorinta, infitisarea™*): costruire uno spazio analogo a quello della
poesia di uno dei suoi autori preferiti, uno spazio cosi vicino agli universi rotanti di
Godel, dove al gatto dai poteri magici e al suo amico, 1’astronomo Jochemko, fosse
concesso di condividere le medesime passioni, fino all’u/timo racconto.

22 0 poveste de Criciun, p. 87.

2 F1. Manolescu, Un vrdjitor bland (Un mago mite) in Luceafarul, 39, 1991 citato da Id, Litere in
tranzitie (Lettere in transizione), Bucuresti, Ed. Cartea Roméneasca, 1998, p. 234.

2 -
Ibidem.
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NORWEGIAN DISTINCTIVENESS. A CULTURAL CONSTRUCTION

SANDA TOMESCU BACIU"

ABSTRACT. Norwegian Distinctiveness. A Cultural Construction. The article aims
to present the correlation between ideology and culture / literature during the Norwegian
nation building endeavour whose result was the creation of the Norwegian nation-state
after almost four hundred years of Danish rule, in 1814. Still, it was only in 1905 that
the Norwegian nation-state gained its full independence. In this context, it will be
argued how the political and cultural strategies of the nation builders of 19™ century
Norway, in search for the distinct “national character”, resulted in what can be
perceived as the distinctiveness of the Norwegian culture having two Norwegian
standard written languages, and consequently two Norwegian “literatures” — the Nynorsk
(New Norwegian) literature and the Bokmal (literally “Book language”) literature.

Key words: distinctiveness, identity, literature, national construct, national character,
nation-state, Norwegian.

REZUMAT. Specificitate norvegiand. O constructie culturald. Articolul isi propune
sa prezinte corelatia dintre ideologie si cultura / literatura in procesul de constructie
nationald a Norvegiei in urma dizolvarii uniunii cu Danemarca In anul 1814 dupa
aproximativ patru sute de ani de guvernare daneza. Totusi abia in anul 1905 Norvegia
isi castigi deplina independentd prin desprinderea de uniunea cu Suedia. in acest
context, strategiile politice si culturale promovate de constructorii natiunii norvegiene
in decursul secolului al XIX-lea, aflati in cautarea “caracterului national” distinct, au
creat o “specificitate” culturala norvegiana, o culturd cu doua limbi oficiale scrise si in
consecintd doua “literaturi”, in limba Nynorsk (neonorvegiand) si in limba Bokmal
(literal, limba cartii).

Cuvinte cheie: caracter national, constructie nationald, specificitate, identitate,
literatura, norvegian, stat-natiune.

In the following pursuit we will rely on Hobsbawm’s “initial working
assumption” according to which “any sufficiently large body of people whose
members regard themselves as members of a ‘nation’, will be treated as such™. On this

Professor, “Babes-Bolyai” University; founder of the Norwegian Program (1991), and of the
Department of Scandinavian Languages and Literatures (2001) at the Faculty of Letters of the same
university. She published books and articles on Nordic literature and culture and translated
Scandinavian literature into Romanian. E-mail: sanda.tomescu@yahoo.com.

! E.J. Hobsbawm, Nations and Nationalism since 1780: Programme, Myth, Reality, Second Edition,
Cambridge, Cambridge University Press, 2008, p. 8.
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background the article will give no a priori definition of what identifies a nation. We
will focus on the coordinates of the national ideas that animated the Norwegian elite in
resonance with the masses during the 19" century thus constructing in the course of
time the Norwegian nation, which can “only be recognized a posteriori””.

In order “to understand ‘the nation’ of the classical liberal era it is thus
essential to bear in mind that ‘nation-building’, however central a process to
nineteenth-century history, applied only to some nations. And indeed the demand
to apply the ‘principle of nationality’ was not universal, either. [...] Apart from the
Balkans, the only change in the European map between the creation of the German
Empire and World War I was the separation of Norway from Sweden™”.

When discussing this issue, one has to bear in mind that  ’the principle of
nationality” which changed the map of Europe in the period from 1830 to 1878 was
thus different from the political phenomenon of nationalism which became
increasingly central in the era of European democratization and mass politics™. In
this context, the Norwegian scholar Gudleiv Bg operates with ‘the principle of
nationality” and suggests replacing the ambivalent concept of nationalism
(nasjonalisme) - in the case of Norway - with a more accurate one - that of nationality
ideas (najonalitetsidéer). Serensen makes use of the concept nationalism under the
reserve that nationalism has become an extremely composite phenomenon that could
give misleading interpretations. According to Serensen, nationalism® became the most
important trend of the Norwegian 19" century® that kept the Norwegians together.
Serenesen places the concept of nationalism in a historical context, both political
and cultural. The imperative of political nationalism was connected to an
independent political rule: one nation — one state. Cultural nationalism focused on
creating and defending a national culture: one common language, one common
history, one folklore, common symbols, common institutions etc.’

Against this background, achieving a distinctive Norwegian language
became de facto the main concern of nationalism in the 19" century.

One nation

19" century practice shows that there were several criteria to consider
when defining nation, strongly connected with the concept of language, like, for
example, “the historic association with a current state”, or “the existence of a long

established cultural elite”,® which was the case for the Norwegians during the

2 Ibidem, p. 9.

3 Ibidem, p. 42.

4 Ibidem, p. 44.

> @ystein Serensen, “Kampen om Norges sjel” ("The Battle for the Norwegian Soul”) in Norsk Idéhistorie. (The
Norwegian History of Ideas). Ed. Trond Berg Eriksen; Qystein Serensen. Oslo, Aschehoug, 2001, vol.3, p.10.

® Ibidem.

7 Ibidem, p.12.

8 E.J. Hobsbawm, op.cit., p. 37.
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Viking times. The greatness of the Viking age reminded the Norwegians about
their unity achieved by King Harald Haarfagre, who gathered the Norwegians in
one state for the first time in history.

The Norwegian nation-state as a construct was fully shaped only after the
long 19™ century that came after over 400 years of Danish rule that ended in 1814.
Norway had been a peripheral province of the Danish kingdom for more than four
centuries. Until the 20™ century, Norway was still a peripheral country in Europe,
without a strong feudal tradition.

According to Neuman (Norge - En kritikk / Norway — A Critique) the nation
building concept in the Norwegian imagery underwent three different representations
throughout the 19" century. Whereas the first reading of nationhood belongs to the
public servants, a contract-based group organised around a body of electors, for
whom it was the state’s duty to lead the nation, the second reading dominant after
“the national breakthrough” of the 1840s was a highly romantic nationalistic
approach focused upon the free peasant, according to which the state played a
paternalistic role for the nation. There were the urban and educated individuals
who supported the idea of Norwegianhood defined as a rural form of life. The third
approach, which Neuman calls populistic-nationalistic, was launched by Ivar
Aasen (1813-1896) in the 1840s and reached its peak in the 1880s. It is this very
set of symbols of the rural society and of the peasants as carriers of the national
identity that created, in the epoch, the distinctiveness that had greatly been needed
to differentiate Norway from its neighbours. At that moment the rural society was
the depository of the archaic Norwegian language (Neuman) and consequently, the
Norwegian society resonated to these nation-building ideas of the elite.

Against this historical background Norwegianhood needed to be defined in
order to significantly distinguish itself from its neighbours - former or present
union partners, Denmark and Sweden - in terms of language and history. In fact,
what was a nation without its own language? And how could a nation claim to exist
without having its own language? How could Norwegians apply the principle of
nationality in the absence of a common language immediately after the dissolution
of the union with Denmark in 18147

National languages

Gudleiv Be explains that the concept of “the national” embodies an almost
metaphysical reality. Some of the Romantic writers combined the national
Romantic heritage with Plato’s concept of “idea”. In this way, the historical
phenomenon the nation represents acquires its transcendental nature. The task of
the elites was to identify the “national idea” and to contribute to the development
of the nation in this sense’. According to Serensen, there existed a resonance

? Gudleiv Bo, A dikte Norge. Dikterne om det norske (Poeticizing Norway. Poets about Norwegianhood),
Bergen, Fagbokforlaget. Landslaget for norskundervisning, 2006, p. 27.
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between the elites and the population which made it possible for the ideas of
Norwegian nationhood implanted by the elite to find an echo with the people. The
Norwegian population accepted passively the imaginary of Norwegian nationhood.
It was a complete resonance for a cultural construction of nationhood, although
there was also a constant inner ideological struggle among the elites'® . Serensen
shows that the development of nationhood was actually a hegemony fight among
several nation-building projects that were either competing, related, opposing or
even inspired by each other .

The imaginary of Norwegian nationhood was inspired by the Enlightenment
and Romanticism. As the Enlightenment was strong in the tradition of late 18"
century Norway, it must be stressed that ideals of the Enlightenment such as
freedom and equality were achieved in Norway through a peaceful development,
marked by pragmatism and compromise, as opposed to Europe where revolution
and bloodshed were characteristic. The Norwegian peasant became a national symbol
supporting freedom and equality, formation and education. The Enlightenment ideas
became more pragmatic and familiar to the peasants as bearers of the Norwegian
identity. These developments were enhanced by national Romanticism that was
centred on the peasant.

We share Gudleiv Bg’s view that the cultural construct of the Norwegian
nation is a historical product'>. The Norwegian national ideas were already present
in the Danish-Norwegian literature of the Enlightenment. One symptomatic example,
given by Bg, that shaped national ideas is the history book written in Latin about the
Northern people by the Swede Olaus Magnus in the 16" century, Historia de gentibus
septentrionalibus, where nature and rough winter conditions shape the robustness of
the human body and spirit. In this context, the old European climatic theory played a
very important role for the national identity. This can also be explained by the fact that
traditionally, in Norway, most of the land was owned by the independent free peasants
and not by the great landowners, as it was the case in Denmark and the rest of Europe.
In Norway, the land was owned by the free peasants who worked their own land that
could be inherited by their own children (“odelsrett”). Thus, for the Norwegian nation-
builders, nature and the free peasant became implicitly the bearers of the Norwegian
identity and of the Norwegian national character, differentiating the Norwegian
province from Denmark. The national idea was a recurrent theme in the Norwegian
literature about nature, in Norwegian culture as well as in the specific Norwegian
character (nasjonalkarakter / folkeénd).

Under the Danish rule, during the 16™ century, the Norwegian national
ideas took various shapes in the literary topographical works by the Norwegian
writers grouped in Det norske Selskabet. Absalon Pederseon Beyer (1528-1575), in
his book Om Norigs Rige (1567), although faithful to the Danish crown, expressed

10 Gystein Serensen, op. cit., p. 15.
" Ibidem, p. 16.
12 Gudleiv B, op. cit., p.23-24.
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his admiration for the greatness of the old Norwegian history prior to the country’s
union with Denmark. Petter Dass (1647-1707), in his Nordlands Trompet (1739),
identifies himself with the region of Northern Norway, differentiating himself from
Pederson Beyer, thus proving that there existed a certain feeling of national identity
in the elites, without being characteristic for the rest of the people, except when
confronted with the foreign'’. During Romanticism, the writers’ spirit of national
assertion was more intent on consolidating and insisting on that which differentiated
the Norwegian nationhood from the other nations. (Henrik Wergeland). Later, with the
turn from Romanticism to Realism, Norwegian literature became more interested in
the directions emphasising the specifically regional, which did not endanger the
national discourse in the course of history. The specific Norwegian characteristic
resides in building national identity also through regional diversity, both linguistically
and culturally. The national construct in Norway distinguishes Norway by the fact
that nation building resides eventually in accepting the diversity of the idioms and
cultural regions, and thus in constructing an identity in diversity.

Wergeland’s imaginary of the Old Norway (Gamle Norge) constitutes a
good example of a cultural construction today, where, to a great extent, contemporary
ideas are projected on old historical times as it is shown by Serensen. In the case of
Wergeland it was his belief in reviving the special national Norwegian Spirit. He
was actually reviving the ideals of the Enlightenment that he called the specific
national Spirit'*. As for Ivar Aasen, he was a reformer of the Norwegian language
with a more modern perspective upon the idea of nation, of a sociological
character, not preoccupied by the national Norwegian Spirit (folkednd). Aasen was
certainly not a Romantic; he was rather closer to the Enlightenment than to
Romanticism. Ivar Aasen created the ground for a new national language for the
Norwegian literature (Landsmal, today called Nynorsk) that has run parallel with the
literature written in the language of Ibsen (namely Riksmal, today called Bokmal).

Norwegian national ideas of the 20" century and of the early 21* century,
as opposed to the nationalism of the 19" century, has undergone mutations, from
an exclusive attitude, towards an inclusive one, in defining the term foreign.

The linguistic construct

Einar Haugen points out: “In Norway the nationalist Wergeland (1808-
1845) demanded a more purely Norwegian Norwegian, as distinct from the
excessively Danicisized written language, and such a language was promptly
constructed (Landsmal, known today as Nynorsk). In spite of official support after
Norway became independent, it has never established itself as more than a minority
language of the country, which, since 1947, has been de facto bilingual in writing,
Nynorsk being confined to 20% of Norwegians, especially those living in Western

3 Ibidem, p. 33.
' Gystein Serensen, op. cit., p.146.
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and central Norway”". A linguistic unity was needed in order to make the ancient

Norwegian culture prevail through language in opposition to Danish and Swedish.
Thus, the preoccupation for the nation’s unity became as well the issue of what the
Norwegian language should become as a means of marking the distinctiveness of the
group as nation. Danish (which was the official language under the Danish rule in the
Norwegian province) and Swedish were related to Norwegian, endangering its
linguistic distinctiveness after the dissolution of the union with Denmark. The
language used in Norway after 1814 in public administration was a Danicisized
written language, while Norwegians continued to speak various local Norwegian
idioms/dialects. These local idioms were more or less the only source for reconstructing
a linguistic identity that had partially been lost during the Danish rule.

As opposed to the Danicisized written language currently in use after the
dissolution of the union with Denmark in 1814, Ivar Aasen constructed a New
Norwegian language which was called Landsmal. Thus, the linguistic project of
Landsmaél is included in the nation-building construct, according to which the
nation is based on its the ethnic character of a group living within the same borders
and speaking the same language.

The Norwegian linguistic construct was not, in this case, a choice of only
one spoken idiom to become the base of a standardized and homogenized
language. In Norway, this construct of Landsmél does did not claim a regional
base but a mixture of several related spoken idioms, closer to the structure of the
Old Norse, that were to be standardized and homogenized in a national grammar
and orthography. This new linguistic creation was used ideologically as a means of
(re)constructing the Norwegian nation and identity. Aasen’s construct mirrored the
rural part of Norway, especially Western and Central Norway, with its various
local idioms, some of them more or less archaic, close to the Old Norwegian
language (norrent). In this absolute pursuit Ivar Aasen adopted an exclusive
attitude towards foreign elements in the language, either Danish, German or
Swedish, constructing a written language based on those local idioms closer to Old
Norwegian and differing from the Danish idiom. Ivar Aasen was also the first one
to prove that this written form of Norwegian could be fully adopted as a literary
language. In contemporary Norway, famous Norwegian writers, such as Jon Fosse,
write in Nynorsk.

However, Aasen’s linguistic project of the eighteen-fifties had an
important alternative, promoted by the Norwegian philologist Knud Knudsen: the
gradual/progressive Norwegianisation of the Danish language, a concept which
did not regard the written languages as two opposed closed systems. This
pragmatic approach, eventually also sustained by the former Landsmal promoter,
Ole Vig (1824-1857), resulted in the end in Bokmal, the language of the book, the
most widely used as written language today.

15 Binar Haugen qtd. in Hobsbawm, op. cit., p. 55.
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NORWEGIAN DISTINCTIVENESS. A CULTURAL CONSTRUCTION

The process of cultural construction and nation building lasted for almost a
century, from 1814 (when Sweden obtained Norway from Denmark after Denmark
lost the Napoleonic wars) until around 1905, when Norway gained its full
independence from Sweden. The project of achieving a distinct Norwegian
language construct continued to be of actuality in the cultural and political discourse of
the 20™ century as well, and resulted in what makes Norway so distinct today,
namely one nationality officially bilingual in writing. One language with two different
standardized written forms, as we can read in any reference to the Norwegian
language, or experience in the academic, public, political Norwegian environment
nowadays. One literature in two different standardized written forms of Norwegian.

The linguistic diversity is even greater when dealing with spoken
Norwegian, where the standardized norm has no power over the speaker, since the
free dialectal form of expression gives the identity of each individual. At a closer
look, the aim of achieving distinctiveness through one language has turned into a
far more subtle distinctiveness, namely the linguistic unity in diversity, a common
language with two standardized written forms and a multitude of local idioms of
the spoken language. This diversity has been ideologically promoted, defended and
supported by the Norwegian state ever since. The case of Norway might be an
example of the fact that national languages are a sort of semi-artificial construct'.

Despite the division between the two official forms of Norwegian, today
called Nynorsk and Bokmal, the Norwegians are preoccupied to preserve their own
distinctiveness; moreover, most of them insist that they are a single people'’. If the
distinctiveness of the Norwegian people as defined by Kiel Eriksen is rendered by
“egalitarian individualism”, “consensus, compromise and formal justice”, “the
rural connection”, “nature and culture” “decentralization” etc., one can ask oneself
whether the Norwegian distinctiveness is nothing but might be the sum of all the
achievements made throughout the 19" and the 20™ centuries, after the dissolution
of the unions with Denmark and then Sweden. After approximately two centuries
of constructing the imaginary of the Norwegian nationhood, the Norwegian nation
is recognizable a posteriori.’

We started from the premise that the two written forms of the Norwegian
language, Landsmal (Nynorsk since 1929) and Riksmal (Bokmal since 1929),
represent functional linguistic and ideological constructs, specific to Norway,
providing unity through diversity, and as such achieving the Norwegian distinctiveness.
It has been proved that in connection to this special linguistic feature the strong
preoccupation and concern of the Norwegians for the imaginary of the Norwegian
nationhood has ever since united them consciously as a nation.

16'E.J. Hobsbawm, op. cit. p. 54.

'7 Thomas Hylland Eriksen, “Being Norwegian in a Shrinking World” in Anne Cohen Kiel (ed.),
Continuity and Change. Aspects of Contemporary Norway, Oxford-New York-Toronto, Scandinavian
University Press, 1993, p. 16.

'8 see E.J. Hobsbawm, op. cit., p. 8-9.
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DES EFFETS RHETORIQUES OU DE L’HISTOIRE DANS LA
LITTERATURE

IOANA BOTH"

ABSTRACT. Rhetorical Devices or On How History Enters Literature. Starting
from an ampler reflection on the ways contemporary Romanian literature
addresses its recent (dictatorial and traumatic) past alongside its murky and
indefinitely-subject-to-transition present, the following study focuses on the prose
of a great writer, Radu Cosasu, and on the rhetorical strategies he resorts to in
order to figure (and, by the same token, disfigure) History. Consistently ironic vis-
a-vis political ideologies, his literature lures history into a rhetorical trap where it
can expose its ideological inconsistencies by means of writing, revealing History's
indecidability and suspending the compulsory ideological choice by means of
dilemma-ridden poetics. Literature is written in the absence - and on the absence -
of the substance of ideological options at "the end of history". Quite atypical for
current Romanian literature, Radu Cosasu's rhetoric solution addresses just as
ironically the figurative functioning of language in general.

Key words: ideology, rhetoric, Radu Cosasu, close reading, literary, history,
contemporary Romanian literature.

REZUMAT. Efectele retorice sau despre Istorie in Literaturd. Plecand de la o
reflectie mai ampla asupra modurilor in care literatura romana contemporana isi
,,metabolizeaza” trecutul recent (dictatorial si traumatic), dar si prezentul tulbure si
indefinit tranzitoriu, studiul de fatd focalizeaza asupra prozei unui mare scriitor,
Radu Cosasu, si asupra strategiilor retorice de a figura (5i totodata de a desfigura)
Istoria, pe care le utilizeaza acesta. Intotdeauna ironica in raport cu ideologiile
politice, literatura lui atrage istoria intr-o capcana retorica in care 1i poate denunta
inconsistenta ideologica, prin intermediul unei scriituri care releva indecidabilitatea
Istoriei si suspenda alegerea ideologica obligata, cu ajutorul unei poetici ,,dilematice”.
Literatura se scrie in absenta — si despre absenta — substantei optiunilor ideologice de
la ,,sfarsitul istoriei”. Atipica pentru literatura romana actuald, solutia retorica a lui
Radu Cosasu se raporteaza ironic, de asemenea, la functionarea figurativd a
limbajului in general.

Cuvinte cheie : ideologie, retorici, Radu Cosasu, close reading, istorie literara,
literatura romana contemporana.
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« Des faits divers de tous les jours, avec des serviteurs et
des empereurs, des réves et des pensées, des habits et des
secrets, des objets et des étres, des jours et des nuits, des
dégotts et des bibelots, des jalousies et des murmures,
tout ce qui fait une vie, s’amasse, se mélange sans sujet
précis, avec des titres de temps en temps clairs. »

(Radu Cosasu)

En partant d’un questionnement plus ample, qui porte sur les facons dont la
littérature roumaine contemporaine entend « métaboliser » son passé récent
(dictatorial et traumatique), ainsi que son présent trouble et indéfiniment
transitoire, cette étude focalise sur la prose d’un des plus importants écrivains et
journalistes actuels, Radu Cosasu, et sur les maniéres rhétoriques de celui-ci de
figurer I’histoire dans ses écrits. Toujours ironique par rapport aux idéologies
politiques, la littérature de Radu Cosasu entend « piéger» I’histoire comme
narration fondatrice et exposer son inconsistance idéologique, par le biais d’une
écriture qui met en oxymore l’indicible de I’Histoire et suspend le choix
idéologique obligé, a I’aide d’une poétique « dilemmatique », qu’il appelle lui-
méme « extrémisme de centre ». Comme le dit un de ses commentateurs récents,
« avec sa facon de dédramatiser 1’histoire, de I’ignorer ou de la prendre en fiction,
il frise, aux yeux d’un lecteur conformiste, 1’arrogance : mais comment peut-il se
permettre de... ? mais ou est son sens de I’héroisme ? comment ose-t-il... ? autant
de questions dont la prose de Cosasu dénonce, implicitement, le manque de
nuances. A ses yeux, I’histoire est tellement grave qu’elle est invivable en dehors
d’une perspective qui dénoncerait son tragique. Sa prose transforme la survie a
[’histoire en survivances (titre de toute une série de nouvelles de D’auteur.
L’histoire récente de I’Europe Centrale se joue, dans ses écrits, entre la fiction non-
héroique et la sérénité du désespoir, sur une gamme de nuances aux accents
incommodes et aux accords symphoniques »'.

Du point de vue biographique, Radu Cosasu est un écrivain qui a bien fait
le parcours du combattant, au fil de I’histoire du communisme roumain (d’une
dictature 1’autre, comme on dirait...), en allant du jeune communiste engagé (dans
les années staliniennes), a 1’écrivain indésirable aux yeux du Pouvoir, interdit de
publication pour un certain temps, marginalisé et étiqueté de « bourgeois » —
« ennemi du prolétariat ». De nos jours, il s’est toujours placé en spectateur des
commotions historiques du postcommuniste, en « nouvelliste » ayant la mémoire
mélancolique de la culture européenne et la méfiance toujours en éveil pour tout ce
qui est des idéologies et des engagements.

! Kazimierz Jurczak, ,,De la littérature et autres nuances”, Postface 4 Radu Cosasu, Tangoisses,
Geneve, Editions Metispresses, 2011, p. 114.
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Dans la Roumanie actuelle, ou la vie littéraire connait surtout 1’attraction des
barricades et des choix radicaux, ainsi que la violence des polémiques destructrices, il
demeure un écrivain atypique — et par cela beaucoup plus illustratif pour un certain
rapport de la littérature au contexte historique qui la traverse. Sa posture d’écrivain se
construit a partir de la rhétoriques de ses textes — justement parce que I’écriture en soi,
le texte dans le grain de sa peau stylistique, est bien la seule « posture » qui lui reste,
apres qu’il ait refusé la théatralité de toute posture (ressentie comme un engagement
obligé, a droite ou a gauche sur 1’échiquier de guerres lui demeurant étrangeres). La
littérature de Cosasu ne vise pas a donner corps de paroles a un discours idéologique,
elle entend plutét subvenir a un manque (le manque de substance des choix
idéologiques apres « la fin de I’histoire »), tout en le dénongant en méme temps. D’une
certaine maniere, sa posture relie avec celle des écrivains roumains de la premicre
modernité : quand, a la fin du XIX" siecle, a 1’age critique du dernier romantisme, nos
premiers « grands classiques » remplagaient le messianisme romantique et « salutaire »
par la posture dénonciatrice et destructive d’une révolte qui savait dés le début qu’elle
était vouée a I’échec de par sa nature méme. Cette fois-ci, méme si le contexte
historique de la transition entre dictature et démocratie permettrait une explication
analogique, la posture est redevable plutdt a un choix tempéramental, que I’auteur
résume ironiquement par la formule d’un de ses maitres (un des « grands
classiques » invoqués auparavant), lon Luca Caragiale : « je suis ancien, mon cher ! ».
Un moderne, donc, qui se pose en ancien, nous voila de retour aux oxymores
définitoires et a jamais indéfinis dont sa rhétorique raffole.

J’ai récemment relu le journalisme postcommuniste de Radu Cosasu en
travaillant a la réalisation d’un volume de 1’auteur, destiné aux lecteurs
francophones?, et inséré dans une collection éditoriale (« Voltiges.eu ») qui invite a
réfléchir plus spécifiquement aux modeles émergents autour desquels se
cristalliserait la reformulation critique des identités culturelles, ainsi que des
contextualisations historiques, dans la nouvelle Europe actuelle. L’écriture de
Cosasu a ceci de particulier qu’elle articule son point de vue éthique par les
moyens de la rhétorique et, ce faisant, elle appuie son refus de la barricade sur
I’indécidabilité définitoire de la rhétorique : une solution scripturale a un
positionnement subversif par rapport a tout positionnement — et le vertige de la
construction s’appréte a happer son lecteur... J’ose y lire le noyau dur du
« dilemmatisme » de certains intellectuels roumains contemporains. Comme le
nom I’indique (aux yeux des connaisseurs), ceux-ci appartiennent au groupe
constitu¢ autour de la revue culturelle hebdomadaire « Dilema» (fr. « Le
dilemme », devenue ces derniers temps « Dilema veche», fr. « L’ancien
dilemme »), dont Cosasu est un des fondateurs (en 1993). Le « dilemmatisme »
donne un nom — un mot-valise — & une attitude qui définit Radu Cosasu ; son esprit

% Intitulé Tangoisses, le volume a été publié, dans la traduction frangaise de Raluca Lupu Onet, aux
Editions Metispresses de Genéve, en 2011.
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dominé par le lyrisme ironique, par le « recours a ’autopersiflage, a I’humour et au
calembour »° scelle une perspective particuliére sur le monde contemporain, vu de
la distance de loge que lui offre la revue ou il continue a tenir la rubrique intitulée
« De la vie d’un extrémiste de centre ». Le refus des extrémes dans un monde de
plus en plus polarisé, le calme de son ton, apparemment mineur, dans une
cacophonie de stridences qui invoquent leur droit au tragique, la logique du tiers
inclus subrepticement dans le quotidien ot il n’y a que les antinomies a trouver leur
place (a cause des ego surdimensionnés), tout ceci caractérise les derniéres
décennies du journalisme de Radu Cosasu.

L’auteur avait intitulé la sélection proposée a 1’éditeur suisse Tangoisses
(en reprenant le titre d’un de ses textes, paru dans la revue « Dilema veche » en
2005) : allusion au balancement passionnel, populaire et exotique, celui qui fait
danser et nos peurs les plus profondes, et nos angoisses quotidiennes, existentielles
et mineures (qui seront englouties par le métabolisme énorme de 1’Histoire) : « Je
suis obsédé par le solsolsolmibémol, depuis que j’ai vu Enescu, a 1’ Athénée, bossu,
attaquer avec énergie la Cinquiéme. Je suis hanté par le motif principal — ce spasme
des plus mélodieux qu’on ait jamais entendu — de la Fantaisie en fa mineur de
Schubert... [...] Je me pétrifie quand me traverse — comme maintenant, au milieu
d’une phrase, assis a ma table de travail — la polka du rondo final du triple concerto
beethovénien, avec Oistrakh au violon, Richter au piano et Rostropovitch au
violoncelle. Masochiste et mezzoman, je fais des crises quand je brouille Les
feuilles mortes de Kosma avec Le vol du bourdon de Rimski-Korsakov. [...] De
toutes les mélodies du monde, je refuse depuis des années d’imprimer dans la
mémoire de mon coeur I'impromptu que j’ai joué a ma prof en lui annoncant,
enfin, que je renoncais au piano, et elle qui me répliqua seulement: tu es un
imbécile !. Enfin, il y a des jours ou le solsolsolmibémol s’adoucit en trois petites
notes de musique de Gréco et par dessus tout s’éléve, impitoyable, puis retombe le
Boléro de Ravel, dont rien ne modeére la puissance, a entendre le hurlement de la
modulation finale — ainsi va la vie»*. Comme pour sa rubrique de « Dilema
veche », Cosasu a choisi comme titre de son volume un mot-valise, crée par
I’auteur et « nommant » en premier lieu un texte ou il nous confesse son désir
d’écrire sans paroles (« L’idée d’écrire des articles sans mots me harcele, a
I’exemple de ces Lieder ohne Worte, chansons sans mots de Mendelssohn-
Bartholsy », p. 110). Mais, si le terme comparatif d’une pareille écriture qui
suspendrait le langage sont les mélodies « sans paroles » de Mendelssohn, je ne
peux m’empécher de remarquer que ces derniéres, tout en étant sans paroles, ont
comme support expressif la musique — et, par conséquent, de me demander quel
serait le support expressif des «articles sans paroles » auxquels aspire cet

3 Jon Vartic, ,,Radu Cosasu”, in Mircea Zaciu, Marian Papahagi, Aurel Sasu (eds.), Dictionarul Scriitorilor
Romdani (Dictionnaire des Ecrivains Roumains), vol. I, Bucarest, Editions FCR, 1995, p. 669.

4 Radu Cosasu, Tangoisses, ed. cit., p. 109-110. Comme toutes les citations de Cosasu renvoient a
cette édition suisse, nous indiquerons simplement entre parenthéses dans le texte les pages respectives.
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extrémiste du centre, dans sa critique implicite du langage qu’il a a disposition ?
Car un langage qui accéde au sens du réel exclusivement par le biais de (ou surtout
par le biais de) figures oxymores, comme dans la plupart des articles de la rubrique
de Cosasu, est bien un langage mis en crise, port¢é a ses derniéres ressources
signifiantes. Le « dilemmatisme» comme posture intellectuelle cherche a
découvrir les ressources signifiantes d’un discours qui a connu les extrémes et les a
épuisées lors d’une (préalable) hystérie de la signifiance. Le « dilemmatisme » ne
choisit pas (ni méme entre les termes de 1’oxymore, quels qu’ils seraient), car il se
refuse a I’obligation du choix — mais, ce faisant, il refuse du méme coup le principe
de fonctionnement du langage dénominatif : on dit « oui » en choisissant de ne pas
dire « non », on dit « blanc » - ce qui implique en premier qu’on rejette le « noir » etc.

Les titres du sommaire définitif du volume, si on les lit comme une liste,
semblent composer a eux seuls un texte de Cosasu, pour la méme rubrique. Ce qui
m’ameéne a questionner les ressources de cet effet — pourquoi, autrement dit, la liste
des titres fonctionne-t-elle comme une mise en abime de la maniere « dilemmatique »
de voir le monde, pour cet « extrémiste du centre » ? Voici la liste des titres :

Auto-dénonciation

Précis d’idées dominantes dans la société de mon temps
Les intelligences de derniere heure

Le ceaugisme sans Ceausescu

L’indignation totalitaire

Note informative et tant bien que mal explicative
Bréeves notes informatives sur 1’état de la notion
Pendant que je faisais la file, dans un supermarché, pour passer a la caisse
Déclaration renouvelée de transparence

Ou je vais et ce que je fais en cas de crise

Les services secrets

Une prophétie de 1935

Une proposition

Le long montage du jour vers la nuit

...et arrétez de vous plaindre !

Encore un scotch pour Scott

Pourquoi je préfére mon pull a ma chemise
Exercices d’auto-perfectionnement

As times goes by

A propos de russophobie et russophilie
Clairvoyances de Bucarestois universel

Marilyn Monroe au Koweit

« Place Dalida » et nos années sixties

Un exagéré

Une dame je ne sais comment

Mise a jour : 50 ans depuis le ukulélé

A I’occasion du Nouvel An chez les Juifs
Kinoskustvo —I’art filmique, en russe
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Qui m’envahit en cette fin d’aoit

Fragments d’une pensée gélatineuse

La politesse comme nonconformisme

Sérénite

Les tangoisses

Rien qu’a les lire, on saisit une rythmicit¢é plus profonde que
I’enchainement des phrases-titre (celles qui disparaitraient, lors d’un « article sans
paroles », comme en réve leur auteur), un vertige fascinant que provoque le
caractere elliptique de ces constructions denses par leur artificialité.

Et si I’on tentait une définition de cette posture de 1’écrivain dans I’histoire
— de cet « extrémisme de centre » - en partant de la « musique de fond » de ses
textes ? Donc — en prenant appui sur leur rhétorique, plutdt que sur leur idéologie
(...sans idéologie) ? Je reviens par conséquent, dans la liste, sur quelques textes ou
la présence d’une contrainte rhétorique densifie et clot I’expression, augmentant
ainsi la charge signifiante de cette derniére. La cadence de cette succession
« d’expressions symboliques » est semblable a celle du (par exemple) Long montage
du jour vers la nuit : « L’esthéticien qui court chaque samedi matin pour acheter Der
Spiegel au centre commercial. La philharmonique de New York en concert a
Phyongyang avec Dvorak, Wagner et Gershwin au programme. Condoleezza Rice
a Pékin pour convaincre les Chinois de presser la Corée du Nord dans le
désarmement nucléaire. Le philosophe jadis maoiste Glucksmann content que la
France ait enfin un président républicain, apres la réplique de Sarkozy ‘casse-toi,
pauvre con’ adressée a un citoyen qui I’avait injurié. L’inscription sur les t-shirts de
I’équipe allemande de foot Schalke 04 : Gazprom...» etc., etc. Le texte y est
construit a partir d’une succession d’énoncés symboliques, allégorisés par une
tension surréaliste du discours (découpage, dictée automatique, bricolage,
rassemblement d’éléments disparates etc.), qui les isole du contexte, a force du
regard que I’écrivain entend poser sur les détails d’un déroulement linéaire de
I’histoire — et qui les circonscrit ainsi, les insérant dans une énumération
théoriquement infinie. Et les articles de Cosasu abondent littéralement en
exemples pareils.

Ses commentateurs les plus nuancés, aussi, caractérisent son style toujours
a l’aide d’énumérations (mimétiques par rapport a son écriture) d’éléments
définitoires par leur agencement insolite. Voici Lucian Raicu, en 1976, déja:
« Viser juste (avec un détachement apparent, avec une apparente aisance, mais
ceux qui connaissent la longue et difficile évolution de 1’écrivain, alternant les
moments de remarquable relief avec les phases d’évidente dépression, sauront
comment on en est arrivé 1a), faire le point dans une seule phrase sur la jonction de
I’histoire et du quotidien, formuler les compatibilités et les inadéquations entre la
nécessité implacable et le hasard rebelle, entre la révolution et le destin individuel,
entre le tragique et le grotesque, la grieveté et la bouffonnerie, le psychologique et
le pittoresque, I’extraordinaire et 1’ordinaire, c’est 1a, dés le premier abord, la
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performance de Cosasu »°. Gelu Ionescu en fait autant, quand il écrit : « Ludique et
doux, hypocondriaque et infidéle, tétu et défétiste, sentimental, généreux et
imprévisible, variante copieusement bucarestoise du héros chaplinien... »°. A mon
avis, la solution formelle que choisit Cosasu pour la représentation du réel (pour la
mise en narration de I’Histoire) se greffe — et impose ainsi ses contraintes — jusque
dans les textes des commentateurs. Il s’agit de la structure rhétorique qui donne le
rythme fondamental de I’écriture de Radu Cosasu, celle de /’énumération a la
fonction cumulative — nous disent les rhétoriques (classiques et modernes). Ces
rhétoriques mémes viennent guider jusqu’a la démarche récente d’un théoricien par
ailleurs extrémement innovateur, comme Umberto Eco, lorsqu’il commente
copieusement, en « hédoniste », la figure de la liste infinie’. Un rapide résumé d’un
dictionnaire de tropes va nous rappeler que 1’énumération appartient aux figures de
raisonnement, dites « cumulatives », et qu’elle se construit sur le principe de
I’amplification oratoire. Et, a regarder de prés, on constate que les formes
répertoriées (« classiques ») de 1I’énumération sont amplement illustrées dans les
textes de « I’extrémiste de centre » :

a. Ainsi la commoratio (I'insistance), pour la liste des associations
invraisemblables desquelles 1’auteur se déclare étre membre, dans une Déclaration
renouvelée de transparence (p. 43-44) : « 1. ’association de ceux qui ne savent pas
refuser [...], 2. I’association de ceux qui n’ont pas encore décidé ce qui est mieux |[...],
3. l’association des piteux qui n’ont aucune idée de comment réagir [...], ©.
I’association de ceux qui n’ont encore jamais giflé personne, [...] 20. I’association de
ceux qui veulent apporter une nouvelle approche dans un probléme fondamental... ».

b. Ensuite, la paraphrase (...du pense-béte), celle qui met en effigie les
clichés d’une langue de bois et d’une pensée tout aussi stéréotypée, dans Le long
montage du jour vers la nuit : « Un handicapé, dans sa chaise roulante : ‘Fane, je te
souhaite de la santé et que tu aimes ce que tu fais, quand méme. [...] La derniére
synthése de la xénophobie roumaine :’Les tsiganes, en Palestine !’. La derniére
solution — message de nos téléspectateurs : ‘Debout Roumain, car c’est la lutte
finale !’. Pére Gica P., chauffeur de taxi anti-intellectualiste : ‘La raison est une
maladie de ’homme !’. [...] La nuit, un cri dans un réve confus : ‘Ce monde n’est
pas comme I’autre !’ » (p. 56-57).

c. On y identifie, facilement, la danse (le tango ?) en trois temps du
incrementum — climax — gradatio, dans une énumération des reproches qu’on fait a
I’auteur a propos de sa nature placide face a tout événementiel du quotidien (un des
topoi de sa prose) : « Comment ¢a se fait que tu aies pu chanter L ‘internationale ?
Comment ¢a se fait que, depuis ton enfance, tu aies pu aimer ces crétins de Laurel

> Lucian Raicu, “Radu Cosasu: Supravietuiri”, in Idem, Critica — formd de viatd (La critique — forme de vie),
Bucarest, Editions Cartea Romaneascd, 1976, p. 140.

¢ Gelu Ionescu, in Mircea Zaciu, Marian Papahagi, Aurel Sasu (eds.), Dictionarul Scriitorilor Romani, vol. 1,
ed. cit., p. 667.

7 Umberto Eco, Vertigine della lista, Milano, Bompiani, 2009.
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et Hardy ? Comment ¢a se fait que tu n’aies jamais vu de ta vie Paris ? ni
Londres !? ni Berlin !? (J’y réponds vite : ni Reykjavik !). Comment ¢a se fait que
tu ne parles jamais en ta faveur ? Comment ¢a se fait que tu sois aussi lache de
n’avoir jamais claqué la porte au nez de quelqu’un ?» (p. 36). Le climax est
marqué par le changement d’interrogatif (et de rythme, avec cela) — mais la
question y dénonce, obliquement, en fait, un refus de posture : « Pourquoi ne
passes-tu pas a la télé ? » (p. 36). La gradatio poursuit cette ascension (« Pourquoi
n’accordes-tu pas d’interviews ? Pourquoi es-tu toujours aimable ? Pourquoi n’en
as-tu jamais assez de ta politesse petite-bourgeoise ? », p. 36) vers 1’hystérie de la
question finale, celle qui nous donne a voir la posture de I’auteur, biaisée par la
deuxiéme personne du pronom : « Pourquoi, lorsqu’on te dit ‘tu es sympa!’
n’hurles-tu pas, comme tu le voudrais ? » (p. 36).

d. Les variantes rhétoriques de la liste y semblent étre toutes présentes,
jusqu’au discret asindéton (I’énumération sans conjonction entre les termes) qui
émiette le réel pour nous suggérer son infinitude : « J’aime énormément le chou,
les pommes de terre, le pois, 1’ail, les champignons, les salades, je préfére les
légumes aux fruits, mais je suis un carnivore intraitable » (p. 20). Ou bien : « Le
tragique — une farce du mélodrame. L’abyssal — ce qui nous manque absolument.
Le bien — toujours rétroactif. Le mal — comme chez les Frangais, une certitude. Les
intellectuels — les plus grands démerdeurs. » etc. (p. 21). Et, certes, son pendent, le
polisindéton (I’énumération avec conjonction entre les termes) : « mais je n’ai
jamais rencontré de femme belle ou laide, mariée ou éternellement fiancée, simple
citoyenne ou PDG, aimée ou seulement appréciée, mordante ou douce, huppée ou
retraitée, qui aime ma, notre Marilyn Monroe... » (p. 88-89).

La fascination de la liste (potentiellement infinie et effectivement close)
sous-entend ces constructions rhétoriques vertigineuses, et Radu Cosasu en fait
toute une poétique lorsqu’il assume explicitement le modele de I’écriture de Dame
Sei Shonagon, a laquelle il réve de donner la réplique en amoureux ...du style de
celle-ci : « J’aime depuis mille ans Dame Sei Shonagon, celle qui a écrit a la fin du
premier millénaire les Notes de chevet [...] Je n’ai jamais perdu Dame Sei
Shonagon, ni son livre, le plus bizarre et le plus beau que I’on aie écrit depuis mille
ans. Peu de ceux que je connais — je devrais écrire : aucun — tiennent a leur chevet
ces ‘notes’, écrites a la cour de I’impératrice Sadako, Sei Shonagon étant sa dame
de compagnie et écrivant, je le répéte, en 1’an 1000, tout ce qu’elle vivait, observait
et pensait, dans une prose dont je ne sais pas en quoi elle se distinguerait de la
poésie, tout comme le bonheur ne se déméle pas du malheur. Des faits divers de
tous les jours, avec des serviteurs et des empereurs, des réves et des pensées, des
habits et des secrets, des objets et des étres, des jours et des nuits, des dégofits et
des bibelots, des jalousies et des murmures, tout ce qui fait une vie, s’amasse, se
mélange sans sujet précis, avec des titres de temps en temps clairs » (p. 53). Mais
le quotidien noté (il y a mille ans) par Dame Sei Shonagon est une métaphore du
quotidien de 1’auteur, tout comme les notes de chevet se voient muer en notes de
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journal, découpées aux ciseaux (un brin surréalistes, ces dernic¢res, & ordonner le
réel en le transformant en Histoire...). Radu Cosasu y construit une scéne (de
I’offrande amoureuse d’une liste faite de morceaux de texte découpés) qui met en
abime sa poétique. Il y est question de réordonner le chaos du monde non pas pour
en faire une histoire (I’Histoire, que ’auteur refuse ainsi subrepticement), sinon
une liste de notes destinés a un journal — encore une métaphore de la périssabilité
subvertissant I’Histoire : « Depuis mille ans je ne veux pas écrire a Sei Shonagon
des poémes ou des lettres d’amour de mon pays, celui du citoyen ivre, je veux
seulement ramasser des notes pour un journal juste a elle, a nous deux, un journal
de chevet qu’elle établit, titre et met en page, des notes qu’elle jette a la poubelle,
quand elle sont mauvaises et faibles, qu’elle maquette, un journal dont elle soit le
rédacteur en chef, secrétaire général de rédaction, censeur et correcteur, et moi,
journaliste insignifiant et orgueilleux... » (p. 54).

Il semble que nous nous trouvons en territoire rhétorique familier — et que
cette familiarit¢t méme de 1’ordre du discours subvient a 1’émiettement du réel,
duquel I’écrivain est censé témoigner : « la liste » nomme la figure de I’énumération
cumulative, elle fonctionne en support rhétorique du topos de I’inexprimable®.
L’énumération n’épuise jamais ses composantes, elle les donne a voir — les mon(s)tre,
en fait des « mostrations », a partir desquelles le lecteur devrait imaginer tout seul le
reste, continuant dans la logique initiée par ’auteur. Mais, est-on certain de
pouvoir continuer a filer les énumérations qui articulent 1’écriture de Radu
Cosasu ? J’en doute : et ce, a cause de leur inventivité figurale, qui surclasse la
contrainte de la « liste » (id est, de 1I’énumération potentiellement infinie) par une
autre contrainte, tenant d’un déchainement « contr6lé » de 1’imaginaire. Figures,
phrases, objets et qualités des plus disparaites sont mises en liste, en révélant ainsi
des ressemblances surprenantes. Comme dans les rimaires de 1’ancienne littérature
européenne, la figure de la liste est révélatrice de la coincidence secrete des
¢léments disparaites de ce monde. De I’harmonie du monde (pour laquelle Radu
Cosasu a depuis longtemps trouvé le sigle ironique du « Comité Mondial
d’Organisation des Coincidences »), en sa plénitude signifiante. La facon
particuliére de Radu Cosasu de se poser en écrivain par rapport a I’histoire
contemporaine (« ce qui m’arrive un jour de... », comme souvent les notes de sa
rubrique s’amorcent [n.s.]) le fait redécouvrir, au niveau des textes, des stratégies
rhétoriques classiques. que sa pratique scripturale dénonce. Car les « listes de ce
qui m’arrive » de Radu Cosasu ne suivent pas la définition donnée par Eco dans
son ouvrage, elles ne sont pas « la mise en scéne de I’hétérogénéité absolue » ; tout
le contraire, elles obligent & un travail signifiant au bout duquel le lecteur devrait
justement trouver les points communs des objets mis ensemble, les essences

8 A v. le commentaire de Eco sur le texte de Homére: ,,Con il catalogo delle navi Omero non ci da
solo un bellissimo essempio di elenco [...] egli mette anche in scena quello che ¢ stato detto il
topos dell’indicibilita.” (Ibidem, p. 49).
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monadiques identiques de ces accumulations qui ont I’aspect de 1’hétérogénéité
absolue et le sens d’une identité substantielle tout aussi absolue. Ce que je me
permets d’appeler, au bénéfice d’inventaire, « les listes de Cosasu » sont autant de
constructions littéraires en oxymore. En synthétisant les théories rhétoriques
anciennes et modernes, dans son étude, Eco distinguait (et opposait de facon
radicale) deux modes de la signifiance rhétorique : la figure de [’effigie (« tout s’y
trouve dedans »’), respectivement la figure de la liste (« et ainsi de suite »'),
irréconciliables en tant que « modes distincts de connaitre et de définir les choses
du monde »'". Or, si cela est bien la doxa de la rhétorique, voila que les textes
«d’un extrémiste de centre » viennent la mettre en cause. Les énumérations a
I’aide desquelles Cosasu entend représenter 1’événementiel, ses « listes » ont valeur
d’effigie pour un réel autrement inexprimable, qui se refuse a tout agencement
narratif. Qui se refuse a I’Histoire — ou pour lequel le modele narratif qui fondait
jadis I’Histoire s’avere désormais inopérant.

Qui plus est, si la liste (comme ordre rhétorique) est par principe infinie,
les dimensions de la rubrique dilemmatique (environ 4000 signes pour un article)
obligent a une délimitation de 1’énumération, ayant pour effet la densification du
signifié — qui en fait figure 14 ou la liste comme « simple énumération » aurait porté
le littéral a I’infini (avec un faible effet signifiant). Aussi, chacune des listes de
Cosasu propose une lecture indécidable de ses composantes : sens littéral ou sens
figuré ? absurde ou logique ? Comme dans cette réflexion menée (« je fus textuellement
harcelé par I’arithmétique suivante », p. 41) dans une file a la caisse du supermarché :

« Cervantes n’a pas connu le train.

Shakespeare n’a jamais vu de caméra.

Eminescu n’a jamais vu d’alunissage.

Tacite d’a jamais ouvert le journal.

Kant n’a jamais pris le métro.

Dumas n’a pas su ce que c’est qu’un cosmonaute.

Balzac n’a jamais pris la file devant un guichet automatique.

Sei Shonagon n’a jamais Iu de texte postmoderniste.

Proust n’a pas envoy¢, ni regu, de courriel.

Rembrandt n’est jamais entré dans un cinéma... » etc., etc. (p. 41)

Plus la syntaxe du texte est tenue et I’expression limpide, plus
I’agencement des termes — de par son absurde — dénonce un vide général de sens de
ce monde dont la liste construit ainsi 1’effigie. Cosasu raffole effectivement
d’énumérer des lieux communs ou des clichés de la pensée « de bois » :

0 L’effigie exemplaire dont parle Umberto Eco est le bouclier: ,,[...] lo scudo abbia una struttura
realisticamente riproducibile: per la sua natura circolare perfetta, esso non lascia supporre che altro
ci sia al di fuori dei suoi bordi; esso ¢ una forma finita.” (Ibidem, p.12).

10 La liste est, elle, explicitement et uniquement rhétorique, ,.[...] un altro modo di rappresentazione artistica,
quando di cio che si vuole rappresentare non si conoscono i confini [...] o quando ancora di qualcosa non
si riesce a dare una definizione per essenza e quindi [...] se ne elencano le proprieta [...]” (Ibidem, p. 15).

" Ibidem, p. 217.
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« Les Russes — un enquinquinement.

Les Américains — regarde Seinfeld, les plus idiots !

Les Allemands — les plus antipathiques.

Les Anglais — les plus hypocrites depuis le début du monde.
Les Francais — jamais a la hauteur de leur culture.

Les Israéliens — c’est-a-dire les Juifs... » (p. 22)

...Ce qui nous ramene & I’oxymore et a ses possibilités subversives. Les
« listes de Cosasu » prennent le lecteur au piege de sa propre confiance dans la
rhétorique de la langue, qui encourage ses présomptions interprétantes. Une figure
rhétorique réalise le sens d’une autre figure rhétorique — et encore de celle avec
laquelle elle est censée fonctionner en antithése ! L’énumération se mue en effigie — et
I’on ne sait plus quoi y lire ; effectivement — ’auteur se refuse (a nous), en faisant
semblant de tout (nous) dire. Et I’Histoire demeure inénarrable malgré I’agencement de
ses composantes « en miettes ». Tout comme le fameux Marcel faisait 1’¢loge de la
métaphore dans un texte en métonymie (en cherchant la mémoire de la lanterne
magique de son enfance, a jamais perdue), de méme Radu Cosasu réalise ses effigies
de notre actualité (en train de devenir Histoire) a I’aide de listes apparemment infinies :
idées, souvenirs, films, personnages, auteurs, amours, répliques et boutades,
associations fantomatiques — et cette liste pourrait se poursuivre, elle aussi, a 1’infini,
inépuisable. Non seulement nous vivons dans un monde aux structures d’oxymore — tel
que Cosasu se plait a le dénoncer — mais I’effigie de ce monde est, & son tour,
impossible, forgée aux limites de I’exprimable. La liste devient effigie et 1’effigie n’est
qu’une liste mise en page, mise en rubrique — tel que Cosasu révait de Sei Shonagon,
qui lui aurait paginé ses découpages chaotiques, en faisant des idéogrammes japonais.
En bon moderniste, Radu Cosasu écrit une chose pour en dire une autre — et pour nous
signifier que rien ne peut étre dit avec la certitude d’en saisir le sens. Sa subversion de
I’Histoire commence par la rhétorique.
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ABSTRACT. Negotiating world literature in the first international journal of
comparative literary studies. The Albanian case. Former research on the first
international journal of comparative literary studies, the Acta Comparationis
Litterarum Universarum edited in Cluj, has often been to general and consequently
avoided to tackle the basic question of the nature of the large scholarly network
that made this journal unique. Through the case study of Thimi / Euthyme Mitko
and the presence of the Albanian literature in ACLU the paper foregrounds the
subtle, often almost unvisible, but important negotiation of visions that came to
frame the often neglected and less analysed dynamics of the journal.
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collaborators.

REZUMAT. Negocierea ideii de literaturd wuniversald in primul jurnal
international de literatura comparatd. Cazul literaturii albaneze. Studiile legate
de Acta Comparationis Litterarum Universarum, primul organ international de
literatura comparata, au fost de multe ori prea generale, iar detaliile legate de
reteaua vasta de colaboratori a ajuns pe planul al doilea. Lucrarea prezinta o
analizd detaliatd a modului in care figura carismatica a nationalismului albanez,
Thimi Mitko (Euthyeme Mitko) din Cairo, a fost cooptat in reteaua internationald a
colaboratorilor Actei. in acest proces complex de negociere dintre diferitele viziuni
legate de literatura albaneza si universald, de notiunile de natiune si cosmopolitism,
soarta §i repozitionarea textelor lui Mitko pot deveni un model in ceea ce priveste
functionarea retelelor de colaboratori in jurul Actei Comparationis Litterarum
Universarum.
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It is probably striking, but the history of the first journal in international
comparative literary studies is more like a history of oblivion. Typically to be the first
in the archeology of a discipline, in this case the first journal of comparative literary
history, seems evidently valuable. But having been a physically and linguistically
hardly accessible ”Eastern European case” this primeval role seemed to be not so
obvious for the first international journal of comparative literary studies. Even though it
has been a standard occurence in international scholarship (including reference books,
cyclopedia and companions to comparative literature), it has never been thoroughly
investigated in the context of local and transnational literary culture. It was only a few
years ago that Horst Fassel (in a volume of edited essays)' and David Damrosch (in an
essay published in Comparative Critical Studies in 2006)* charted the multiple
European beginnings — including the Eastern Eropean ones — of comparative literary
studies. Both highlighted the role of a review that — ten years before the 1887 start of
Max Koch’s Zeitschift fiir vegleichende Literaturgeschichte — seemed to be the first
international review dedicated to the newly emerging field of comparative literary
studies / comparative literary history, but both of them neglected the rich archival
material and sometimes even the review itself.

In spite of this recent attention received by international scholars, the role and
concept posed by “Osszehasonlitd Irodalomtdrténelmi Lapok” (or later “Acta
Comparationis Litterarum Universarum”) still needs to be clarified: there are few
complete editions available, and only one programmatic essay is usually in
international circulation (this is the one selected also for the Princeton Sourcebook in
Comparative Literature®), there is a huge amount of archive materials never taken into
account, and usually only one of the editors (the German-Hungarian Hugo von Meltzl)
is discussed. Moreover, while scholars usually speak only about the review that has
been published by Hugo Meltzl and by Samuel Brassai (the latter being co-editor till
1872), there was a whole series of appendices and off-prints that differ from the
materials published in the review." This makes even the philology of the review
published between 1877 and 1888 in a polyglotte version even more complex. And the
philological situation becomes even more complex if we take into account that the
private correspondence of the review with the huge network scholars from all over the
world has rarely been discussed, and that the complex relationship between the review
and the local, newly established university and the local, Hungarian literary culture
have been largely neglected. The former is especially important, since the review was

' Horst Fassel(Hg.), Hugo Meltzl und die Anfiinge der Komparatistik, Stuttgart, Franz Steiner Verlag, 2005.

2 David Damrosch, "Rebirth of a Discipline: The Global Origins of Comparative Studies”, in Comparative
Critical Studies 3. 1-2, 2006, pp. 99-112.

* David Damrosch, Natalie Melas, Mbongiseni Buthelezi (eds.), The Princeton Sourcebook in Comparative
Literature: From the European Enlightenment to the Global Present, Princeton-Oxford, Princeton
U.P., 2009, pp. 41-49.

* This consists not only of the so-called Fontes series, but also of calls for papers, broadsheets and
broadsides that were issues by the editors, respectively of the Hungarian versions of their
publications often published, in parallel, in local or national newspapers.
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also a university project: Meltzl was appointed professor of German (later, also French
and Italian) studies, Brassai was professor of Mathematics, Sanskrit language and
comparative linguistics, and instead of teaching along the conventions of their
disciplines, they both started teaching what they termed “comparative view of
languages and literatures*.

Recovering this fascinating story can shed new light not only to one spot of
the global beginnings of comparative literature, but especially to the interplay of
the local and the global, and the specific characteristics of this partly Central and
Eastern European vision of comparative thinking. One of the basic problems that
emphasizes this complex interplay brings into question the relationship of the
network that surrounded ACLU. And the interpersonal relationships and narratives
were not the only elements that made this venture work; one has to take into
account also the labyrinthine negotiation of identities, visions, views that came to meet,
intersect, pass by, and sometimes even collide to construct this founding phenomenon
of comparative literary studies. How could we seize this fragile dynamics? How could
we make visible the birth of professional solidarities, cleavages and even parallelisms
in matters of comparative literary studies? We might have a chance of grasping this
enthralling, but highly fragile and dynamic place of ACLU by focusing on the in-
between situations, the transfer of ideas, the constant rewriting and recycling that
occurs at the many real and virtual meetings ACLU initiated.

Thimi Mitko, the Albanian collaborator of the Acta Comparationis
Litterarum Universarum and the interpretive risks of the ,,methodological
cosmopolitanism”

For a long time, methodological nationalism has been dominating the
reconstruction of the history of ACLU. We have been inventing the national self in
and within the journal where it could have been more proper to assume hybrid
identities.” For instance, one of the founders of the review, Hugo von Meltzl has
usually been said to be either a German or a Hungarian, depending whether the
perspective is Hungarian or German. Moreover, from an orientalizing perspective
the figure of “the German” Meltzl has often been considered to be “more
foundational” and even exclusively important as compared with “the Hungarian”
Samuel Brassai. There is a whole tendency to tell the story of the review as a
basically German or Western story, reducing the narrative to the personality and
oeuvre of Meltzl and simply assuming that he was a German, “civilized” Westerner,
even thought there are many warning signs that this type of monolithic
ethnicization and orientalization leads to the fearful forgetting of basic and decisive
part and sides of the narrative.

> For deeper and larger analysis regarding methodological nationalism and its consequences, see: Joep
Leerssen, National Thought in Europe: A Cultural History, Amsterdam; Amsterdam U.P., 2006;
Joep Leerssen, ”Viral Nationalism: Romantic intellectuals on the move in 19th-century Europe”, in
Nations and Nationalism 17/2, 2010, pp. 257-271.
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The other, similarly tempting fallacy, is “methodological cosmopolitanism”,
i.e. the visceral verdict to categorize every collaborator of the Acta Comparationis
as genuinely cosmopolitan, international just because the review itself envisioned
the literary field in a highly cosmopolitan manner. In such a case the hundred-and-
some individual collaborators come all under the umbrella term and original vision
of the founders and of the review, even if their individual life-stories and oeuvres
seem to contradict partly or entirely the aspirations of the review. Nay, there are
many cases when this methodological cosmopolitanism goes hand in hand with the
assumption that all the collaborators were involved directly, in the same manner
and degree into the cosmpolitan ideals, therefore building, consenting and assisting
to a clear-cut and monolithical cosmopolitan voice of the ACLU. Instead of such a
homogenization, it is probably more proper to envisage the first international
comparative literary review as an accomodating pool of ideas, a framework open to
negotiation and at the same time, negotiating a disciplinary and institutional place
for the ideas it was bringing to the forefront. Such a framework could reveal the
dynamics and especially the complex inner cleavages of what is thought to be ,,the
vision” of the ACLU on the world literature and on the study of it and would
finally stir discussions on the intricate nature of the scholarly and personal network
of the ACLU.

Out of the many convincing case studies, Thimi Mitko could become the
protagonist of such a perspective, interested in excavating the inner dynamics of the
ACLU and the failures of ,,methodological cosmopolitanism™. This is the more true
also because the research on the history of the ACLU was primarily concerned with
those collaborators who seemed to be more “international”, “‘cosmopolitan”, inducing
the idea that “minor” figures (nay, figures with nationalist stances or well-known in the
nation-building of their own cultures) are inherently less important than the others.’

Thimi Mitko (Euthymius Mitkos) is certainly not the most well-known
figure of Albanian literary history, even though he has a well-established place and
role in literary historical narratives that portray the nineteenth-century nation-
building / Rilindja movement of the Albanians from Italy to Greece, and from
Romania to Egypt. He is usually presented as a merchant buying and selling not
only goods, but also transmitting ideas and networking from Bucharest to Plovdid
and into the Ottoman Empire, or from Vienna to Egypt. After settling in Egypt he
became an active intellectual hub of Albanian nation-building’ using his former

® Already the first monographer of Meltzl and the ACLU, Kerekes Sandor reconstructed the network
of the collaborators restricted only to the famous cosmopolite figures: Kerekes Sandor, Lomnitzi
Meltzl Hugo 1846-1908, Budapest, 1937, pp. 66-72.

Harry T. Norris characterized this mid-nineteenth-century Albanian community from Egypt by
mapping their emergence: “the dynasty Muhammad Ali established, the affection it had for
Albanians and received from them, and the haven it afforded to them as exiles from Ottoman
control, victimization by Greek neighbours, or the sheer misery of Balkan poverty, meant that in
time Alexandria, Cairo, Beni Suef and other Egyptian towns would harbour Albanians, who
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connections from Greece to Italy for promoting the idea of a common Albanian
cultural heritage. This work did not go without any conflicts. Besides his conflict
with the Greek clergy after the publication of his folklore collection, Isa Blumi
reports of his opposition to the Ottoman view on the Balkans: “reactions to the
1878 Berlin debacle incited a new wave of anti-Ottoman movement. Among the
more aggressive opponents of the sultans regime was Thimi Mitko.”® Natalie
Elsie’s writings present him as a fierce nationalist figure whose collection of
folklore made the Greeks raise their eyebrows (and, if we can believe the hearsay
story, even burned the whole collection in public in Athens).” He is said to have
come into contact with Western European forms and ideals on collecting folklore
during his Vienna years in the late 1850s while working as a tailor there.'” He
translated and applied these by providing folklore texts for Demetrio Camarda’s
collection, and finally, in 1878, he succeeded to publish his own collection
consisting of 55 folk songs, 39 tales and popular sayings, mainly from his
homeland region of Korca. Though the Albanian Bee (Albaniké melissa, bearing
the Albanian subtitle Bélietta shgipétare) is usually thought to have been largely
unknown in international literary and cultural circles (at least until Mitko’s disciple
and fellow collector, Spiro Dine re-edited almost half a century later), its presence
in the ACLU almost simultanously with its publication could make us rethink the
European status it had around its publication.

organized associations, published newspapers and above all wroe works in verse and prose that
include significant masterpieces of modern Albanian literature. [...] Although they lived in Egypt
for much of their lives, were essentially nationalists and not much influenced by the Islamic way of
life that they saw around them.” (Harry T. Norris, Islam in the Balkans: Religion and Society
Between Europe and the Arab World, University of South Carolina Press, 1993, pp. 209-210).

8 Isa Blumi, Reinstating the Ottomans: Alternative Balkan Modernities. 1800-1912, Palgrave-Macmillan,
2011, p. 117.

° For instance, the Historical Dictionary of Albania calls him directly a nationalist figure: “The first
Albanian society of Egypt was founded there in 1875, and many others followed. Nationalist
figures and writers such as Thimi Mitko, Spiro Dine [...] were all active in Egypt at some point of
their careers.”, or: “Folklorist and nationalist figure.” (Robert Elsie, Historical Dictionary of
Albania, Plymouth, Scarecrow Press, 2010, pp. 125, 307. Cf. Robert Elsie, Albanian Literature: A
Short History, London—New York, I. B. Tauris, 2005, p. 49; Robert Elsie, “The Rediscovery of
Folk Literature in Albania”, in Marcel Cornis-Pope, John Neubauer (ed.), History of the Literary
Cultures of East-Central Europe: Junctures and Disjunctures in the 19th and 20th Centuries. IlI.
The Making and Remaking of Literary Institutions, Amsterdam—Philadelphia, John Benjamins,
2004, p. 337.

19 Nathalie Clayer’s wide-ranging argument suggests that Mitko’s ’intellectual’ career was not an
abrupt career change at all: from the 1850s he was already part of an Istanbul-centred network of
Albanists, then he extended his networks and actually became the centre of a larger integrated net
together with Dora d’Istria: “Thimi Mitko et Dora d’Istria étaient les deux personalités les plus
importantes au coeur du réseau”. She characterizes this network as based mainly upon Orthodox
Albanians, this leading to a series of inner debates and conflicts and thus a strong urge to legitimize
themselves even at the end of the 1870s, during the first contacts between Mitko and the editors of
the ACLU. Cf. Nathalie Clayer, Aux origines du nationalisme albanais: La naissance d’une nation
majoritairement musulmane en Europe, Editions Karthala, 2007, p. 198.
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It was the Florentine Dora d’Istria'' who introduced Thimi Mitko to Hugo
von Meltzl, one of the editors of ACLU in a letter written to him on October 21,
1878 in a larger emphatic context underlining the importance of folklore and
folklore studies that both of them seemed to share: “You, Sir, who understand so
well the importance of the folklore texts not only from a literary point of view, but
through the way they offer solutions to the lacking data of the characteristics of the
people, will perfectly understand the endeavour of the Albanian-Egyptians (Albano-
Egyptiens). The volume entitled Albanian Bee (Alexandria, 1878) contains songs,
riddles, tales etc. Its editor, living in Cairo, is Mr Euthyme Mitko, and the book
contains also several fragments of historical data: for instance, a translation of my
Nationalité albanaise d’apreés les chants populaires. The Albanian texts are so rare that
it is necessary to be grateful to Mr Mitko for having decided to undertake this
publication and to have taken care of it with such an ardour.” Meltzl was not
tarrying at all, it seems that he found the Albanian connection useful in spite of
having already a specialist on Albania: Dora d’Istria herself. He seemed to have
expressed the intention of the review to focus also on Albania, an intention that
was greeted by Dora d’Istria with a long passage, in a letter highlighting the
alleged uniqueness of the Albanian community: “I find your idea of including
Albanian poetry into the interesting publication you are preparing excellent. The so
remarkable way in which Byron speaks of this country and its people in his Childe
Harold justifies your decision once again. Regarded by some as Slavic, by others
as Greeks, the Albanians, who actually are a branch of the Pelasgic family, are
always forgotten when our Eastern Europe comes into discussion.”'? It seems that
Meltzl was eager to contact him directly as soon as possible since a next letter
received from Dora d’Istria began with detailed practical instructions regarding
such a future correspondence: “The editor of the Albanian Bee, Mr Euthyme Mitko
has obviously the intention to go on with his venture, he even told me in his last
letter that he would prepare a second volume. [...] He corresponds with me in
Greek, but he knows Italian. He could therefore offer you translations of Albanian
texts.”®> Nay, just two months and three issues after the Albanian case first

" Dora d’Istria was the pen name of Duchess Helena-Koltsova-Massalskaya. Born in the famous
Romanian Ghika family, she received her education in Dresden, Vienna and Berlin. After marrying his
Russian husband, she spent several years in Russia, then he headed for Switzerland, then moved to Italy,
spending her final two decades (1870-1888) in Florence. She was a well-known scholar of her time, her
polyglotte abilities made her an important intellectual interface especially for Greek and Albanian nation-
building. For a detailed presenation and analysis of her relationship with Albanian nation-building see:
Antonio D’alessandri, 1 pensiero e ['opera di Dora d’Istria fra Oriente Europeo e Italia, Roma,
Gangemi Editore, 2007, pp. 181-193. (Curiously D’Alessandrini’s excellent book makes no reference to
d’Istria’s relationship to Thimi Mitko.) Since my monograph on ACLU will have a detailed chapter on
d’Istria’s contribution to ACLU, I will refrain from a detailed discussion of her ocuvre in this context.

12 Nicolae Torga, “Lettres de Dora d’Istria”, in Revue historique du sud-est européen, 9/4-6 (Avril-Juin 1932),
p. 153.

13 Dora d’Istria to Hugo von Meltzl. Florence, October 28, 1878, in lorga 1932, p. 151.
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appeared in the private correspondence of Meltzl and d’Istria, the editor already
summed up not only the larger experience of the correspondence, but already
seemed to have received Mitko’s volume and informed his (Hungarian) readers
also about the latest debates regarding the Albanian language: “On April 5, 1878
the Académie des Inscriptions et Belles-Lettres Benloew presented a treatise with a
somewhat peculiar title: Le plan de la langue albanaise. He reckons the major part
of this language has Turkish, Slavic, Italian and Celtic origins, and the rest should
be considered Pelasgian. Our esteemed colleague, Dora d’Istria, expressed a
somewhat similar opinion in her letters addressed to us and in her former papers
(among others, in an 1866 essay in the Revue des deux Mondes on La Nationalité
Albanaise d’apres les chants populaires, that made a huge stir). The nation of the
famous Skanderbeg deserves as much aesthetic attention as the Bulgarian or any other
nation from the Balkans. The Albanian poet Mitko Euthymio, living in Egypt, started
an extremely estimable yearbook that contains Albanian folk traditions, folksongs etc.
We received its first volume published in Alexandria with Greek title and introduction.
We will return later to the this most interesting piece of scholarship not only in our
bibliography.”'*. The private correspondence of Meltzl and d’Istria confirms that
already in December 1878 Meltzl received a review copy of The Albanian Bee
directly from the Alaxandrian scholar he imagined would be the direct Albanian
connection of ACLU: “Dear Sir, I learned with pleasure that you have received The
Albanian Bee. Mr Mitko could be useful for you in Egypt, a country where it is
hard to find an intelligent correspondent.””® Two issues later, Mitko himself
appeared on the list of the collaborators.'® It took the editorial office of the ACLU
only three months to learn about Mitko, to do a brief research, to contact him and,
furthermore, to establish a ”full collaboration” with him.

It then took a few weeks before Meltzl returned to the question of providing
more space to the Albanian literature in the ACLU. Since the journal insisted on

14 «Rovid kiilfldi szemle / Kurze auslindische Revue”, in ACLU vol. TV, no. XL, pp. 175-176 [in
Hungarian].

15 Dora d’Istria to Hugo von Meltzl, December 14, 1878., in Iorga 1932, p. 156. In a next letter
d’Istria confirms again the establishment of the direct link between Meltzl and Mitko whose
opthalmic problems seemed to impede a detailed and frequent exchange of letters: ,,M. Mitko m’a
écrit qu’il regu votre letter, et il semble trés satisfait de la sympathie que vous montrez pour son
Abeille albanaise. 11 a seulement regretté que I’état de ses yeux ne lui ait pas permis de vous
répondre plus longuement. Il y a certainement du mérite, a son dge aprés une existence a laquelle
n’ont pas manqué les épreuves trop communes dans la vie orientale, & s’occuper, comme il le fait,
de soustraire a I’oubli la poésie populaire et les traditions de sa terre natale.” lorga 158. Certainly, it
could have been as well other reasons for the scarcity of letters between the two scholars. On the
one hand, Dora d’Istria might have proved a too strong and central hub in matters of Albanian
scholarship for the ACLU and for other scholarly international networks (this could be the reason
why this was not the only occasion when Mitko sent word to the ACLU and Meltzl through Dora
d’Istria and not bz writin directly). On the other hand, as I will argue later, the ACLU repositioned
the Albanian case in a less evaluative and mononational perspective.

' ACLU 1879, vol. V., nr. XLIL

39



SZABO T. LEVENTE

publishing unprinted materials he was most likely awating for novel scholarly work
from Mitko, and meanwhile, as an impatient editor, thought of introducing this "’hot
isssue” based on the information he gathered in the last half year: I think that you have
every reason to believe that a short article on the folk poetry of the Albanians in the
Journal of Comparative Literature would prepare the spirits for a more complete
venture. This reminds me of having not sent the titles of the collections of songs
published by the Albanians since Albanian nationality saw the lights of the day.”"” At
the end of June she reports again on Mitko who is to send the (promised) verses to the
editors.'® But before arriving to the editorial office, the text was mediated by d’Istria,
who was not just a simple intermediary, but a “cultural broker”” when she translated and
negotiated the meaning that was given to the first Albanian text to be published in the
ACLU: T am sending you a translation of Mr. Mitko’s verses. The meaning of some
passages might leave a few doubts, but I believed it was better to send you the
translation as soon as possible so as to let you have a global view on it, and to be able
to clearly separate issues of secondary importance. And there are political allusions as
well, all the Lamentation resembles to that of Jeremiah on the sad situation of a land
that seems to work in its distruction. But the substance, as the title points it out, is an
appeal to the Albanians to how wrong they were of never thinking to awaken
intellectual life at their premises. [...] Your translation of the small Albanian poem is
excellent, I am enchanted.””” The double reference actually covered two poems: not
only the Lamentation, but also an inedited “small” Albanian folk song Meltzl
translated, too, with the help of d’Istria, and published already in September 1879.% In
spite of this promising and speedy beginning that foresaw a short review and a longer
paper to be published later, a poem by Mitko translated and reworked into French for
the editors by d’Istria and a “’short Albanian poem” translated by Meltzl into German,
things slowed down. Three more months passed away before the promised substantial
material was published on the last day of October. The Ndsjtaejae mbae shkjypaetaraet
paer tae shkronjaezuar gjuhaen e tyre. Inedtum / Exhortation aux Chkipétars pour
rendre leur langue littéraire’’ was clearly the highly political text d’Istria had been
alluding to. The footnote accompanying the prose translation of Mitko’s poem made
clear that the French interlinear version was identical with the one d’Istria commented
upon in her letter to Meltzl: “This French translation was based upon a former version
of the Albanian original by a French writer. The poem which is noteworthy both from
an ethnographical and an aesthetic view, clearly comes from the Vormérz period. Out
of the people from the Balkan peninsula it deserves attention also from a philological
point of view so much the more since modern history and ethnography are so primitive

" Dora d’Istria to Hugo von Meltzl, April 20, 1879, in IORGA 1932, p. 171.

'8 «Je regois a I’instant une lettre de M. Mitko, qui se prépare a vous envoyer des vers albanais“ (Dora
d’Istria to Hugo von Meltzl, June 29, 1879, in lorga 1932, p. 178).

' Dora d’Istria to Hugo von Meltzl, July 24, 1879, in IORGA 1932, p. 180.

20 »Canto albanese di alta Albania / Albanesiches Volkslied”, ACLU vol. VL, no LIII, 1128.

2L ACLU vol. VI, no. LVI, 1168-1173.
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that they still employ terms like “Greek-Slavic peninsula” (cf. Crousse, Bruxelles,
1876.) From that matter the poem to be compared is a modernised folk-song.”*
The lament and its French translation were just one side of a larger Albanian
spotlight of ACLU that went on with a paper in two parts authored by the
Hungarian(-French) Lajos / Ludwig / Louis Podhors(z)ky, commenting upon the
mostly indirect, alleged Albanian-Hungarian linguistic connections.” Of course,
this latter was not a purely descriptive compilation of excerpts and lexical
examples either, but seemed partly a vociferous reiteration of the Albanian-
Pelasgian connection, and appealed to a Hungarian rediscovery of the alleged
Albanian primaeval ethnographic elements: “Probably we do not need to stress the
extraordinary chance given to us, Hungarians, to reveal and decide in highly
important matters regarding the primaeval past of our language. This chance was
given to us by the events of the last few months since the Austrian and Hungarian
triumphant arms conquered even Albanian subjects for our country. Our Hungarian
philologists should enter the midst of Albania as soon as possible, before the neo-
European cultural barbarianism will level everything, will make the anecient
traditions disappear, and even the last ancient links will vanish between the oldest
of our old neighbours and us.”** The sequel of the paper was visibly shortened and
made it obvious that the whole argumentation was actually reshaped from the
private letters of Podhors(z)ky and the editors. Meltzl and Brassai used them as a
discoursive element in order to contextualize Thimi Mitko’s poem and Dora
d’Istria’s translation, even though they repositioned the Albanian and French texts
from another, national, partly “Hungarian” perspective: “We take the comments
below from Mr Podhorszky’s letter who writes among other precious notes about
the Albanian language: » The same applies to the Basque and Breton language what
you righteously say about the Albanian one. These three European languages
should be propped with golden columns so as they would not perish.«”*> And to
make the spotlight on the Albanians even stronger the appendix of the issue made
reference also to the Albanian language to be included into an imagined and
alleged Encyclopedia of the Poetry of the World: “For a collection, polyglot, or, as
far as possible panglot, to be published under the above title, we are in search of
characteristic specimens hitherto inedited if possible: firstly, of all European
idioms, secondly of all the languages of Asia, America, Africa and Australia.
Specimens ought to be accompanied by details as to their source and by a literal
interlinear translation in one of the European languages.What we ask for, is in the
first place, a popular song, and at least another short poetic composition, in each of

*Idem 1171.

2 «Albanai elem a magyar nyelvben” (Albanian elements in the Hungarian language), ACLU vol. VI,
no. LVI, 1173-1175.

** Ibidem, 1175.

25 «Alban elemek a magyar nyelvben” (Albanian elements in the Hungarian language), ACLU vol. VI, nr.
LX, 1255.
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the following idioms: [...] Albanian: Tosk and Gheg. [...]"*® The very next issue of
ACLU returned to an author who was not unknown for its readers since Dora d’Istria
introduced his La Gréce avant les Grecs already in the first year of the new review.”’
Louis Benloew’s Analyse de la langue albanaise. Etude de Grammmaire comparée
(Paris, 1879) received favourable comments in January 1881, also suggesting that the
emancipation of the alleged aboriginal language of the Pelasgians should be intimately
linked with independent statehood. In fact the linguistic comments ended up in forceful
political stances, actually quotations riven from the book: “[...] Albania demands the
right not only to speak its language and follow its customs, but to govern its own
children and to live its national life. It is an undeniable right, it would be totally unfair
to refuse it.”>® The next issue of ACLU evoked the Albanian with a bibliographical
emphasis on d’Istria’s new book, Gli Albanesi in Rumenia that linked the story of the
Albanians of Romania with her own family, and repositioned the latter along an
alleged Albanian origin.”® One of the next issues published on March 15 of the same
year takes us one step further and shows the depth of the involvement both editors of
ACLU showed vis-a-vis Albanian culture. It was not Meltzl, but Samuel Brassai who
undertook the task of translating the folklore text no 31 from Mitko’s The Albanian
Bee.”® This was not the first time he showed interest in the revival of Albanian matters
in ACLU: in a built-in short remark of his series dealing with the translation of
Horatius, he had already made a reference to the formal strategies of the translation of
Mitko’s Exhortation®" in one of the last 1879 issues of ACLU, but this time he became
really involved. Even though it seems that Mitko or d’Istria did not have an overt
comment on the much-awaited translation, probably it weighted in the symbolic
economy of the respect d’Istria treated Brassai when they succeeded to meet in 1882.%

26 Appendix to ACLU vol. VI. nr. LX.

%7 She offered her essay accompanied by a letter on August 27, 1877. Cf. Torga 1932, pp. 136-137.

8 “petite revue polyglotte. Albanesische Literatur”, ACLU vol. VII., no. LXI., 1269. The text is
originally written in French.

¥ Gli Albanesi in Rumenia. Storia dei principi Ghika nei secoli XVII, XVIII e XIX su documenti
inediti degli archivii di Venezia, Vienna, Parigi, Berlino, Constantinopoli etc. Traduzione dal
francese di B. Cechetti, Firenze, Tipografia editrice del associazione, 1873. Cecchetti also wrote a
preface to her translation introducing Dora d’Istria. The book triggered an uproar from the Ghyka
family which repudiated the Albanian origin (and favoured the Aromanian one), while the Albanian
community in Italy greeted the volume with enthusiasm.

30 «Alban ballada”, ALBavikn Méhooa (Albanian Ballad. Albanian Bee), ACLU vol. VIL., no. LXV,
1326-1328.

3! Brassai Samuel: Aesthetische Kritik als Beitrag zur Theorie der Horatz-Ubersetzungskunst (Fortsetzung),
ACLU VI, no LIX, 135. The same issue rang in the translation of the ballad (p. 1224.), though the
”inedited ballad of Mitko” must have refferred to the inedited translation, not to the original.

32 Tai eu le plaisir de voir ici M. le professeur Brassai, qui, malgré son age avancé, donne encore des
preuves si remarquables de sa belle intelligence. Il a fait, pendant le diner, pour ma cousine,
Constance Rasponi, un autographe qu'on dirait écrit par un jeune-homme. Je lui ai demandé de vos
nouvelles, et j'ai ét¢ enchantée de tout ce qu'il m'a dit de vous et de votre famille.” (Florence, May
27, 1882. in lorga 1932, p. 195).
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After the publication of the ballad that was mediated by d’Istria’s French prose
translation, in June 1881 a new and last material from Mitko was published in the
Acta Comparationis. The material was a contemporary folksong (,,Im Volksmunde
der Augenzeugen”) arisen from the destructive fire and eartquake that put to the
test the people of Corgé (Corizza / Cortcha / Koritsa) in 1879. Meltzl clearly got
the text directly from Mitko, since he had serious problems in deciphering it both
literally and metaphorically. In an unprecedented way he had to leave out two
bits of the original and commented upon the illegible manuscript.”> Moreover, he
translated into German only the first part of the text, and though he apologized
for not having enough space to publish the remaining few lines, this was a rather
unprecedented case even if we think of the formerly published, much longer
Albanian texts that had appeared in the ACLU.

Meltzl’s African voyage in 1882, Brassai’s retirement from the University
of Kolozsvar / Cluj (that made him step aside also from his position as an active
editor at the ACLU in 1883**) migh have played a paramount role as well in the
loosening of the Albanian connection. In the next years the more friendly Meltzl
and d’Istria’s connection became, the less they corresponded on Albanian texts and
problems. And even though Euthyeme Mitko was preserved on the front page
among the collaborators, he seems to have ceased sending further material to the
ACLU. In January 1883 Podhors(z)ky, on friendly terms both with Brassai and
Meltzl*’, introduced a smaller poem of Jeronim / Girolamo de Rada, entitled
Sursum corda. But this was not a revival of the former years when there was no
year without Albanian texts and reflections on the fate of Albanian literature in the
Acta Comparationis. Podhors(z)ky’s translation had another context, less national,
but more South-European: the poem of de Rada stood as a counterpart of a
Bulgarian folksong, translated by the same Hunagrian-French collaborator with a
reference to Hungarian women, and thus became part of a small panorama of
South-East European poetry.

Even thus de Rada’s poem closed a whole epoch of the presence of
Albanian literature in Acta Comparationis Litterarum Universarum in which Dora
d’Istria proved to be the main hub of this scholarly network: she was the one to
introduce Albanian literature to the editors in her Grece avant les Grecs, it was her

3 Obiges ist ein moglichst genauer Abdruck des etwas unleserlichen ms, das mit mangelhafter
Interpunktion versehen zu sein scheint. Die mit + bezeichneten Stellen sin im ms. fast génzlich
unleserlich.” (Die Katastrophe von Korizza in Albanien 1879, ACLU vol. X., no XCI et XCIL., 1776).

3% This has often been debated without any philological background. Brassai’s philological heritage
has two important documents that shed light to the exact date and circumstances he retired also
from the active editing process, while still remaining a collaborator of the ACLU. According to
these manuscripts Brassai stepped down on November 3, 1883. Cf. Brassai Samuel Collection.
Miscellaneous MSS. The Achives of the Transylvanian Unitarian Church, Cluj.

3% Several of his letters written to Samuel Brassai on matters of Oriental languages are to be found in
the Archives of the Transylvanian Unitarian Church, in Cluj: Brassai Samuel Collection. General
Correspondence of Sdmuel Brassai.
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who initiated and contextualized the presence of Thimi Mitko in ACLU and thus
elicited interest also from Brassai and Meltzl’s former acquaintance, Podhors(z)ky
to reflect on a possible Hungarian-Albanian connection, and later to return with an
Albanian translation of de Rada. It seems that after the period of 1877-1883 the
interest of Meltzl, who remained the sole editor of ACLU, decreased. But actually
what was the nature of this overt interest? Did the viewpoint of the different
cultural actors involved into this exchange of ideas coincide? And if not, what
would this tell about the mechanisms upon which the first international journal of
comparative literary studies worked?

Entangled perspectives, negotiating the framework of Albanian literature
in ACLU

The phenomenon I called earlier “methodological cosmopolitanism” could
suggest, as it did many times throughout the history of the reception of ACLU, that
the simple presence of the Albanian texts and references in the first international
comparative journal would make them also ,,cosmopolitan”. But the Albanian case
is one of the instances which can show the diverse (and often divergent) strata and
the composite, sometimes eclectic nature of ACLU that often makes binary terms
like nationalism and cosmopolitanism come together in less binary, but more
fragmented, intricate and complex ways.

The founders of the “Acta Comparationis Litterarum Universarum® clearly
had the ground-breaking thesis of the equality of languages. According to this all
languages should be treated in a similar way, and having more or less speakers does
not count in the fine balance of the scholarly and literary world, the number of the
speakers and the history of a language cannot decide in matters of value. This
democratic and in many respects unique nineteenth-century vision went hand in hand
with a politics of protecting “endangered” languages and cultures. Therefore this made
translation not a merely technical, but a deeply cultural endeavour for them. In this
respect translation could be an attempt even to create standards or literary forms of
non-standardized languages: such a case was that of the Rroma language. The repeated
translations to and from different Transylvanian Rroma dialects (including well-known
literary texts like those of Goethe) aimed at constructing a literary standard and levelling
obvious socio-linguistic differences.*® This is how translation became for Samuel
Brassai and Hugo von Meltzl also a disciplinary toolkit for reassessing the unequalities
deriving from the often hierarchical geopolitical status of the different languages.

36 The research and translations focusing on the Rroma led to one of the first European networks of
Romology around Meltzl whose disciples, Henrik Wlislocki and Anton Herrmann / Herrmann
Antal reinterpreted and radicalized some basic ideas of the Acta Comparationis Litterarum
Universarum where they published their first findings. For the Rroma case see my paper under
press: “Hugo von Meltzl, Henrik Wlislocki és Herrmann Antal: egy innovaci6 halozata” (Hugo von
Meltzl, Henrik Wlislocki and Herrmann Antal: a network of innovation), in Keszeg Vilmos (ed.),
Tanulmadnyok az erdélyi néprajz kutatastorténetébdl, Kolozsvar.
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A similar role was attributed to folklore. The founders, especially Meltzl,
saw it as a way to (re)construct and compare cultures especially when forms of
literature were missing. But the editors of ACLU were not overemphasizing
folklore as an exlusive ethnonational form dividing people, but thought of it more
like a fluid network that connects different groups through recurrent motifs, forms,
textual variants. All in all, they applied to folklore the same basic beliefs they were
emphasising when speaking about ’the flow of world literature’: “But the most
famous and huge mistake ever made is the one comitted by those chosing for the
core of their narrative the politics of race and the national szédelgés. |...]
[N]ational literature is in vogue, but as everything that is in vogue has to become
outdated, I foresee only a shorter span of life for such a literature. [...] What a
tautology to speak about national literatures. Could we call the Niebelungenlied a
national epic poem? Not really, since we can trace its origins till India.”’

At a first glance Albanian literature and folklore fitted into this framework
perfectly. The introduction Dora d’Istria offerred to it in her essay on La Grece
avant les Grecs enthralled Meltzl since it envisioned not only a primaeval community
striving to recover and construct its language, customs and administrative unity, but
also a people that concentrates meetings, criss-crossings, interminglings and
overlapping of languistic and cultural contacts. As Dora d’Istria’s essay stated: ,,[bJut
just as the Basque Countries, Brittany, the Principality of Wales, etc, are only refuges
where the memories of the old people of our continent were preserved, Albania is
also only last asylum where the remains of a world constantly reduced by the
conquest and the invasions remain.”*® This is the double framework Meltzl
assessed and became interested in the Albanian case from the very beginning. The
first context in which he employed the term “cynism* stood for an allegedly unfair
geopolitical treatment of Albania: “The word cynism you employ to characterize
the diplomatic attitude towards Albania is highly precise.” — d’Istria writes to him
in 1879 ** The defenselesness of a language and culture that needs to be levelled
through cultural means was an ideal along which the Albanian language and
literature seemed the perfect case for Meltzl. And even though d’Istria and Meltzl
seemed to agree in matters of Albanian literature, it is important to be able to notice
also the different emphases and the different starting points that led the two
scholars to agrre on the importance of Albanian culture. What was a geopolitical
stand with the aim of establishing a culturally homogenous and politically independent
Albania for d’Istria, it became a more general viewpoint on the equality of languages

37 A kritikai irodalomtorténet fogalmdrél (On the notion of critical literary studies). Egyszersmind
bevezetésiil a német irodalom Uj koranak torténetéhez. Felolvasas mellyel a kolozsvari egyetemen a
,.német irodalom kritikai torténete Opitzon kezdve (Uj kor)” cimii eldadasait 1873. Oktober 22-ikén
megkezdette, Bécs [Wien], Edtion of Faesy és Frick, 1875.

¥ Dora d’ISTRIA, “La Gréce avant les Grecs. Etude linguistique et ethnographique...”, in ACLU vol
I, no. XV., p. 301.

¥ Dora D’Istria to Hugo von Meltzl — Florence, December 29, 1879., in lorga 1932, p. 189.

45



SZABO T. LEVENTE

and the levelling of cultural disparities. The cultural narrative of a primaeval, but
stigmatized, ridden and scattered people for the Florentine scholar became a case of
literary and cultural contacts for the young professor from Kolozsvar/Clu;.

It is important and obvious that these were not huge and dividing differences,
but almost unvisible diverging viewpoints that could be easily reconciled. Stances of
nation-building and cosmopolitan egalitarian ideals of a future world literature
comprising all the languages of the world could easily be translated into one another up
to a certain point in ACLU, and the case of the Albanian texts is the master example
for this type of mutual recycling and translation. Since this negotiation occurred
without conflicts and explicit controversies, it is hard, but not impossible to follow
the lines of division and mutual reinterpretations. Let us overview some of thise.

Meltzl’s first reaction to Mitko’s Albanian Bee was not necessarily a pure
enthusiasm. He was surprised to see that his new Albanian correspondent from
Cairo published his collection of folk songs without any translations. As we
already saw this was not a minor technical issue for the editors of ACLU: they
thought of translation not as a mere practical mechanism of internationalization of
literature, but also as a methodological viewpoint of comparison. That is why he
should have been unpleasantly surprised. At least according to a short response of
d’Istria, the affable and gentle editor who had every interest in preserving all the
collaborators of ACLU criticized Mitko’s decision. “Sir, you are right to say that
Mr Mitko should have enclosed a translation to the Albanian fairy tales he
published. Fortunately mr. da Rada, Camarda and Ioubanij translated into Italian
some of their songs contained by their collection the data of which I have sent to
you in my former letter” - sounded d’Istria’s response.*’ Of course, her answer also
eluded Meltzl’s perspective, since the Italian-Albanian bilingualism of the authors
and the texts he evoked was not exactly the polyglottism Meltzl was thinking of
when he raised the issue of translation. On the other hand, Meltzl himself was
forcing a principle which was not so obvious outside ACLU and the notion of
comparative literary studies / history elaborated in it. The negotiation of d’Istria
and Meltzl could show how subtle this mutual recycling of one another’s viewpoint
is: various visions upon translation can reveal wholly different stances of the
literary work, but without breaking or overtly revealing the major differences in the
network. Moreover, the whole Albanian Bee was recontextualized in this cultural
transfer. Originally, the collection was neither a ‘pure’ and ‘neutral’ form, but
generated and stepped into a dense discourse of Albanianness. As Jane C.
Sugarman suggested, one one hand the Egyptian Mitko actually summed up the
Italo-Albanian folk song collections that had been published from the 1860s
onwards, positioning himself and the Egyptian Albanian community at the
forefront of nation-building by becoming a central hub for the Greek and Italian
Albanian intellectuals whom he was corresponding with. On the other hand, the

“* orga 1932, p. 172.
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whole collection opened up a strong cleavage between the Greek and Albanian
community, the Greek orthodox clergy perceived the volume using a modified
Greek language, but defining itself against Greek culture, as a strong peril.*' The
relocation of the text from Mitko’s collection into ACLU eliminated this strong
cleavage and, instead, introduced another one: far from appreciating Mitko’s effort
to create a standard language, Meltzl brought to book for the lack of translation.
While in the case of the original collection the lack of translation itself was the sign
successful nation-building, in the new context of the ACLU the lack of it made less
valuable in the eyes of the editors.*

From this same angle it becomes more than curious that d’Istria, the author of
the tiny review on Louis Benloew’s Analyse de la langue albanaise was hiding her
identity when she returned to one of her favourite linguists in matters of Albanian
language and culture. The lady who proudly reviewed Benloew’s former book
vigorously asked Meltzl not to reveal the identity of the author: “It seems to me that it
is better for the reviewer of Mr. Benloew’s book to remain anonymous. Would the
Journal de la littérature comparée wish to publish a more lengthy review later, this
would be the business of an expert philologist.””* It is a telltale sign how the Florentine
scholar backed down and negotiated a place for her short partisan text, while she
herself stayed in the background, feeling that both the original book and her
presentation of Benloew’s publication turned out to be too committed to the Albanian
cause. On the other hand she was questioning not only her philological expertise, but
was waiting for a larger consent of the scholarly world. Her uneasiness was disclosed
by a passage of a private letter: “Mr. Bréal, university professor at Collége de France
and translator of Bopp’s Grammar told me a few daysd ago that this book had a real
value and it deserves to be studied by the erudite who deal with linguistics more
seriously.”** In other words Benloew’s new book was too partisan and too complex at
the same time for a d’Istria who not only championed for the Albanian cause, but was
also sensitive to her international image of a cosmopolitan scholar that recommended
her previously also to the editors of the ACLU.

*! Sugarman, Jane C., “Imagining the Homeland: Poetry, Songs, and the Discourses of Albanian
Nationalism”, in Ethnomusicology 43/3 (Fall 1999), p. 422. “Knowing that the Greek Orthodox clergy
were opposed to the development of Albanian literacy, Mitko addressed the preface to a Greek
readership, arguing that the masses of Albanians could come to appreciate the ideas associated with
Greek »civilization« only after having learned to read their »mother tongue«.” Sugarman draws attention
to the double-talk Mitko used: he characterized his book to the would-be-supporting Albanian merchants
as a path to the unification and awakening of the Albanian people (lbidem, p. 423).

2 Another change derived from the medium shift: while in the original form Mitko’s intent was “to use the
songs both to construct a national history of the Albanian people and to provide images of military
heroism that migh inspire Albanian men to participate in a future independence struggle.” Surgarman
1999: 423. The poem published in the ACLU was devoid of this metanarrative and gained new local
meanings, being renationalized and becoming the master example for an alleged ’Albanianness’.

3 Florence, December 3, 1879, in Torga 1932, p. 187.

* Ibidem.
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Or let us take the other founder of ACLU, Samuel Brassai. Even though he
translated the ballad from Mitko’s The Albanian Bee, he perceived it as a pure and
simple question of translation, not as a partisan compliance for one nation or
another. Even though in the late 1850s he ’defended” Hungarian national music
from the alleged Rroma origins Franz Liszt / Liszt Ferenc attributed to it in his Des
Bohemiens et leur musique, this was one of the rare occasions of partisan ethnic
argumentation of his oeuvre.* As his remark inserted into his Aesthetische Kritik
might hint at, for him the ,,Albanian case” was probably a peculiar and enthralling
case of translation that broadened his extraordinary interest in the theory, practice
and history of translation. Thus Brassai (and the ACLU) changed the original
ethnonational framework of The Albanian Bee without visibly disturbing Mitko
who clearly perceived this and, in general, the presence of the Albanian literature
in the ACLU as an obvious sign of the internationalization of the ethnonational
Albanian struggles.

But we could look at the other Albanian texts and occurences as well for
similar cases of complex, overlapping, disjunctive order that made way to ceaseless
translations and reworkings of one another’s views on literature, nation,
compariseon etc. For instance, Meltzl was extremely moderate when he labelled
Thimi Mitko’s lament a ,,modernized folk song” ,,with political overtones” since
the poem was an overtly political artefact with a surprising ending that
foregrounded the figure of Dora d’Istria herself in Albanian nation-building. The
Ghyka princess not only left out the last passages, but did not comment upon the
verses and the ending at all, thus opening the situation up for a split situation: the
original of the poem was a harsh, strong and overtly personalized version with
strong references to the present, while the translation and the whole new context
recycled it as a lament of a nation striving to achieve its unity.

Let us take another case. Girolamo / Jeronim da Rada was present in the
ACLU not with his famous songs full of political allusions to the Albanian awakening,
but with a two-part poem: a first part resembling the classical European teological and
poetical lines of the Christian sursum corda and a second part on the wasteful character
of the humans who ruin much of the beauty nature gives them. Podhors(z)ky seems to
have negotiated the posistion of de Rada with an eye on his friends’ view on the
national, and unlike Mitko, he chose the text(s) that fitted into the lesss
ethnonational biases of ACLU, but shoved off the original context of the oeuvre.

But the last text to be published by Mitko in the ACLU is also enlightening.
Even though Meltzl evoked the lack of space when he left out the German translation
of the second part of Die Katastrophe von Korizza in Albanien 1879 he might have had
even a more serious and less formal reason not to publish the remaining part of the folk

* For a broader interpretation of Brassai’s gesture see my former paper: “Just Pure Music? Franz Liszt
Revisited: Interethnic Relationships and Literary Norms in Mid-Nineteenth—Century Hungarian Culture”,
in Mihai Fifor (ed.), Symposia. Proceedings of the International Conference of South—-European
Anthropologists, Craiova, Aius Press, 2004, pp. 529-546.
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poem. In a second footnote he suggested it was too much for ’insiders’, too political,
too intimately interwoven with the Albanians throughout Europe (mostly in Romania
and Egypt, i.e. the communities to which Mitko was strongly related to from the 1850s
onwards). The unpublished part would have needed further comments to be published,
he reckoned.*® But this was not the real ending of the story (as those catalogues which
simply map the publications of the collaborators would suggest)*’. At the end of 1881
(i.e. after the publication of the whole series of Albanian texts, including Die
Katastrophe von Corizza that was published a few months ago) Meltzl introduced a
tiny footnote into a new series of unedited Rroma folklore texts. However insignificant
at first sight, the footnote may be telling in how Mitko’s collection of folklore, the
Egyptian scholar’s texts, d’Istria’s books and papers and other Albanian materials were
rearranged and recycled by Meltzl for his own usage: ,,The above songs are due to the
woman several times specified. Both of them are songs of mockery and they work like
question and answer. They could be compared to the Roman ritornelle, the Szekler
dance manners and the Albanian songs of vituperation [‘Scheltlieder’] etc. etc.”*® It is
obvious that however supportive Meltzl was seeing and reading about the latest
developments of Albanian nation-building, he recycled and transformed these
information into references, viewpoints, methodological tools for the comparative
method and other languages, literatures, cultures ACLU proposed to assess. What was
an ethnonational vindicative information or challenge for Mitko, slowly, bur surely
became an analytical tool of comparative analysis for Meltz or a theoretical and
practical framework for translation studies in the hands of Brassai. *

,»-The nation of the famous Skanderbeg deserves [...] aesthetic attention
wrote Meltzl in 1880. Probably Thimi Mitko and Dora d’Istria would not have
agreed entirely with him, and could have protested against the meaning Brassai and
Meltzl proudly stressed when using the term aesthetic in the ACLU and often

»50_

4 Raummangel verhindert auch die Ubersetzung der zweiten Hilfte, die iibrigens ein unorganischer, dem
Woltitigkeitsinn der auswirtigen Albanesen geltender zusatz sein mag der ohne eingehenderen
Kommentar nicht iibersetzt werden kann.” “Die Katastrophe von Korizza in Albanien 1879 (4CLU vol.
X., no XCI-XCIL, 1777).

47 A very useful and correct catalogue is given at the end of FASSEL 2005, though on the one hand there
are much more references to Mitko and contexts of Albanian literature in the ACLU as the catalogue
would suggest, on the other hand one of the items (7riibner’s Oriental Record) contains no reference
either to Mitko or to Albanian literature.

* 4CLU vol. X., no. XCV-XCVI, 1833.

* The only item of personal correspondence between the editors and Mitko seem to provide another
argument for this shift of ideas. The recently discovered copy of Mitko’s letter, written on September 20,
1880 contains a surprised acknowledgment of the Cairo-based scholar who received a letter with Italian
poems and no sign of the sender. According to the tiny notice on the back of the copy, Meltzl sent the
original of the letter to Cannizzaro in January 1881 and made a copy after the original. All in all it seems
that the ‘mistake’ was actually an attempt of Meltzl to establish a connection between his good friend and
long-term collaborator of the ACLU, Tommaso Cannizzaro, and to reposition and broaden the stance of
Mitko. Thimi Mitko to Hugo von Meltzl. Cairo, September 20, 1880. Erdélyi Magyar K6zmiivel6dési
Egyesiilet / Hungarian Cultural Society of Transylcania. Szabédi Haz (Cluj). The Collection of Ko6ll6
Karoly. The correspondence of Hugo von Meltzl with various personalities. Misc.

30 «Révid kiilfSldi szemle / Kurze auslindische Revue”, in ACLU vol. IV, no. XL, pp. 175-176 [in Hungarian].
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positioning it against politics, nationa-building and the partisan ethnic usages of
literature. But Mitko and d’Istria did not protest, since the framework created by
the founders of the ACLU proved to be open to interpretations and various usages.
This cannot be attributed solely to the tolerance of Brassai and Meltzl, or to the fear
of the founders from losing their regular contributors. The relatively open structure
of the ACLU (and the relatively open structure of the discipline they created
through ACLU) was partly due to the nature of the multiple scholarly networks that
made up ACLU. Typically they were loose with different hubs, alike the way
d’Istria, and not Meltzl or Brassai, came to be the scholarly hubs or interfaces for
Thimi Mitko’s presence in the journal’’. They often represented languages,
literatures and cultures which were quite far from one another, and through their
radical alterities could be mis/reinterpreted/recycled/translated more easily and
radically. These are the basic reasons why this huge network of networks could
prove to be one of the real challenges of the future scholarly work that focuses on
the first internationall journal of comparative literary studies, the Osszehasonlité
Irodalomtorténelmi Lapok / Acta Comparationis Litterarum Universarum.
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After December 1989, the Romanian literary field entered a troubled phase
of revision that affected both its self-perception and sense of history. It then
emerged from a long period of totalitarianism that had established its functioning
as a permanently negotiated conflict between the political and the aesthetical
principles. All of a sudden the ideological debates seemed superfluous precisely
because they had been constitutive of this semi-autonomous field; and a long and
difficult process of reconsidering the literary past began. This triggered an
expansion towards the literary production of the Romanian exile, an impressive
revaluation of autobiographical literature (diaries, memoirs of interwar intellectuals,
prison literature, a.s.o.), and consequently a critical revisiting of the literary canon.
One major effect of this broadening of the scope and stakes of Romanian literature
has been the accessibility (if not the proper assessment) of Monica Lovinescu’s
critical work for the Romanian literary public.

Monica Lovinescu (1923-2008), the daughter of the modernist literary
critic and historian Eugen Lovinescu, had left Romania in 1947 to settle in Paris,
where she joined the circle of exile intellectuals in opposition to the communist
regime. Since 1962 she had become an editor of Radio Free Europe in Paris, for
which she produced the weekly broadcasts “Teze si antiteze la Paris” (Theses and
antitheses in Paris) and then “Actualitatea culturald romaneascd” (Romanian
cultural news), from 1967 on. Most of her radio chronicles, that had a huge impact
in the Romanian literary field for almost 3 decades, came out in the ‘90s (1990-
1996) by Humanitas Publishing, in 6 volumes. Although her essential contribution
to the functioning of the critical and democratic spirit in the Romanian literary field
during communism had been repeatedly underlined by the most important critics
and historians after 1989, her work has not yet been thoroughly analyzed with
respect not only to her literary and public influence, but also to her theoretical
principles and bearings. Since the ‘trademark’ of her critical activity had always
been the direct reaction to the most recent position takings in the literary field, a
contextualizing of her work seems all the more necessary and relevant.

The present paper endeavors such an analysis of her place within the
Romanian historiographical tradition represented by such personalities as E.
Lovinescu and G. Cilinescu. I will be focusing on the historiographical, and not
just the critical tradition (though the two discourses are interrelated, especially
during the first half of the 20" century) because the most relevant stake in Monica
Lovinescu’s battles is the survival of the interwar tradition and its rituals of
normality; also because, while writing and performing her chronicles for Radio
Free Europe, she is acting in the historical-literary field in a direct manner, by
influencing opinions and prompting attitudes from various groups that were
engaged in the aesthetical-ideological debates of the time.

The reception of Monica Lovinescu’s literary critical work after 1989
generally emphasized her ethical stance and her ‘outsidedness’ to the Romanian
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literary field (both valued either positively or negatively). Thus several histories of
Romanian literature that came out after 2000 evaluate her critical action as a form
of direct and effective reaction to the developments under way in her home
country, from the 1960s on. Alex Stefinescu' compares her role in establishing
literary and ethical hierarchies to that of a supreme court of justice, as she was
highly respected in the avant-garde circles.

For Nicolae Manolescu’, her friend and fellow militant for literary autonomy,
her criticism is to be placed in an almost transcendental perspective (“Noi toti am
ascultat-o cu sfintenie”; “un cronicar literar devenit legenda vie *”). Yet the following lines
of the chapter dedicated to Monica Lovinescu in his Istoria critica a literaturii romdne
take a certain distance since Manolescu considers the ethical turn as decisive in her
literary judgments. These judgments function complementarily to those expressed by
the critics who actually lived in Romania during communism: Monica Lovinescu’s
analyses deal especially with the content of the literary works and with the socio-
political context, “acordind o mai micid atentie artisticului’”. Though highly
appreciative, Manolescu’s tone becomes ambiguous as he underlines her moral stance
and the documentary value of her criticism. He makes recourse to the long-employed
metaphor of the mirror that points to a realistic method and vision not quite prized by
the author of Arca lui Noe® (where the category of the Doric applies to the first and
most unrefined stage of novelistic technique): “Ne privim in ele [cartile ei] ca intr-o
oglinda, care nu ne arata totdeauna nici cum am dori, nici cum ne inchipuim, dar din
aceasta imagine, care ne vine de departe, confruntata cu dramatica noastra experienta
personala, invatam si ne cunoastem mai bine.”’

Though unfair, trivial, and failing to recognize the sense of her criticism,
Marian Popa, a left-wing ideological adversary of Monica Lovinescu’s, comments
upon the same dominant principles in her chronicles: the ethical criterion and the
militant stance®.

' Alex. Stefanescu, Istoria literaturii romdne contemporane, 1941-2000 (History of Contemporary
Romanian Literature), Bucharest, Masina de scris, 2005, p. 697. Unless otherwise specified, all the
translations from Romanian are mine.

% Nicolae Manolescu, Istoria criticd a literaturii romdne. 5 secole de literaturd (A Critical History of
Romanian Literature. 5 Centuries of Literature), Pitesti, Paralela 45, 2008.

® Ibidem, p. 1206. (“All of us had listened to her as to a sacred voice...” - my transl.).

* Ibidem (“a literary columnist that became a living legend” - my transl.).

> Ibidem, p. 1209. (“paying less attention to the artistic level” - my transl.).

® Nicolae Manolescu, Arca lui Noe. Eseu despre romanul romdnesc (Noah’s Ark. Essay on the
Romanian Novel), Bucharest, 1001 Gramar, 1998.

"1dem, Istoria criticd a literaturii romdne. 5 secole de literaturd, ed. cit., pp. 1210-11 (“We look into
her books as if they were a mirror that does not always reflect us as we wish, or we fancy
ourselves; yet from this image, that reaches us from afar, confronted with our dramatic personal
experience, we learn to know ourselves better.” — my transl.).

8 Marian Popa, Istoria literaturii romdne de azi pe mdine (History of Romanian Literature From
Today to Tomorrow), Bucharest, Semne, 2009, Vol. II, pp. 1055-1057.
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From a different (ideological) perspective, Cornel Ungureanu, one of the
first literary historians to study the phenomenon of the exile in its connections with
the literary culture in the home country, praised her involvement in the political
battles of the literary field, but adds that “tocmai aceastd implicare sacrifica, in
unele cazuri, adevirul estetic al operei. Sau il asaza in paranteze.”

Her position in the literary field seems thus to be distanced from both the
avant-garde, aesthetical pole, and the ideological, party-controlled one. The
advantages of such a position are certain, if one thinks of Starobinski’s theory of
critical reading'®, or, more recently, of Franco Moretti’s concept of ‘distant reading.”"'
Monica Lovinescu herself comments on this/ her view in a chronicle from the third
volume of Unde scurte: the foreigner’s perspective is part of a contemporary
posterity (also the title of this volume) that explains the failure of Romanian epic
literature (with very few exceptions) to stir the interest of the Western reader. This
failure is due to the mistaken belief that aesthetic value as such could guarantee
literary success, and not the actual circumstances related to context and reception
(6 March 1981)"%. Yet one major disadvantage, in a historical perspective, is that
such a position (and such an actor in the literary field) has little chances of being
appropriated and truly integrated in the intellectual conversation.

The idea that her chronicles represented an alternative both to the official
literary ideology and to the aesthetic principles that were structuring the Romanian
literary criticism of the time is emphasized by Gheorghe Grigurcu in the entry on
Monica Lovinescu for Dictionarul scriitorilor romdni”. Grigurcu defends her
position against the biased critics and ideologists who, supporting the official party
propaganda, accused Monica Lovinescu of stepping aside the aesthetical tradition
(thus the argument of the autonomous pole in the field was being turned against
her). This blame is perversely constructed since it also implied a denial of the
father figure from her part, a refusal of his heritage (expressed by such canonical
texts as Titu Maiorescu si posteritatea lui critica from 1943, or the volume on
“Evolutia criticei literare”, part of his Istoria literaturii romdne contemporane,
1926-1929)."* Her politicized ethos was actually masking the same aesthetic
principle, comments Grigurcu in his attempt to reconcile Monica Lovinescu with

® Cornel Ungureanu, La Vest de Eden. O introducere in literatura exilului (West of Eden. An
Introduction to Exile Literature), Timisoara, Amarcord, 1995, p. 173 (“precisely this involvement
sacrifices, in some cases, the aesthetic truth of the literary work. Or brackets it.” — my transl.).

10°See, for instance, Jean Starobinski, La Relation critique, Paris, Gallimard, 1970.

" As illustrated by Moretti’s Graphs, Maps, Trees. Abstract Models for Literary History, London & New
York, Verso, 2005.

2 Monica Lovinescu, Unde scurte (Short Waves), Bucharest, Humanitas, 1990-1996, 6 vols.

'3 Mircea Zaciu, Marian Papahagi, Aurel Sasu (coord.), Dictionarul scriitorilor romdni (The Dictionary of
Romanian Writers), Bucharest, Romanian Cultural Foundation, 1998, Vol II : D-L, pp. 764-768.

" E. Lovinescu, Titu Maiorescu si posteritatea lui criticd (Titu Maiorescu and His Critical Posterity),
Bucharest, Casa Scoalelor, 1943; Idem, “Evolutia criticei literare” (Evolution of literary criticism),
in Istoria literaturii romdne contemporane (History of Contemporary Romanian Literature),
Bucharest, Minerva, 1981, vol. 1.
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the ‘good’ critics in the country (who practiced, as he admits, only a moderate
courage and told partial truths). His reading situates Monica Lovinescu in
Maiorescu’s line, setting the direction for a literature that had long lost its course:
“M. Lovinescu ilustreazd cu prestantd stadiul actual, de constiintd etica,
luptatoare, al esteticului, supus unor primejdii fara precedent. E vorba de evolutia
fireasca a ideii autonomiei esteticului intr-un context nou, in care pericolele apar
atat din afard, cit si pe propriul teritoriu.”'> Tempting as it may be to reinsert her
criticism in the ‘right’ tradition, one has to be careful not to misinterpret in this
process certain key passages in her chronicles that reveal a slightly, but
significantly different view. Even Grigurcu, one of the keenest commentators of
her work, reduced the singularity of such a stance by calling it ‘alternative’ with no
further determinations.

I propose then to look into some of Monica Lovinescu’s position takings
regarding her relation with this aesthetical tradition and her analytical criteria.

The direct references to E. Lovinescu and G. Calinescu in her critical work
and also in her diaries are scarce. As the reader advances on the temporal line, they
become even scarcer. Certainly there are different reasons for this reluctance:
discretion, a good education, and/ or the will to make her own way would explain
her refusal to write about the father; while Calinescu, who had been her teacher at
the university, is regarded partly with admiration for his work published before
World War II, partly with disappointment for his ethical compromise after that.
(The differences and disputes between the two critics must have played a part as
well.) She places Célinescu in the interwar literary field, when he gave his major
contribution to Romanian literary criticism and historiography. Several times she
deplores the fact that his impressive Istoria literaturii romdne... was not reprinted;
this should happen not in order to refuel the cult around Cilinescu (the
exaggerations of which she ironically signaled), but because it is a scandal that the
work of one of the most original writers in our literature'® is not actually read by
the general public. Anyway both of them (though one more than the other) are
representative for a literary epoch characterized by normality and civility, an epoch
which Monica Lovinescu regards with profound nostalgia being at the same time
acutely conscious of its break with the present.

The most valuable feature of the literary tradition that started with Titu
Maiorescu and included (in E. Lovinescu’s account) both E. Lovinescu and G.
Cilinescu is the prevalence of the aesthetical criterion in the critical judgment. This
criterion was part of a constellation of professional options that included the
impressionistic style in the footsteps of Anatole France, Jules Lemaitre or Emile

'S Gh. Grigurcu, in Zaciu et al., op. cit., pp. 767-8 (“M. Lovinescu authoritatively illustrates the present
stage in the history of the aesthetic, under unprecedented, dangerous circumstances. It is the stage of its
ethical conscience. This is a natural evolution of the idea of the aesthetical autonomy in a new context, in
which the threats originate both from the outside, and on its own surroundings.” — my transl.)

16 A she calls him in Unde scurte, vol. 11, p. 103.
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Faguet, the preference for the chronicle genre in criticism, and the encyclopedic
view on literary history.

From all these, Monica Lovinescu seems to have prized only the form of
the short essay (literary chronicle). Surely this choice can also be explained by the
constraints of the radio broadcasting. M. Lovinescu’s critical essays were written in
order to be read and listened, not to be published (before 1989, a small selection of
them was published by an exile press in Madrid, in 1978, with very limited
circulation). To be concerned with her published work must have seemed
preposterous to M. Lovinescu at that time; she sounded a note of despair and bitter
irony when writing on the writer’s compromise for the sake of the work: “sd ma
mai intreb de ce scena aceasta, ca si Requiemul Annei Ahmatova, ca si paginile de
memorii ale Nadejdei Mandelstam Tmi revin in minte ori de cate ori aud un scriitor
sau altul din Romania explicdndu-si demisiile, concesiile sau chiar laudele aduse la
Curte prin necesitatea de a-si vedea opera — singura ce conteazi — publicata?”"’. If
her criticism is important as part of Romanian literary history under the communist
regime, it is so due to its documentary value and also through the critic’s involvement
in the field as producer of literary history. I am referring here mostly to the
institutional history of literature, to the representation of the various positions and
trajectory changes that dynamize the literary life of a period, according to Pierre
Bourdieu’s theory'®. The critic as historian pays attention to the emergence of new
trends, to the signs of involution of a certain manner, etc. This attention does not
for a moment lose sight of the ethical or political implications of such phenomena.
And this institutional history is not unrelated to the immanent, ‘aesthetical’ history
of the evolution of forms, genres, etc.

The similarities with the interwar masters in terms of style or literary
manner are obvious but superficial. Monica Lovinescu has the ability to select the
dominant quality of a literary work or a writer, the so-called qualité maitresse
valued by the impressionist critics: Mihai Beniuc incarnates the type of the police
informer'® (“caine de paza si auxiliar al securitatii”); “Marele singuratic de Marin
Preda reprezinti prima incercare serioasi de a ne da o carte a Fiului”*’; Adrian
Paunescu is the court poet, a.s.o. More important than these qualities of her writing
that recall the vivid style of her forerunners is the feeling of the urgency of action
in favour of a dissident writer, or of a protest of the Writers’ Union, or the
revaluation of a classic or modern writer. Monica Lovinescu embraces the causes

"7 Monica Lovinescu, op. cit., vol. III, p. 194 (“should I ask myself why this scene, and also Anna
Ahmatova’s Requiem, and Nadejda Mandelstam’s memoirs come to my mind every time I hear that
a writer or another in Romania explains his ethical demise, concessions, or even his homage to the
Court by the necessity to see his work published — the only thing that matters?”” — my transl.).

'8 Pierre Bourdieu, Les Régles de [’art. Genése et structure du champ littéraire, Paris, Seuil, 1992.

' Monica Lovinescu, op. cit., vol. I, p. 41 (“watchdog and auxiliary of the Securitate” — my transl.).

% Monica Lovinescu, op. cit., vol. II, p. 17 (“Marin Preda’s The Great Loner is the first serious
attempt to give us a book of the Son” — my transl.).
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that are generally ignored, from one reason or another, by her colleagues in
Romania (Paul Goma, Dorin Tudoran, to mention only two examples).

Although many chronicles are dedicated to the reception of past writers, or
to the intellectual developments in the countries from the Eastern Bloc, or to the
latest trends in philosophy, theatre, cinema, or other aspect of the French cultural
life, Monica Lovinescu’s focus definitely remains on contemporary Romanian
literature. This engagement presupposes a strong concern for the ideological
battles taking place in the present; a concern that she shares with her father, yet
under different political conditions (the period between the 1960s and the late
1980s had marked a strong return of the heteronymous influences on art and
literature). So she cannot offer just an analysis of literary forms, but has to reveal
the distorted functions of these forms. A hermeneutical reading has to be applied to
the mechanisms of literary policies, to gestures and attitudes that have the power of
modifying the ‘normal’ course of literary evolution. For instance, several important
essays in Unde scurte 1 lucidly represent and explain the state of the literary field
on the verge of liberalization (1961-1964): the rhetoric of commemorations, the
revaluation and reprinting of the modernist writers, the practice of exporting only
convenient bits and pieces of contemporary literature in carefully planned
anthologies, a.s.0. Beyond the official propaganda bracketing the Mangalia party
gathering in 3 August 1983, M. Lovinescu reads the signs of a systematic threat for
Romanian culture (see Unde scurte 1V, 23-30 September 1983). And the examples
are countless.

An important theme of Unde scurte is that of the disease affecting
Romanian literature and culture in general. One symptom of this is the
proliferation of celebrations (“sarbatorita cronica”'). The wannabe realistic
literature published in Romania is nothing more that “un stranut in locul unei
agonii”*>. Before the crucial Writers’ National Conference in 1981 she practiced
“o radioscopie a structurilor Uniunii”®. This medical imaginary constructs the
image of a literary field that functions as a sick, alienated organism. Its disease is
generated by “relativizarea notiunilor de bine si de rau”, as she notes in the
foreword to the third volume.** In order to efficiently react to this, Monica
Lovinescu makes no use of the aesthetical autonomy principle (the flag raised by

I Idem, vol. III, p. 19 (“the chronic feastilitis” — my transl.).

22 Ibidem, p. 31 (“a sneeze instead of an agony” — my transl.).

3 Ibidem, p. 180 (“a radioscopy of the Writers’ Union structures” — my transl.).

2% Ibidem, p. 6 (“the constant relativization of the notions of good and evil” — my transl.). See also
Eugen Negrici’s comment: “Literatura dezvoltata sub guvernare totalitara nu ar putea fi inchipuita
decat ca un soi de teren al anomaliilor stilistice, cu excrescente, formatiuni insidioase, multiplicari
stranii, deformari vicioase, concrescente defensive.” (“The literature that has developed under a
totalitarian government could only be pictured as a field of stylistic anomalies, with sick growths,
insidious formations, strange multiplications, vicious deformities, defenssive concrescences” — my
transl.). In Eugen Negrici, lluziile literaturii romdne (The Illusions of Romanian Literature),
Bucharest, Cartea Roméaneasca, 2008, p. 51.
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the Romanian critics and writers to justify their lack of reaction or diverse forms of
compromise). Instead she insists on the necessary ethical stance to be taken. When
distinguishing between the two points of view, the tactical one and the truth®, or in
the famous parable of the two inks, one used for ‘pure’ literature, the other for the
newspaper article’®, M. Lovinescu implicitly pleads for the higher adequacy of the
ethical criterion in judging a literature that is no longer autonomous. The ethical is
not just a detour for the aesthetical, but a standard as such that incorporates critical
objectivity (as with E. Lovinescu) and goes beyond it, to the issue of the
responsibility of the writer as an individual and as part of a collective body.

Such a critic has little reason for optimism: “Prima reactie la logocratia de
la congres a fost si nici n-o mai comentim. Insi una din primejdiile majore ale
limbajului ideologic — in repetitivitatea sa nefastd — std tocmai in resemnarea
consternata. (...) Pur si simplu s devenim indiferenti la limbajul ideologic, lasandu-1
sa vorbeasca singur. Numai ca atunci limbajul acesta ne vorbeste pe noi, separandu-ne
de real. Iati de ce am reactionat totusi.””’ When she celebrates a writer, the
motivation is complex and expressed from the prophetic distance of the future
hierarchies; quoting from N. Steinhardt (“Curajul (...) — nu-i mai putin absolut
necesar scriitorului decat talentul”®), she comments: “literatura romana ar trebui sa
recunoascd n N. Steinhardt pe unul dintre acei (atat de rari) terapeuti rascumparand,
intr-un fel de gest aproape sacrificial, demisii, compromisuri, pete.”

In her writings, Monica Lovinescu provided the Romanian readership with
a complex and agonistic representation of the literary field, otherwise threatened by
a certain uniformity (albeit constructed in a polarized, dichotomic manner by the
autochthonous literary historical narratives). Her fidelity for the ethical principle,
while not excluding the intrinsic evaluation criterion of the literary field (often used
as an excuse for the lack of the former by Romania-based critics), opens the
perspective for the existence of an ethical canon’, all the more necessary in our
post-communist context.’'

2 In Unde scurte 1, ed. cit., p. 144.

%6 1dem, vol. 111, p. 340.

7 Ibidem, pp. 324-5. (“My first reaction to the congress logocracy was no comment. Yet one of the
major dangers of ideological language — in its unfortunate repetition pattern — lies precisely in this
consternated resignation. To become indifferent to this ideological language, and let it speak for
itself. It’s just at this point that this language starts talking in us, separating us from the real. This is
why I finally reacted.” — my transl.).

28 Ibidem, pp. 344-5 (“Courage is no less necessary for a writer that his talent.” — my transl.).

% Ibidem, p. 346. (“Romanian literature should recognize in N. Steinhardt one of its so rare therapists that
redeem demises, compromises, stains, through a kind of gesture that is almost sacrificial.” — my transl.).

% Discussed by Sorin Alexandrescu in Privind inapoi, modernitatea (Looking Backwards, Modernity),
Bucharest, Univers, 1999, yet with a different focus.

31 Camelia Criciun writes that Monica Lovinescu, “in her weekly columns also constructed a new cultural and
moral canon” (“Monica Lovinescu at Radio Free Europe™, in John Neubauer, Borbala Zsuzsanna (eds.), The
Exile and Return of Writers from East-Central Europe: A Compendium, Walter de Gruyter, 2009, p. 288).
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«ILS SONT TOUS MES FILS ! » L’INSTITUTION DU
PARRAINAGE LITTERAIRE ET LA GENERATION 1980

MAGDALENA RADUTA"

ABSTRACT. ‘They are my sons, all of them!’. The mentor figure and the 80
literary generation. The Romanian literary space of the last communist decade
made visible one of the most rapid legitimation trajectories of all literary history:
in five years or less, the group of young writers known as the 80 generation make the
change from a ‘normal’ avant-garde to a powerful literary presence. A significant role
in that trajectory is played by their mentors, placed in dominant positions of the literary
field: critics and university professors, they encourage and support the 80 generation,
in an effort to block the influence of the writers close to the communist ideology.
The paper proposes an overview of these efforts and tries to analyze their effects in
the confrontation between different literary values.

Key words: literary field, literary mentor, generation, cenacle, Romanian communism,
legitimation, avant-garde, literary history.

REZUMAT. , Astia sunt biietii mei!” —mentorul de cenaclu si generatia 80.
Impunerea generatiei literare 80 urmeaza unul dintre cele mai rapide trasee din
istoria literard romaneasca: in mai putin de cinci ani, tinerii scriitori ajung, din
avangardisti ,,normali”, figuri puternice, inconturnabile, ale spatiului literar din
ultimul deceniu comunist. O posibila explicatie a acestui traseu ar putea fi cdutata
in rolul mentorilor din cenaclurile studentesti in care se sudeaza generatia: critici
literari influenti si profesori la facultatile de filologie, ei incurajeaza si sprijina
generatia 80, intr-un efort de blocare a influentei scriitorilor apropiati de polul
ideologizat. Articolul de fatd propune o descriere succintd a efectelor acestor
eforturi, in interiorul luptei pentru conservarea valorilor literare specifice.

Cuvinte cheie: camp literar, mentor literar, generatie, cenaclu, comunism
romanesc, legitimare, avangarda, istorie literara

Tradition d’histoire littéraire oblige, toute démarche biographique inclut un
détour sur les « commencements » littéraires d’un auteur : débuts, affiliations et
désaffiliations plus ou moins bruyantes aux rédactions des revues, fréquentations
des cénacles et cercles littéraires etc. Regardés comme inéluctables, ces commencements

* Professeur assistante au Département d’Ftudes Littéraires, Faculté des Lettres, Université de Bucarest,
chercheur postdoctoral a I’Université Babes-Bolyai de Cluj-Napoca. Intéréts de recherche : sociologie
littéraire, histoire de la littérature roumaine, histoire de la presse. E-mail: magdalena.raduta@litere.ro.
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sont cependant considérés par ’histoire littéraire autonomiste comme appartenant a un
trajet « de vie » et non pas « de I’ceuvre ». Ce sont seulement les partisans de la soi-
disant lecture externe qui se permettent une approche qui rend visible la logique de
légitimation comme accumulation du capital symbolique' et le recours aux valeurs
dites spécifiques de 1’espace littéraire : désintéressement affiché, dénégation assumé de
toute croyance autre que le jeu gratuit de I’art .

On choisit comme point de départ d’une analyse assez succincte un cas de
figure de I’histoire littéraire récente : la génération 80 et son trajet d’imposition dans la
derniére décennie communiste. Son succeés (lu comme consécration et reconnaissance
par les paires) est, vingt ans apres, indiscutable. Dans une lecture externe, ce qui ferait
le noyau d’analyse sera le point de différenciation parmi les groupements de nouveau-
entrants : leurs imposition spectaculaire puisque tellement rapide, leurs effets de
coagulation autour du pole peu idéologisé du champ littéraire, le statut ambigu
d’avant-gardistes qui recoivent la bénédiction des notables.

Le trajet d’imposition des membres de la génération 80 inclut, selon nous,
trois étapes essentielles : la cohésion autour des cénacles estudiantins, le début en
volume et les prix littéraires. Une voie compléte vers la 1égitimation, qui s’acheve
dans une décennie, avec un pic de rapidité autour des années 1979-1982. C’est une
légitimation trés rapide, qui dépasse le rythme de vieillissement social traditionnel :
la reconnaissance par le pole dominant, démontrée a travers les prix littéraires, ne
survient d’habitude dans un intervalle temporel tellement réduit. Cela confére au
mouvement des quatre-vingtistes une position a part a I’intérieur du paradigme
avant-gardiste : leur rapide 1égitimation pourrait étre mise en relation avec le role
de leurs mentors, avec la spécificité du sous-champ éditorial de I’époque et la
popularité des formes de sociabilité littéraire. La stratégie éditoriale mise au point
par «les jeunes loups », nom de guerre de la nouvelle vague, inclut les plus
diverses modalités pour conquérir une place plus forte dans le champ littéraire de
I’époque. Ils utilisent la politique assez restrictive qui dominait le sous-champ des
maisons d’édition pour dépasser les termes imposés par les éditeurs et par la
censure et pour arriver a un degré plus fort de reconnaissance dans le champ. Le
début en volume est, selon les lois du champ, la plus importante marque
d’appartenance au métier, le signe de légitimation qui confére le droit de se
revendiquer comme tel. Etre écrivain c’est, en fin de compte et dans une logique
strictement sociologique, « avoir écrit des livres » ; le début consacre ce signe

Pour les références et les commentaires suivants, on utilisera surtout le plus important livre de Pierre
Bourdieu sur la question, Les Régles de I’Art, Paris, Editions du Seuil, 1992, sans négliger la réflexion
faite tout au long de 1’ceuvre du savant frangais. On prendra également en discussion les commentaires
critiques apportés par la pléiade de chercheurs frangais du domaine, surtout les opinions vraiment
pertinentes de Bernard Lahire, dans La Condition Littéraire. La double vie des écrivains, Paris, Editions
La Découverte, 2006, contre la réduction des individus a leur statut d’«agent du champ littéraire ». Voir
¢également Michael Einfalt, Joseph Jurt (éd.), Le texte et le contexte. Analyse du champ littéraire frangais
(XIX® et XX° siécles), Berlin, Arno Spitz, Editions de la Maison des Sciences de I"'Homme, 2002.
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d’appartenance et confére la 1égitimité pour proclamer une place parmi des pairs :
« Parvenir, objectivement, a la publication, c’est ce qui signe le passage de
I’écrivant a 1’écrivain, ouvrant la possibilité de dire ‘je suis écrivain’ sans trop
risquer le désaveu de 1’autrui ou — pire — de soi-méme. Car c’est seulement dans ce
moment crucial ou I’on est publié que se rejoignent les trois moments de 1’identité :
I’auto-perception (se percevoir comme ¢€crivain), la représentation (s’exposer
comme tel) et la désignation (&tre reconnu par autrui) »”.

Par le premier livre publié, les membres de la génération 80 arrivent a
légitimer encore plus leur présence dans le champ littéraire : commencé comme un
mouvement estudiantin qui prenait forme dans les cercles des jeunes philologues et
qui possédait beaucoup de traits d’un mouvement underground, la littérature des
quatre-vingtistes entre, a travers leurs livres, dans le jeu « adulte », dans le circuit
littéraire normal. Ils ne sont plus regardés comme des étudiants qui jouent a la
littérature dans des mansardes des facultés, méme si les cénacles continuent leur
activité. Pour les jeunes loups, les volumes collectifs venaient renforcer 1’image
soudée perpétuée pendant leurs prises de positions dans les revues estudiantines.

Au cas du groupe bucarestois, les volumes® étaient ouverts par des
présentations des mentors de cénacle. Naturellement élogieuses, les textes d’ouverture
apportent encore une fois 1’image des jeunes écrivains unis par « la maniére commune
de faire et de comprendre la poésie »* et par « des préoccupations et des maniéres
d’écriture [qui] convergent vers une étape tout a fait nouvelle dans notre prose»’. Les
verdicts des deux mentors sont catégoriques : les jeunes auteurs inclus dans les
volumes font, vraiment, preuve de rupture avec tout ce que l’on avait écrit
auparavant dans la littérature roumaine. Les poétes, eux, écrivent sensiblement
autre chose que les poctes d’avant : « il y a plein de différences entre leur poésie et
la poésie de leur prédécesseurs pour soutenir I’idée d’un changement de génération
littéraire »°. Les prosateurs sont soigneusement placés par Crohmalniceanu (qui, de
sa longue expérience, savait bien que les ruptures doivent &tre adoucies pour
s’assurer un parcours sans accidents) dans la prolongation d’une tradition de la
prose courte, mais avec des accents particuliers qui rendent autonome le profil du
groupe : « on est tous les témoins d’une ressuscitation du genre [de la prose courte]
qui végétait depuis longtemps [...]. Le phénomene se répéte, mais cette fois-ci sous
une forme tout a fait différente. Les réalités de la vie contemporaine sont non
seulement découvertes par les écrivains, mais assumeées, également. [...] A la suite,

2 Natalie Heinich, Etre écrivain. Création et identité, Paris, La Découverte, 2000, p-7.

3 Mircea Cartarescu, Traian T. Cosovei, Florin laru, Ion Stratan, Aer cu diamante (L’air diamant¢),
Bucarest, Editions Litera, 1982 ; Bogdan Ghiu, Ion Bogdan Lefter, Mariana Marin, Romulus Bucur,
Cinci (Cing), Bucarest, Editions Litera, 1983 ; Desant 83 (Assaut 83) — prose courte par 16 jeunes
auteurs, Bucarest, Editions Cartea Roméaneasca, 1983.

*N. Manolescu, Bilete de papagal (Billets de perroquet), préface du volume Aer cu diamante, éd. cit., p. 5.

> Ov. S. Crohmilniceanu, préface du volume Desant 83, éd. cit., p. 6.

® N. Manolescu, ibidem.
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les jeunes prosateurs se distinguent par une désinvolture symptomatique dans la
présentation des mécanismes, parfaites ou défectueuses, de la dynamique sociale »”.

La plupart de jeunes auteurs inclus dans les volumes collectifs n’étaient
pas débutants au propre sens du terme : tous les poetes de 1’ Air diamanté avait déja
un livre paru (et Cosovei méme deux) ; parmi ceux de Cing, Mariana Marin avait
elle aussi publié un volume individuel en 1981. Dans le groupe de prosateurs, Mircea
Nedelciu, Sorin Preda, Nicolae Iliescu, Constantin Stan avaient déja publié des romans
et des recueils de prose courte avant décembre 1983, la date de parution de I’Assaut ;
Lefter et Cartarescu figuraient dans les autres volumes collectifs, avec des poémes.

On ne se trouve donc proprement dit devant un début en groupe, plutot
devant une nouvelle manifestation de 1’esprit commun né dans les cénacles, devant
une reprise de la mise en vedette comme noyau principal de la génération. La
réception critique des volumes collectifs bucarestois légitime en effet les groupes
des cénacles de Lundi et Junimea comme les principaux représentants de la
génération. Le vocabulaire des premicres chroniques est extrémement belliqueux :
on parle d’un débarquement, d’un assaut militaire, d’une attaque en force. La fin de
la préface de Crohmalniceanu justifie en fait cette tournure « de guerre » : le
critique concluait sa présentation avec un trés fort « attaquez ! »°.

Pour les groupes de province, 1’imposition se fait dans une maniére moins
forte, mais également décisive ; la pratique des volumes collectifs s’y maintient,
tout comme les concours de début et les cahiers des débutants. Entre 1977 et 1988,
les maisons d’éditions Dacia de Cluj, Junimea de Iasi et Facla de Timisoara
assurent presque 33% du total des apparitions des volumes de début.

L’image de cette offensive qui, tout au long du 9°™ décennie, est menée
par les jeunes loups de la génération n’est pas compléte si on oublie le nombre
important des prix littéraires décernés aux jeunes auteurs. Leur 1égitimité dans le
champ s’accomplit par ce signe de distinction qui est le prix d’une institution
littéraire ; leurs positions deviennent plus fortes a travers cette reconnaissance par
les pairs et, plus important, par les instances qui établissent le canon et les valeurs
spécifiques. Les jurys de 1’Union des Ecrivains et des associations régionales, des
revues et des festivals, de I’Union de la Jeunesse Communiste, des maisons
d’éditions de Bucarest ou de province conférent aux lauréats la ultime raison pour
achever leur légitimation : le prix. Ils sont reconnus comme les représentants de la
nouvelle maniére de faire la littérature, ils sont acceptés comme tels et promus
comme les meilleurs.

Les « jeunes loups » ont I’appui direct et ouvert des critiques littéraires qui
possédent le plus de capital symbolique, qui établissent la liste canonique et qui
sont simultanément leurs mentors dans les cénacles et les revues littéraires.

70v.S. Crohmalniceanu, ibidem.

8 Mihai Coman, « Micul desant » (Le petit débarquement), in SLAST, n°. 3 (121)/1984 ; Dan C. Mihiilescu,
«Asaltul narativ » (L’assaut narratif), in Contemporanul, n°. 7/février 1984 ; Dan Radu Stanescu, «Proza
scurtd la ora adevarului » (La prose courte a I’heure décisive), in Viata romdneasca, n°. 3/mars 1984.

66



«ILS SONT TOUS MES FILS ! » L’INSTITUTION DU PARRAINAGE LITTERAIRE ET LA GENERATION 1980

En situation de début, le parrain garantit pour cet anonyme qui est le jeune
écrivain la présence de la croyance, de [ illusio — il fait le premier geste de présentation
et d’investiture, il assure 1’inscription d’un nom inconnu dans un espace familier pour
les deux, mais ouvert seulement pour un seul, le mentor. Contrairement a I’agent
double (éditeur, galeriste etc.), le parrain n’a comme spécificité¢ de position la double
logique (stimuler la croyance du producteur dans I’« art pur » et veiller simultanément
a ses propres intéréts économiques) ; il se soumet a la logique de la reproduction
(idéalement, intégrale) de ses croyances et de ses valeurs a I’intérieur d’un espace
littéraire ou il détient la position dominante ; et c’est cette méme volonté de
reproduction qui renforce sa position dominante.

Si le poids littéraire de la génération naissante est mis par N. Manolescu
(en 1978, dans une interview prise par un membre actif de son cénacle) sous le
signe de la probabilit¢ - « vous et vos collegues, nés dans le moment méme de
notre début, pourriez étre les premiers représentants d’une autre galaxie que nous
rencontrons aujourd’hui dans les espaces de I’histoire littéraire »°, ses interviews
futures ponctuent 1’évolution du processus de réception de la jeune littérature.
Quatre années apres |’annonciation de cette grande promission littéraire, les
anciens étudiants sont maintenant « poé¢tes de talent, auteurs de bons livres et
lauréats de prix littéraires »'’. Enfin, dans une déclaration de 1’année suivante, le
mentor de la génération 80 a déja ’image compléte de I’imposition, mais il est
également conscient des difficultés surmontées par ses jeunes émules : « Dans la
littérature, I’arrivée d’une génération nous surprend toujours. (...) C’est éblouissant
comme la réaction la plus fréquente semble étre la peur : non, dit tout le monde, ce
n’est pas possible, ce n’est pas une génération, c’est seulement une ... promotion
littéraire, tout au plus ! Comme si le tabou linguistique pourrait chasser le danger,
le diable ! »'". Pour ’autre mentor du cénacle, Ovid S. Crohmilniceanu, le moment
d’apparition d’un volume collectif avec les proses de ses étudiants est le jour de la
confession d’une paternité : « Mais oui, ils sont tous mes fils ! Je suis devenu pére
a 62 ans et, qui plus est, j’ai une nombreuse progéniture et elle me rend
complétement fier ! »'2.

Dans leur trajet d’imposition, les jeunes écrivains de la génération
arrivent a également connaitre la célébrité par un effet de distorsion di au caractere
modifié du champ littéraire communiste. Vus comme proches du groupe des
écrivains désengagés, qui ne participent pas au bruyant étalage de nationalisme et

? Interview dans Amfiteatru, n° 5 (149)/1978, p. 10.

10 Ateneu, an XIX, n° 7/octobre 1982, p. 2-3. Le titre de I’interview est presque aussi riche en
significations que les déclarations directes du critique : « Notre devise a nous, tous ceux qui s’occupent
de la jeune littérature, devrait étre 'la valeur avant toute chose' ».

Y Interview par Gh. Grigurcu, dans Familia, an XIX, V¢ série, n° 31 (120)/mars 1983, p. 9. La
citation qui donne le titre a toujours un certain poids allusif pour le lecteur de 1’époque : « Le talent
et le caractere sont la méme chose dans chaque métier qui implique la conscience morale ».

12 Interview dans Tribuna, n° 14/5 avril 1984, p. 5.
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d’enthousiastes louages pour le parti et pour son dirigeant, ils deviennent trés tot —
a partir de 1981, comme on comprend de la recherche dans les archives de presse —
cible des attaques du groupe des protochrones, réuni autour de E. Barbu. En conflit
direct et ouvert avec le camp de la critique esthétisante a cause du scandale du
plagiat dénoncé par N. Manolescu', le groupe choisit comme cible les jeunes
poctes et prosateurs des cénacles de Bucarest, premiérement a cause de leurs
mentors. Les jeunes loups entrent donc dans cette lutte par une voie indirecte,
mais une fois y entrés, ils n’en ont qu’a gagner. Etre injurié par la Saptamdna est
une vraie chance pour I’accumulation de capital symbolique dans le champ : c’est
le plus important signe que I’on se trouve dans le « bon camp », celui opposé aux
communistes.

Dans des rubriques comme La semaine en bref, Chronique de librairie ou
ABC, les vers des jeunes poctes sont cités comme des curiosités et des faits divers
censés amuser le grand public — d’ailleurs, la premiére rubrique a ce caracteére de
sottisier hebdomadaire. La poésie de Cartarescu, par exemple, est désignée sous
I’étiquette de « somme de platitudes et de banalités, délire verbal complétement
délabré d’un petit velléitaire spécialiste de I’argot a quatre sous »'*.

La campagne des représentants du podle idéologisé contre la jeune
génération en ascension ne se résume guére aux attaques de Sdaptamdna. Un
supplément littéraire de 1’organe central de presse de 1’Union de la Jeunesse
Communiste, supplément connu sous I’abréviation de SLAST (Supplément
Littéraire Artistique de Scdnteia Tineretului) commence au milieu des années 80
les attaques contre les quatre-vingtistes. L’accusation principale : leur « textualisme »,
coupable de cosmopolitisme et d’éloignement de vrais problémes de la littérature
actuelle. L accusation de textualisme est le début de complications pour les quatre-
vingtistes : « Aprés quelques chroniques littéraires ou on était désigné sous
I’étiquette de textualiste, c’était le tour de Saptamdna, avec une pluie d’injures et
puis, comme par magie, on avait des difficultés a la publication. C’était comme une
tache au dossier, cette étiquette. »!

Les rencontres dans des cénacles et leur position proche du poéle anti-
idéologique ont transformé les membres de la génération en cibles des services de
sécurité roumaine. Aux yeux des services secrets, méme se rencontrer pour lire des
poésies est subversif et dangereux. Apres la dissolution du cénacle de Lundi, des
informateurs participent réguliérement aux réunions du cénacle du complexe
estudiantin Tei, ou les quatre-vingtistes avaient trouve un substitut du cénacle de la

"3 Dans un article de la revue Romdnia Literard (n° 2/janvier 1979), N. Manolescu dévoile le multiple
plagiat d’E. Barbu d’aprés les mémoires de K. G. Paustovski Temps de jadis, d’Ilya Ehrenbourg (le
IV® volume de Les gens, les années, la vie), les souvenirs de M. Koltsov et quelques fragments de
romans d’A. Malraux et Hemingway. Le procédé et 1’écrivain sont publiquement désavoués par
1’Union des Ecrivains. A la suite, Eugen Barbu perd sa position dans le Comité Central du PCR.

'* ABC, anonyme, dans Séptamdna, n° 30 / juillet 1989, p. 4.

15 Interview de M. Nedelciu, dans Interval, no. 4 / 1998, p. 18.
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faculté des lettres. Selon les notes informatives, les discussions du cénacle et les
créations lues étaient aussi subversives et « contre I’ordre de 1’Etat » comme dans
I’ancien cénacle de Manolescu :

« Dans la deuxiéme réunion du cénacle on allait lire une piéce de théatre de
Matei Visniec, qui, selon nos informations, avait déja réveillé I’intérét des gens de
lettres par la présentation de la vie comme une prison, une cellule. Parmi les
participants on affirme (Elena Stefoi) que la dissolution du Cénacle de Lundi n’a
rien signifié, que ce nouveau cénacle sera mieux organisé et ‘défendu de n’importe
quel premier venu’, il sera donc plus compacte. On apprécie de plus (I. Grosan)
que dans 1’avenir on va assister a une multiplication des cénacles. »

Les rapports des informateurs soulignent toujours la présence des jeunes
dans la proximité du groupe de Manolescu — jeunes « élitaires », « non-conformistes »
et «désengagés » :

« On détient des informations sur les intentions du groupe réuni autour de
la revue Romania Literara : ils veulent [...] influencer la jeune génération d’écrivains
et accréditer dans son milieu 1’idée de ’existence d’une obstruction envers leur
tentative de s’affirmer, obstruction venue de la part des officialités. Ils envisagent a
ce but I'utilisation du cénacle Confluences, dont les mentors sont considérés
Nicolae Manolescu et Ov. S. Crohmilniceanu. »'’

« Parmi les créateurs littéraires de Timisoara, a la suite de I’influence
négative du poste Libre Europe et dans le contexte des mécontentements envers
quelques personnes de la direction de 1’Association des Ecrivains, on exprime
souvent des opinions non — réglementaires du point de vue politique [...]: ils
réunissent autour d’eux un groupe de jeunes écrivains négativistes — quelques-uns
dont les création ont ét¢ élogieusement commentées par le poste Libre Europe —
qui se sont rallié aux groupements soi-disant élitaires de Bucarest »'®.

« A la suite du déceés de George Ivascu, ancien directeur de la revue
Romdnia Literara [...] quelques rédacteurs et collaborateurs permanents ont
commencé des manceuvres pour gagner l’indépendance dans la rédaction du
sommaire, en mettant 1’accent sur la dimension esthétique, comme [’ancien
directeur I’aurait voulu. Ils cherchent également des solutions pour réduire les
matériaux politiques au contenu engageant ou d’hommage pour les moments-clé de
notre histoire contemporaine. Les plus actifs dans ces manceuvres sont Nicolae
Manolescu et Mircea lorgulescu. Parmi les changements voulus on peut compter :
[...] publier périodiquement les opinions de jeunes écrivains (Cristian Moraru, Ion

' Note informative, 27 février 1984. ASRI Fond D, dossier n’. 10962, vol. 11, f. 262. Cité par Mihai Pelin
(coord.), Cartea Albd a Securititii (Le livre blanc de la Securitate), Bucarest, Editions Presa
Romaneasca, 1996, p. 295.

17 Note informative, 9 juillet 1981. ASRI Fond D, dossier n°. 10966, vol. 3, f. 58-59.

Cité par Mihai Pelin (coord.), op. cit., p. 220.

'8 Note informative, 4 mai 1983. ASRI Fond D, dossier n°. 10962, vol. 6, f. 14. Cité par Mihai Pelin
(coord.), op. cit., p. 275.
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Bogdan Lefter, M. Nedelciu, T. T. Cosovei) pour qu’ils soutiennent ainsi les
idéaux de leur génération et la littérature désengagée qui les a déja consacrés ;
sélecter et soutenir des étudiants talentueux de la faculté des Lettres pour publier
des matériaux dans le nouveau profile de la revue »'°.

Dans une logique d’analyse externe contextuelle, ces rapports et notes
informatives sont explicables par un mécanisme de 1égitimation inverse, un effet
auroral d’accumulation de capital symbolique qui dérive de ces attaques. C’est le
voisinage qui contribue & I’imposition des membres de la génération 80 en tant que
génération anti-communiste : les attaques contre leur littérature se succeédent sur le
méme ton et presque avec les mémes adjectifs que les attaques contre les « grands
adversaires » du régime, également littéraires et politiques : les critiques esthétisants,
la politique américaine et ouest-européenne pour les droits de I’homme, les
dissidents roumains, les émissions du poste de radio Free Europe.
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MAL D’OMBRE: A SURREALIST INTERPRETATION OF THE
GOTHIC FILM MALOMBRA

BALAZS IMRE-JOZSEF"

ABSTRACT. Mal d’ombre: a Surrealist Interpretation of the Gothic Film
Malombra. The paper analyses a 1947 text written by the Romanian Surrealist Group
(Gherasim Luca, Gellu Naum, Paul Paun, Virgil Teodorescu, Trost) in French, Eloge
de Malombra — Cerne de I'amour absolu (Malombra, aura of absolute love), inspired
by the film Malombra made in 1942 by Mario Soldati. Although the film itself was not
a programatically Surrealist work, some connexions to the Surrealist mythology can be
traced from it. The article explores the elements of plot and the reasons why the movie
was important for the Romanian authors within the context of André Breton’s views on
the gothic novel.

Key words: castle, fantastic, Antonio Fogazzaro, gothic, involuntariness, Malombra,
Mario Soldati, surrealism

REZUMAT. Mal d’ombre: o interpretare suprarealisti a filmului gotic Malombra.
Lucrarea analizeaza un text redactat in 1947 in limba franceza de catre grupul suprarealist
roman (Gherasim Luca, Gellu Naum, Paul Paun, Virgil Teodorescu, Trost), intitulat
Eloge de Malombra — Cerne de I'amour absolu. Textul a fost inspirat din filmul
Malombra de Mario Soldati, produs in 1942. Desi filmul propriu-zis nu a fost conceput
ca o opera suprarealistd, pot fi identificate cateva elemente conexe care sunt prezente si in
mitologia suprarealistd. Lucrarea identifica elemente ale naratiunii §i cateva motive
specifice pentru care acest film ar fi putut si fie important pentru autorii romani,
interpretarea fiind facuta in contextul conceptiei lui André Breton despre literatura gotica.

Cuvinte cheie: castel, fantastic, Antonio Fogazzaro, gotic, involuntaritate, Malombra,
Mario Soldati, suprarealism

Contexts

The “sinister name” Malombra has a long story in European culture. In
1881, Antonio Fogazzaro published the novel Malombra. As a recent article points
out, the novel is “a perhaps unique example of an Italian novel of the period whose

* Balazs Imre Jozsef is lecturer, PhD at Babes-Bolyai University, Cluj-Napoca. He published several
volumes in Romania and Hungary, in the academic field of the avant-garde and of contemporary
literature. He is member of EAM (European Network for Avant-Garde and Modernism Studies)
and chief editor of the cultural review Korunk. E-mail: balazsimrejozsef(@gmail.com.
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inspiration comes primarily from the English Victorian novel and the late gothic™.'
References in other texts by Fogazzaro include authors like Horace Walpole, Ann
Radcliffe, Wilkie Collins, Edgar Allan Poe and books like Jane Eyre by Charlotte
Bronte. Malombra was a success and was soon translated into English and
published also in the UK (1896) and the US (1907). In 1942, Mario Soldati’s movie
Malombra was released (after a first adaptation in 1917, made by Carmine Gallone). In
1947, the Romanian Surrealist Group (Gherasim Luca, Gellu Naum, Paul Paun, Virgil
Teodorescu, Trost) published the collective text written in French, Eloge de Malombra
— Cerne de I'amour absolu (Malombra, aura of absolute love),” inspired by the film —
as they called it: “the involuntarily surrealist film Malombra”. This text became an
important reference within the bibliography concerning film and surrealism.’ The
story of the name could go on with two more Italian films called Malombra (1974,
1984), but let us stop here and consider instead the reasons of the surrealists’
fascination with the movie.

There are no direct references within the text about why this film seemed
so important for the Romanian authors — there are some hints though about their
possible reasons. The title itself speaks about “amour absolu”, which leads us to
Breton’s concept of ‘mad love’. The second line of the text also includes a term (“la
convulsion de la beauté”) which highlights the links of the text to those of Breton.

Breton promoted himself the British gothic during those years. His most
explicit text in this sense is perhaps Limites non frontieres du surréalisme (Limits
not frontiers of surrealism), written in 1938 and published later on also in his
volume La clé des champs (The Key to the Fields, 1967). Challenging the validity
of concepts like “socialist realism”, Breton argues here that the most important task
for the art of an epoch is to express its “latent content” rather than its “manifest
content”. The key to this content, says Breton, is the fantastic, because of the
profound emotions that can emerge from it and that cannot be projected into the
real world.” The genre that exemplifies this best is, continues Breton, the English
novel of the late 18" century, “le roman noir” — that is, the gothic novel. Breton
exemplifies mainly through the same authors as the favourites of Fogazzaro a few
decades earlier, and he also highlights the fact that many French and British
authors of the 19" century like Victor Hugo, Balzac, Baudelaire, Lautréamont, or
earlier on Byron himself shared this interest.’

! Ann Hallamore Caesar, Sensation, Seduction, and the Supernatural: Fogazzaro’s Malombra, in The
Italian Gothic and Fantastic: Encounters and Rewritings of Narrative Traditions, Eds. Francesca Billiani
& Gigliola Sulis, Madison, New Jersey, Fairleigh Dickinson University Press, 2007, p. 100.

2 Surréalisme”, Bucharest, 1947.

3 In Paris it was republished by ,,L’Age du Cinéma” (1951, 4-5, August-November, 34-36.), an English
translation of the text appeared in The Shadow and Its Shadow. Surrealist Writings on the Cinema (Ed.
Paul Hammond, San Francisco, City Lights Books, 2000., 3rd edition, revised and expanded).

4 André Breton, Limites non frontieres du surréalisme, in Idem, La clé des champs, Paris, Editions
Jean-Jacques Pauvert, 1967, pp. 26-27.

> Ibidem, p. 217.
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We can conclude that for Breton the gothic is important 1. because of its
great potential to appeal to the deepest emotions and thus to become the foundation
of a “collective myth”; 2. it deals with the unsolved problems of the past (the
phantoms here get an evident psychoanalytical key of interpretation); 3. its
archetypal setting within a “castle” which renders specific images and movements
of characters to the confrontation of the past.

It is interesting to note also the fact that Breton contextualizes the fascination
for the “marvelous” also in a historical sense, noting that authors like Rimbaud or
Lautréamont adopted this specific attitude around the year 1870 — in the immediate
neighbourhood of the French—-German war and of the “proletarian revolution” in
Paris.® The late thirties and the war years may seem quite similar to the situation
that Breton evoked.

The terms used by the Romanian surrealists in their text also stress on
some of these aspects: “the feebleness of memory”, “the future of the past”, the
ruins, “determinisms, errors and origins”’, remembrance and so on.

The technique of the text is based upon free association: on some scenes
and settings of the film, or sometimes even on direct quotations from dialogues —
that are recontextualized, of course, in the surrealist text that has elements of
poetry, of rhetorical discourse, of essays, of aphorisms. The surrealist perspective
shatters the narrative of the movie, and some of the scenes and dialogues gain a greater
importance, even a grotesque element that emerges from a symbolic interpretation of
some conversations. “Do you remember everything? Everything. I don’t remember a
thing. But I know that moment had to come, Cecilia. What a world you lived in. I'm
suffocating. The lake can only be seen from the left wing of the chateau.” The
quotations from the movie are assembled here in a more or less aleatory way, or, to be
more precise, as a collage of dialogues. But this shows in fact that the dialogues
between Marina di Malombra and Corrado Silla in the movie are themselves
absurd — their words do not meet at all, they belong to different worlds. This (the
aspect of the language in some scenes of the film) is perhaps one of the reasons
why Luca and his comrades called the movie “involuntarily surrealist”.

Involuntary and necessary

The problem of the term “involuntary” raises the question whether this
vision is sustainable or not from a structuralist or poststructuralist point of view
where the “intentional fallacy” is to be avoided.

At least two aspects should be considered here though — first, that in the
case of surrealists, the “involuntary” and the “unintentional” element are treated in
a very specific way, and their connotations are different than those that occur is a
pragmatist or rationalist discourse. The concept of “automatism” and the importance
of dreams show within the context of the first surrealist manifesto that surrealist

® Ibidem, p. 23.
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authors expect something different from the realm of the “involuntary” than from
the one that can be reached through “intention”. Surrealists claim the importance of
interpreting the result of the “involuntary” (the paradox nature of a concept like
“the intention of the unintentional” that characterized in a way the early surrealist
texts was soon acknowledged by the surrealists), but their interpretations are often
just signals and not subject to a rationalizing teleology. The opposite of rational is
irrational in common usage, but surrealists do not claim that the irrational is
superior to the rational in an absolute way. They try instead to keep the openness of
the rational, or rather to avoid rationalism to close within itself. In this sense, the realm
of the surreal is not in opposition with the one of the real, but, we could say in a
simplifying way, the real is rather a special aspect of the surreal, being a part of it.

‘Involuntary’ means then, from a surrealist point of view, no ‘mistake’ or
‘naivety’, but a source of inspiration important in many ways. When the Romanian
surrealists call Malombra an ‘involuntarily surrealist’ film, they just acknowledge
the fact that it is not a programmatically surrealist movie, but it is ‘eclectic’ in a
way — while some of its images, scenes, characters are integrated within a rather dull
anecdotic-melodramatic narrative, there are some ‘“strange” elements that seemed
important for the surrealists.

In Mario Soldati’s movie we find a specific attitude at the level of the
characters — the attitude of hesitation, of instability towards the ‘supernatural’.
Tzvetan Todorov considers this ‘hesitation’ a basic attribute of fantastic literature.’
In our case, Marina di Malombra rejects at first the ‘supernatural’ explanations (she
moves in for example to the ‘haunted’ room of the castle in spite of the warning of
others), then because of chance (or ‘necessary’) happenings she begins to hesitate;
then, after an emotional shock she is more and more inclined to accept the irrational
explanations, she is driven in by the supernatural and by the total identification with the
life story of another person. The viewer of the movie is tempted of course to interpret
the facts in a ‘rational’ way, to see the coincidences as an outcome of simple
misunderstandings or chance happenings, and Marina as a captive of a maniac
worldview. The characteristics of the visual discourse tend to subvert though from
time to time the rational narrative.

Some ‘surrealist’ aspects are connected of course to the images of the film.
Marina di Malombra comes in the first shots of the film to live with his uncle in a
castle near a lake. It is an isolated place that can be reached only by boat, through
the lake. It is here that Marina discovers a family secret from the previous
generation — that Cecilia, the count’s father’s first wife, was segregated in the
castle, ill-treated by her jealous husband, and consequently she died. Marina
becomes obsessed with the idea that she is a reincarnation of Cecilia and that she
has to take revenge just as Cecilia’s letter that she finds suggests.

7 Tzvetan Todorov, The Fantastic. A Structural Approach to a Literary Genre, Transl. Richard Howard,
Ithaca, Cornell University Press, 1975, pp. 24—40.
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The images that precede this discovery stress on the isolation (woman
alone in a room, playing the piano, with the rain pouring outside) — suggesting that
the most important events are those of the inner world. It is a crucial moment as far
as the identification of Marina is concerned — at first, we only see her reflection in
the “mirror” of the window: she will gain a new personality by the end of the scene.

The shadows cast forward

A recurrent technique of the movie is the dédoublement that is present in
the case of almost all events, meetings, or when introducing new characters. The
above mentioned example with the reflection in the mirror can be considered such
a premonitory technique. In the gothic genre the course of the events usually leads
us towards a negative conclusion, so these preparatory signs are shadows rather
than the images of an ideal. The mythology of the surrealists has a ‘nocturnal’ basis
— they envisage the anti-world of the night as a synonym of the inner world that can
be entered with closed eyes.®

The ‘apparition’ of Cecilia in the movie is then such a shadow, just like the
events predicted in her letter. Corrado Silla is himself present in the castle only
through his book at first (the title of the book is Fantasmi del Passato / Ghosts of
the Past), then he arrives in person, and meets Marina whose handwriting he
already knows by then from a letter. The same premonitory structure occurs in the
case of the other visitors coming to the castle to see Marina. The arrival of Edith,
the nice and caring counterpart of Marina is preceded by the scene where Edith’s
father shows Corrado Silla the old photograph of his daughter.

These alter-egos living in a different time range prepare the actual meetings,
or rather they contribute to create an atmosphere where the ‘fantastic’ is more
easily acknowledged. There is no doubt that these shadows are the ones that are
really important for the surrealists; they hope to create the foundations of a new
mythology upon such foundations. As Paul Hammond suggests in the preface of his
anthology of surrealist writings about the cinema, the romantics and the surrealists had
a strong discontent towards the repressive, diurnal light of rationalism, and tried to
rediscover the side of the shadows of human existence.’

There is a scene in the movie where Edith, Steinegge’s daughter tries to
teach Corrado Silla to speak Hungarian. Silla practices the declination of the verb
‘to be’ in Hungarian. He uses correctly the forms of past tense, but he has
difficulties to use correctly the verbs in present tense, and Edith corrects him
several times. We could see this scene as Edith’s attempt to bring Corrado Silla
back to the present tense, away from the influence of Marina di Malombra’s
attraction. In the end, Edith fails to do so: Marina connects him to the imaginary

¥ Didier Ottinger, Surréalisme et mythologie moderne, Paris, Gallimard, 2002, pp. 22-23.
® Paul Hammond, Available Light, p. 2. The Shadow and Its Shadow. Surrealist Writings on the Cinema,
Ed. Paul Hammond, San Francisco, City Lights Books, 2000.
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realm of the past. The man disappears in the gap between the two women’s
attitudes, in the gap of hesitations. He is killed, and the movie ends soon after this.
The ‘fantastic’ nature of the movie, in the sense given by Todorov can be seen then
at the level of characters.

“Gothic” settings of the movie must have inspired also the surrealist
authors — the “haunted” room of Marina, the uncle’s library where he speaks about
books as if they were human, the stormy lake, the mysterious cave in a gorge that
can be accessed just by boat are such places that (as Breton pointed out) carry
meanings of the past and initiate certain types of action.

The above mentioned interpretation of Fogazzaro’s novel shows that “there
is no living human agency behind the events” in the plot and a strong sense of
predestination can be felt.' It is true also in the case of the 1942 movie by Mario
Soldati. The “presence of the past” is felt strongly: there is something unsolved in
the air.

The surrealists do not solve the problem themselves — they just try to find

EE T

more precise (and more paradoxical) names for it: “lucid hysteria”, “consciousness
99 ¢

become foreign to itself” “sleepy waterfall”, “somnambulism of thought”, “encounter
in the present of the past”, “Malombra, mal d’ombre”.
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L'APPROPRIATION DE L'AVANT-GARDE EN ROUMANIE:
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ABSTRACT. Appropriating the Avant-garde in Romania: between Politics and
Utopia. Importing the avant-garde to Romania in 1922 was possible through
Contimporanul, a publication that stemmed from the socialist tradition at the end of the
19" century. As mediator for the transfer of the avant-garde and its values, such an
ideological phrasing would be considered both outdated and inappropriate. The
invention of the avant-garde at the beginning of the 20" century came as a response to
the disillusionment produced by the progressive utopia and as a violent reaction to the
emancipation declared impossible through the rule of progress. Even though the
socialist direction ventured by Contimporanul was only shortly active (between June
1922 and July 1923), it managed to mould themes that were specific to the avant-
garde. Essentially, the promotion of this new art was issued through a “civilizing”
narrative, with a focus on education and rationalization rather than on the element of
surprise. The present study aims at identifying the effects of the blend between the
progressive utopia and the avant-garde, with an insistence on two major aspects: firstly,
the attempt to avoid the rhetoric of the manifest and the logic of resentment that it
advances; secondly, the imaginary implementation of a myth of friendship, seen as a
non-conflicting solution to the legitimate promotion of the avant-garde values.

Key-words: Romanian literature, the import of the avant-garde, Contimporanul
(1922-1932), Contemporanul (1881-1891), progressive ideology, the manifest and
the culture of resentment, the myth of friendship, the Republic of Letters.

REZUMAT. Aproprierea avangardei in Romdnia: intre politicd §i utopie. Importul
avangardei iIn Roméania a fost ficut in 1922 prin intermediul unei publicatii,
Contimporanul, revendicata de la o traditie socialista de la sfarsitul secolului al XIX-
lea. Ca mediu de transfer al valorilor avangardei, o asemenea formula ideologica era nu
numai desuetd, ci si improprie. Inventia avangardei la Inceputul secolului al XX-lea a
fost justificatd tocmai de deziluzia in raport cu utopia progresista, ca revendicare prin
violentd a unei emancipari imposibile prin "legea progresului". Desi traditia socialista
asumata de Contimporanul nu a fost activa decat intr-un interval scurt (intre iunie 1922
si iulie 1923), ea a determinat o configuratie specifici a temelor avangardei. In esents,
propagarea artei noi a fost inscrisd intr-o naratiune a "civilizarii", subliniindu-se nu
rolul surprizei, ci pe acela al educatiei si rationalizarii. Studiul de fata isi propune sa

* Adrian Tudurachi est chercheur dans le cadre de I'Institut de Linguistique et Histoire Littéraire ,,Sextil
Puscariu” (Cluj-Napoca) et chercheur postdoctoral a I’Université Babes-Bolyai (Cluj-Napoca). Il a publié
une étude sur l'oeuvre du théoricien roumain Mihail Dragomirescu et a coordonné, avec loana Both, un
ouvrage collectif sur les rapports entre littérature et identité nationale. Intéréts de recherche : histoire des
idées littéraires, poétique historique, expériences esthétiques. Email: adrian.tudurachi@gmail.com.



ADRIAN TUDURACHI

discearna efectele acestei intalniri dintre utopia progresistd si avangarda insistand
asupra a doua aspecte: mai intai, incercarea de a evita retorica manifestului si logica
resentimentara pe care aceasta o presupune; in al doilea rand, investirea imaginara a
unui mit al "prieteniei", vazut ca o solutie non-conflictuala de legitimare a propagarii
valorilor avangardei.

Cuvinte cheie: literatura romana, importul avangardei, Contimporanul (1922-1932),
Contemporanul (1881-1891), ideologie progresistd, manifestul si cultura resentimentului,
mitul prieteniei, Republica Literelor.

Le programme progressiste de Contimporanul

On tend souvent a oublier le fait que l'appropriation de l'avant-garde en
Roumanie s'était faite par la revendication d'une tradition progressiste. La premiére
revue d'avant-garde s'appelait Contimporanul (« Le Contemporain », 1922-1932),
notamment grace au titre emprunté a une publication socialiste parue quarante ans
plus t6t. Pendant presquune année, de 1922 a 1923, cette volonté d'inscription dans
une histoire progressiste locale a été pleinement visible'. Contimporanul renvoyait a
son ancétre socialiste, soit explicitement par des références directes, soit implicitement
par l'affiliation idéologique et la politique éditoriale de la publication. Qu'en est-il, dans
ces conditions, de la transmission des valeurs d'avant-garde ? Car il est d'emblée
évident que le retour vers le passé mobilis¢ par la revendication d'une tradition
obscurcit le sens de l'action avant-gardiste: pour un mouvement légitimé par
l'exploration de l'inconnu, un regard régressif est difficile a justifier. Et, en outre, il est
douteux qu'une idéologie progressiste établie vers 1880 soit appropriée a un
programme d'avant-garde déroulé dans la premicre moiti¢ du XXe siecle.

On n'a pas encore assez réfléchi sur cette « tradition » qu'avait assumée
I'avant-garde au moment de son appropriation roumaine. Ce qui est, sans doute,
explicable. L'épisode de 1922-1923 a été assimilé a la longue histoire du cotoiement
entre avant-garde et la doctrine gauchiste, dont il faut mentionner les rapports
étroits du surréalisme avec le parti communiste a la fin des années '20* ou I'intérét
pour le marxisme de la seconde génération surréaliste au début des années '40.
Sans entrer dans le détail idéologique d'une telle histoire, trop importante pour
I'espace d'un article, il faut remarquer pourtant que ces engagements gauchistes de
l'avant-garde ont eu des résultats sensiblement différents. Si les sympathies
communistes des surréalistes roumains ont engendré plusieurs manifestes célébres

! Sur I'engagement progressiste de Contimporanul durant 'épisode de 1922-1923 voir aussi le livre de
Paut Cernat, ,, Contimporanul” — istoria unei reviste de avangardd (Contimporanul — I'histoire
d'une revue d'avant-garde), Bucarest, Editions ICR, 2007.

2 Cf. Stelian Tanase (ed.), Avangarda romdneascd in arhivele Sigurantei (L'avant-garde roumaine
dans les archives de la Streté Nationale), Bucarest, Editions Polirom, 2008.
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et une littérature a vocation prolétaire marquée, 1'héritage progressiste assumé par
la premiére avant-garde n'a produit que des traductions, une ceuvre de vulgarisation
et aucun manifeste mémorable. Sur le plan des pratiques, 1'épisode de 1922 se
qualifie & peine comme illustration de I'action avant-gardiste, tandis que les deux
autres moments que j'ai évoqués correspondent a I'épanouissement de 1'avant-garde
en Roumanie. Si ce n'était que cette différence entre la réussite et I'échec d'une
illustration de I'avant-garde, et déja une investigation serait justifiée.

11 suffit un rappel sommaire des données historiques pour déchiffrer le sens
de la tradition progressiste étalée par l'avant-garde roumaine en 1922. La revue
Contemporanul, la premi¢re du nom, a été publiée a Jassy entre 1881 et 1891 par
les représentants d'un cercle socialiste. Le titre ne voulait dire seulement 1'« actuel » : le
« contemporain » comprenait les acquisitions d'un savoir positif, « les grandes théories
scientifiques a l'ordre du jour dans les peuples civilisés de I'Occident ». Concrétement,
il s'agissait d'un travail de vulgarisation de la recherche scientifique, d'une critique
systématique du plagiat menée au nom de la « vérité » mais aussi de 1'éducation du
prolétariat et de la diffusion du savoir dans les masses. Le programme de la revue avait
ainsi une portée politique explicite : elle initiait a la structure intelligible du monde et
en méme temps incitait a 1'émancipation sociale. Contemporanul engageait ainsi une
célébre narration du XVlIlle siécle qui voulait que la connaissance positive, tout en
s'attaquant aux croyances et aux dogmes, ait un pouvoir politique, comme une mise
en question de l'autorité et de la domination. Plus on sait, plus on est libre. Ce qu'il faut
surtout souligner est le caractere illimité d'une telle promesse émancipatrice. Fondé sur
l'universalité de la raison, le modele de progression infinie de la connaissance inspire
une égalité utopique, dont la marche est continuelle et uniforme. Tous ceux qui
posseédent la faculté de compréhension positive peuvent ainsi nourrir un espoir de
justice car la civilisation, vue comme expansion d'une « illumination », soutient
une intégration sociale sans faille et sans exception.

Or, la reprise d'un tel héritage posait probléme. Pour les avant-gardes,
l'utopie progressiste a été le repére négatif par excellence : « Sortons de la Sagesse
comme d'une gangue hideuse », s'écriait le héros du premier Manifeste du
Futurisme. On a d'ailleurs plus d'une fois explicité cette méfiance dans la raison,
puisqu'elle était essentielle a la définition de la « forme d'action » avant-gardiste.
La gesticulation revendicative ainsi que la verbosité agressive du manifeste, qui ont
identifi¢ de maniére systématique l'avant-garde au cours du XXe siccle, ne
prennent leur sens que dans un monde ayant découvert 1'échec d'une émancipation
sociale fondée sur l'universalité de la raison. Dans une réflexion vouée a restituer le
ressort culturel qui relie la forme du manifeste a la culture d'avant-garde, Laura
Winkiel® rappelle notamment la tension irréductible par rapport a I'utopie égalitaire.
Le manifeste, par le désaccord qu'il exprime, est le symptome d'une exclusion : il

? Laura Winkiel, « The Rhetoric of Violence. Avant-garde Manifestoes and the Myths of Racial
Communities » dans Sascha Bru, Gunter Martens (éds.), The invention of Politics in the European
Avant-garde, (1906-1940), Amsterdam-New-York, Rodopi, 2006, p. 67.
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ne s'agit pas pourtant de l'exclusion provisoire de ceux qui attendent une
intégration sociale dans le futur, sinon de I'exclusion permanente de ceux qui ont
perdu tout espoir. C'est le signe des exceptions, qui atteste 1'existence des oubliés —
ceux pour lesquels la «loi du progrés » n'a pas fonctionné, qui n'ont pas été
émancipés en raison d'une expansion civilisatrice. L'avant-garde ne puisera pas
dans le «plein» de la narration universaliste, mais dans ses « creux ». Laura
Winkiel inscrit d'ailleurs le manifeste dans une tradition de la pensée occidentale
qui croit a l'existence des races irrationnelles, incompatibles avec l'idéal de la
civilisation. Il accompagne la modernité pour marquer une position inassimilable,
vouée a une inégalité pérenne. Si I'avant-garde trouve dans le manifeste la forme
d'expression par excellence, c'est qu'elle est inspirée par une injustice, qu'elle
trouve dans la culture du ressentiment sa ressource principale, comme Marinetti
l'avait annoncé des 1909 : « Et la forte et la saine Injustice éclatera radieusement
dans leurs yeux. Car l'art ne peut étre que violence, cruauté et injustice »*. Le
revers de la civilisation, les « creux » du progrés nourrissent l'avant-garde, tout en
justifiant sa forme d'action, sa dynamique historique, ses thémes principaux, son
rapport de communication. Que serait-elle donc une avant-garde 1égitimée par une
pensée progressiste ?

Entre la « lumiére » et 1'« obscurité »

Le théme de la vocation « civilisatrice » est au cceur du premier numéro du
Contimporanul, paru le 3 juin 1922. La revue accueille sur sa premiére page un
message de salut (Soyez les bienvenus !) qui rappelle la mission sociale ainsi que le
lien entre les deux publications portant le méme nom : « je souhaite a mes jeunes
camarades et a la nouvelle revue qu'ils aient le méme succés dans I'ccuvre de
»civilisation” de l'intelligence et de la vie roumaine dans cette époque nouvelle et
rare de I'humanité qu'avait remporté leur 'grande-mére' a la fin du siécle »°.
L'auteur de ces lignes, N. Lupu, était un homme politique roumain li¢ dans le passé
aux cercles socialistes ; au début des années '20, il représentait un parti des
« paysans » a la politique duquel quelques uns des rédacteurs de Contimporanul
avaient adhéré. Il fonctionnait comme une figure légitimatrice, comme un
partenaire politique, méme comme un protecteur ; il n'était pourtant pas affilié
directement a la revue. Le fait que dans le premier numéro il lui revenait la tache
de rappeler le théme progressiste devenait du coup significatif. Au demeurant, ce
n'était qu'un « étranger » qui manifestait son enthousiasme devant I'utopie
égalitaire. Donc, s'il y avait, dans ce numéro inaugural, une expression de la
confiance sans réserve dans la loi du progres, elle était présentée d'emblée comme
une suggestion venue de l'extérieur, qui n'engageait pas — sous la forme d'une
obligation contractuelle — la politique de la revue.

4 F.T. Marinetti, « Manifeste du Futurisme », in Le F: igaro, LV, no. 51, le 20 février 1909.
> N. Lupu, « Bun sosit ! » (Soyez les bienvenus !), in Contimporanul, I, no. 1, le 3 juin 1922.
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En revanche, les représentants de la revue ont une position bien plus
ambigu€. Dans le méme numéro inaugural, Contimporanul publie un deuxiéme
article qui refléte le programme de la revue vu — cette fois-ci — par son rédacteur en
chef, Ion Vinea. La mission civilisatrice reste toujours le théme central et, a ce titre,
on continue a revendiquer I'héritage progressiste de l'ancienne revue’ : « Dans le
méme esprit, notre Contimporanul reprend les tentatives qui ont participé a la
création d'une nouvelle mentalité dans les cercles de lecteurs ». L'article imagine le
«réveil » du public, entrainé par la propagation de la démocratie et de la liberté. Sauf
que la figure censée refléter ce partage des valeurs occidentales est équivoque : « le
public inconscient et craintif est coupable, renfermé dans son indifférence
traditionnelle, avec sa Grande Roumanie au coeur de la civilisation européenne,
comme une boue pleine d'ordures au milieu d'un court pavé ». Dans une telle figuration
qui oppose toujours 1'Occident et I'Orient pour parler d'une action civilisatrice s'est
insinué une note discordante. Par rapport aux représentations de la propagation
civilisatrice, qui imaginent une avancée irradiante, partant d'un centre pour coloniser
les marges, ce qu'on voit ici est une entité insulaire. Ce n'est pas une périphérie qu'on
concerne, mais une enclave. La « Grande Roumanie » est congue comme une figure de
l'isolation : la vague de la civilisation l'a surpassé sans la changer. La diffusion
universelle de la raison et des principes qu'elle inspire semble, pour des causes
obscures, empéchée : « la propagation de l'idée ancienne de I'humanité et du
principe de la démocratie reste a présent une mission dangereuse et difficile et la
réussite est presque inouie ».

Ce constat ne vaut pourtant pas une dénonciation de l'utopie progressiste.
L'insularité désigne ici une impuissance locale de l'action civilisatrice, presque
dépourvue de signification ; due a 1'« inconscience » et a la « crainte », elle n'est
que l'expression d'une faiblesse. Bref, il n'est pas question de I'échec de l'idée
progressiste mais, plutdt, de son articulation hésitante. L'idéal qui oriente l'action
de Contimporanul reste la civilisation. « Le réveil de ce public est notre but
unique », souligne Ion Vinea. Ce qui caractérise I'épisode de 1922-1923 est la
méme économie des valeurs progressistes qui distribue la « lumicre » de la raison
contre '« obscurité » de l'instinct. Au fil de plusieurs événements politiques
remarquables (l'initiation d'une campagne antisémite en octobre 1922, la votation
de la Constitution en mars 1923) la revue s'appréte toujours a mesurer la déviation
par rapport a « la loi naturelle du progrés »’ ou le degré d'altération d'« une époque
de lumiére »*. Le mécanisme qui interpréte les événements attribue de maniére
systématique le déréglement social aux affections de la raison : le ressentiment,

® Par contre, on prend soigneusement ses distances par rapport a la politique de la publication de
1881: « Contimporanul n'a pas de lien de personne ou de tradition avec la revue avec le méme titre
parue a Jassy, il y a trente ans et qui a préparé [...] I'entrée de la jeunesse dans le parti libéral » (Ion
Vinea, [Contimporanul], in Contimporanul, 1, no. 1, le 3 juin 1922).

7 Ton Vinea, « Aventura dlui Torga » (L'aventure de M. Iorga), in Contimporanul, 11, no. 30, le 10 février 1923.

8 Petre Ciordneanu, « In jurul unei cauze » (Autour d'une cause), in Contimporanul, 11, no. 29, le 3 février 1923.
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I'impulsivité, I'aveuglement, la passion, la brutalité. Il ne s'agit pas de la découverte
d'un nouveau moteur historique alimenté par les ressources de l'instinct, mais
seulement d'un retard — presque inexplicable — de la marche du progres: « 'actuelle
génération, comblée par les difficultés du notre temps, a dévié de la loi naturelle du
progres. C'est dommage que la jeunesse aujourd'hui... est dégradée et mesquine
dans ses préoccupations, limitée dans ses lectures, impulsive, brutale et aveugle. »°.

En fait, il aura fallu prés d'une année pour que Ion Vinea, celui qui avait
rédigé le programme en juin 1922, revienne a l'imaginaire de I'« insularité » avec
un nouvel investissement. Pour dresser le portrait d'un journaliste, N.D. Cocea, il
décrit la condition d'un isolé, refusé par les partis politiques et déroutant pour son
public. « On I'é¢vite comme une béte qui ronronne pour gagner son sucre; il est
condamné a l'isolation » constate 1'auteur. Néanmoins, cette condition « insulaire »
n'est plus le symptome d'une faiblesse mais plutdt d'une force: la qualité du
personnage est de transformer son isolation dans un réservoir qui inspire et nourrit
une entreprise déstabilisante. L'isolation devient le principe d'une action. Chaque
mouvement de retrait correspond de la sorte a un ressourcement : « il revient, dans un
retrait préparé au-dela des montagnes, a la passion de sa premicre jeunesse. Pause
trompeuse, de laquelle il rebondit, il ressurgit accompagné des tressaillements sinistres
d'orchestre; c'est alors qu'il s'adresse au public »'’. La gesticulation irréguliére
mobilisée par la passion n'est plus ici une simple exception a l'universalité de la raison.
Elle est le signe d'une anarchie en train de se généraliser comme nouvelle fondation du
monde. « Le désordre n'est pas suffisamment chaotique », remarquait lon Vinea a la fin
de son article. Cette réflexion datait de 1923, dans un moment significatif pour
'évolution de la revue. La parution, le 7 juillet, du numéro 44 mettait fin a la
premiere série du Contimporanul. La revue ne reprendra qu'une année plus tard, en
juin 1924, avec un nouvel format. Et on ne manquera de noter, sur la premiere page
de la nouvelle série, la présence d'un Manifeste activiste adressé a la jeunesse: « A
bas I'Art car il s'est prostitué¢/ La Poésie n'est qu'un pressoir bon a pressurer la
glande lacrymale des filles de toute age » etc.''. Or, l'apparition brusque d'un
manifeste est l'expression d'une nouvelle légitimation fondée sur le ressentiment et
sur la violence; de maniére évidente, elle n'est plus encrée dans le projet
progressiste engagé lors de l'inauguration de la revue.

Une avant-garde dépourvue de manifeste

Ce qu'il faut remarquer est le fait que l'engagement de l'utopie égalitaire
avait participé a la définition différenciée des pratiques avant-gardistes. Elle a
produit une scission dans l'appropriation de I'avant-garde, séparant la gesticulation

? Jon Vinea, « Aventura dlui Iorga » (L'aventure de M. lorga), éd. cit.

19 1dem, « N.D. Cocea », in Contimporanul, 11, no. 44, le 7 juillet 1923.

"' Jon Vinea, « Manifeste activiste adressé a la jeunesse », traduction frangaise in lon Pop, La Réhabilitation
du réve. Une anthologie de I'Avant-garde roumaine, Editions Maurice Nadeau - ICR, 2006, p. 114.
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violente, des thémes de 1'art nouveau. Disons-le de maniére plus claire : tandis que
les idées avant-gardistes ont été présentes dans les pages du Contimporanul dés
1922, une culture du manifeste n'apparait qu'en 1924. L'histoire littéraire roumaine
a noté cette anomalie depuis longtemps : aussi, a-t-on distingué dans l'activité
littéraire de Contimporanul deux moments, un qui tient a l'avant-garde
« proprement-dite », et l'autre qui prépare l'avénement du projet avant-gardiste, soit
une « pré-avant-garde »'>. 11 s'agit d'une chronologie qui s'est articulée en deux
temps, tout en séparant un complexe qu'on tend a percevoir comme unitaire. Les
exemples les plus connus de la tradition de l'avant-garde illustrent une action
homogene, qui associe la pratique d'inventivité a la revendication violente. C'était bien
le cas du futurisme ou du dadaisme ou la production artistique s'est accompagnée du
murmure continu des explications, des défis, des révoltes engagées par la gesticulation
manifestaire. Il est d'ailleurs difficile et dangereux de séparer les recherches avant-
gardistes — tant sur le plan des concepts que sur le plan des formes — de la mentalité
exprimée par la culture du manifeste. Une idée simple comme celle des « mots en
liberté » est associée chez Marinetti aux événements catastrophiques qui déréglent
le rythme social : « supposez qu'un de vos amis... se trouve dans une zone de vie
intense (révolution, guerre, naufrage, tremblement de terre) et qu'il vient tout de
suite vous raconter ses impressions... Il commencera par détruire brutalement la
syntaxe »"°. L'inventivité esthétique n'est pas une quéte de laboratoire menée au
nom d'un idéal abstrait de l'innovation; pour le fondateur du futurisme, elle
commence notamment la ou le projet social échoue — dans la guerre ou dans la
catastrophe — comme une expression de cet échec et comme le symptdme d'une
désillusion par rapport aux promesses de la civilisation. La liberté des mots se
nourrit d'une contemplation des ruines de la société. En revanche, Victor Hugo, qui
avait exploré la réverie de la liberté des mots soixante ans avant Marinetti,
envisageait la liberté des mots comme le triomphe d'une utopie sociale « j'ai dit aux
mots : Soyez république ! » et attribuait 1'organisation de leur mouvement irrégulier
a la marche du progrés: « Grace a toi, progrés saint, la Révolution/ Vibre
aujourd'hui dans l'air, dans la voix, dans le livre/ Dans le mot palpitant le lecteur la
sent vivre »'*. Difficile donc de séparer chez Marinetti I'idée (les mots en liberté)
de la forme discursive (le manifeste) ; loin d'étre un simple accessoire, le manifeste
qui accompagne l'invention esthétique devient de la sorte I'engagement nécessaire
d'une méfiance et d'une violence par rapport a l'utopie progressiste.

Par contre, il faut cerner I'absence du manifeste & Contimporanul entre 1922-
1923 comme une impropriété : ¢'était une « drdle » d'avant-garde qui possédait déja les

12 Cf. Paut Cernat, Contimporanul, éd.cit..

'3 E.T. Marinetti, « Distrugerea sintaxei. Imaginatie fara fire. Cuvinte in libertate » (Destruction de la
syntaxe - Imagination sans fils - Mots en liberté¢), in Manifestele futurismului (Les Manifestes du
futurisme), tr. Emilia David Drogoreanu, Bucarest, Editions Art, 2009, p. 114.

* Je renvoie 4 l'analyse de la figure des mots en liberté déployée par Laurent Jenny dans son livre sur
la métaphore de la révolution poétique (Je suis la révolution, Paris, Belin, 2008, pp. 39-41).
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acteurs, les objets et les thémes, mais manquait la maniére, l'attitude qui la rende
reconnaissable. Elle n'était pas accompagnée de la revendication agressive car, au lieu
d'une culture du ressentiment, elle était censée composer avec une confiance sans
réserve dans le progres et dans la raison. C'est ici que réside son caractere singulier. Un
mouvement artistique inspiré par la crise de la modernité, qui répondait par la révolte a
1'échec d'une utopie égalitaire, devrait communiquer notamment par 'actualisation des
mythes progressistes. L'émergence de 'art nouveau mobilisait une idéologie qui n'était
pas seulement désuéte, mais encore a contre-projet.

La pédagogie de la nouveauté

Le trait saillant de cette appropriation de I'avant-garde conduite par l'utopie
progressiste est l'existence d'une pédagogie de l'art nouveau. A Contimporanul
I'avant-garde fait 1'objet d'un processus d'éducation. Ion Vinea expliqua plus tard
cette stratégie de la revue: « Quand — il y a un certain temps déja — ont paru pour la
premiére fois, chez nous et dans nos pages, les premiéres illustrations abstraites, le
public a été aussi scandalisé¢ que devant une apparition obscéne.... Entre temps, le
public s'était calmé. Il existe aujourd'’hui en Roumanie un public important pour
lequel I'art non anecdotique est une vérité élémentaire »'°. Cette conversion du
l'objet novateur. La transmission des valeurs de l'avant-garde est imaginée comme
un projet a longue durée, voué a insinuer l'art nouveau dans le quotidien du public.
Il s'agit d'un déplacement d'accentuation : I'enjeux n'est pas le « choc » immédiat,
ni sa conservation dans le temps, mais 1'habitude. Loin de pérenniser la surprise, on
vise ici a la familiarisation et a la banalité. Et, a cet égard, il faut bien cerner les
rayonnements de cette « vérité élémentaire » par laquelle lon Vinea désigne le
succes de l'avant-garde. L'expression indique en méme temps la structure intelligible
du monde dont l'avant-garde fait partie et le caractére évident — commun — de ses
significations. L'apprentissage du nouveau passe par le connu. On rappellera dans ce
contexte un projet d'initiation a l'innovation théatrale, souvent promu dans les
pages de la revue, qui implique notamment le patrimoine classique: pour « préparer
et éduquer le public jeune a l'art du théatre de demain » on se propose de passer par
le théatre de Moliére'®. L'importation de l'avant-garde mettra une politique des
lieux communs a la place d'une violence. D'ailleurs, si on examine les traductions
des textes des avant-gardistes européens publiés dans Contimporanul, on constate
facilement que le projet de transfert de 1'avant-garde ressemble & un programme de
vulgarisation. La simple énumération des titres est déja significative : Hans Richter,
Le Constructivisme, Leonce Rosenberg, Cubisme et empirisme, Paul Dermée,

15 Jon Vinea, « Promesses » (1924), traduction frangaise in lon Pop, La Réhabilitation du réve, &d. cit., p. 116.

'® Annonce publiée dans Contimporanul, 11, no. 35, le 17 mars 1923. 11 s'agit du groupement fondé par B.
Fondane, ,,Jnsula” (L'fle), dont les actions trouvent un écho systématique dans les pages de la revue
d'avant-garde.
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L'acheteur des tableaux etc.". Plutdt qu'un espace de débat et de confrontation, la
revue essaiera de constituer une collection des notions générales et des directions
pratiques pour établir 1'« encyclopédie » de la nouvelle poétique ou, si I'on veut, la
création d'une nouvelle doxa.

Ce qui fonde cette pédagogie de la nouveauté est une confiance dans les
pouvoirs de la raison. Le projet novateur assumée par Contimporanul ne s'adresse
ni a la sensibilité, ni a l'instinct, mais a l'intelligence. Comme le montre dans un des
premiers numéros de la revue lon Vinea, I'art nouveau doit étre compris avant d'étre
éprouvé. C'est un apprentissage qui filtre par la raison, avant d'atteindre le
sentiment. Il faut pourtant saisir la conséquence d'une tel bouleversement des
facultés : le public de 1'avant-garde n'est pas dans ce contexte un public différencié.
Ceux qui s'approprient les valeurs du nouvel art mettent a l'oeuvre une faculté
«universelle ». La transmission de 1'avant-garde est rendue possible par la raison,
forcément la méme qui assure 1'émancipation sociale : ce sont les méme chaines qui
diffusent les idées concernant l'inventivité esthétique et les idées démocratiques. De ce
point de vue, le public de I'avant-garde et le public prolétaire partagent, les deux,
un seul processus d'« illumination ».

Clest cette coincidence qui donne son aspect singulier a Contimporanul,
unique entre toutes les autres publications roumaines d'avant-garde en raison du
partage égal entre le commentaire politique et la promotion artistique. Pendant une
année, la revue avait essayé de combiner les pratiques d'avant-garde et la chronique
socio-politique des affaires courantes : on publiait des reproductions constructivistes,
des traductions des textes futuristes, des articles de vulgarisation du nouvel art et des
annonces concernant le mouvement d'avant-garde tout en continuant a faire la
chronique jour a jour des événements politiques. La revue n'avait fait aucun effort pour
séparer les thémes de l'inventivité artistique et ceux de Il'actualité politique.
Fondamentalement, cette polyvalence de la revue marque l'altération d'une visée :
l'avant-garde est communiquée au public roumain dans son entier, sans restrictions —
c'est-a-dire au méme public qui s'intéresse a la campagne antisémite dans les
Universités, aux débats parlementaires ou aux problémes d'intégration des nouvelles
régions annexées a la Roumanie apreés 1918. Le public concerné et la stratégie de
communication ont été accommodées a la visée universelle de la narration civilisatrice.
Evidemment, dans ce contexte, il est devenu important de concevoir un nouveau
«mythe » de l'avant-garde qui justifie la vocation transgressive de la revue, sa visée
totalisante et, surtout, sa réverie d'un espace de communication sociale hors conflit.

Vers une avant-garde sans conflits : le mythe de I'amitié

Faute de manifeste, Contimporanul réinventera la narration qui légitime
I'émergence de l'avant-garde : au lieu de I'histoire d'une injustice, la revue proposera la
figure d'une expansion naturelle, sans traumatisme, de 1'art nouveau. Ce n'est pas

17 Contimporanul, 11, no. 37-38, le 7 avril 1923; no. 39-40, le 21 avril 1923; no. 44, le 7 juillet 1923.
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une invention de toutes piéces. La revue reprendra un mythe déja connu dans le
monde des Lettres, celui de I'amitié, qu'elle développera dans une série d'annonces
concernant les contacts avec les groupements européens d'avant-garde. Le premier
paraitra le 3 mars 1923, dans le numéro 33 : « Contimporanul a pris contact avec les
milieux artistiques jeunes de Paris, Rome, Berlin, Munich, Anvers, Zurich et Madrid et
organisera une série d'expositions internationales d'art et un cycle de conférences
ouvert par Marinetti. Les écrivains jeunes de I'Occident collaboreront  la revue »'*.,

A partir de ce moment, pour presque dix semaines, Contimporanul publiera
dans chaque numéro, sur la derniére page, un nouvel épisode de la narration qui
raconte la circulation amicale des valeurs novatrices. D'une semaine a l'autre, la
figuration s'enrichit et se nuance tout en faisant évoluer le mythe. Si la premiére
note a une allure neutre, la deuxiéme rend explicite le motif de '« amitié » :
« Contimporanul fait de grands efforts pour attirer l'attention des militants célebres
de l'art et de la littérature contemporaines sur Bucarest. La correspondance assidue,
I'échange des publications, d'idées, d'informations, les relations et l'autorité que
nous avons établi dans les centres ou 1'art moderne est en ascension, ont déterminé
la curiosité de nos amis de I'étranger. Parmi eux, il y en a qui sont persuadés que
dans peu ['élite intellectuelle de notre métropole s'accommodera au caractere du
notre siécle vitesse — mouvement — force et en plus, elle intégrera les rangs des
créateurs et dirigera les sociétés primitives des Balkans. Voici les bonnes nouvelles
que nous avons voulu communiquer a nos lecteurs. Nous ajoutons maintenant que
nos amis sont tout de suite préts a passer aux faits, au prix méme des sacrifices
matériaux »"° Ce qu'il faut remarquer est qu'une partie importante des fonctions
supposées par l'utopie progressiste ont été assumé par le mythe de l'amitié.
D'ailleurs, la polarité-méme qui justifie la propagation de l'avant-garde distingue
entre ce qui est civilisé et ce qui est primitif : on dispose d'emblée un « centre »,
une métropole dont le rdle est éminemment civilisateur, tandis que la culture du
contact propre a l'amitié en assure le rayonnement. Par la suite, cette vocation
civilisatrice du centre est transférée vers les périphéries : de méme que l'avant-
garde berlinoise qui « civilise » l'avant-garde de Bucarest, celle-ci, a son tour,
distribue les valeurs du nouvel art dans les Balkans.

Comme narration censée expliquer I'émergence de la nouveauté, il est
évident que l'amitié en change radicalement les repéres : au lieu d'une irruption,
elle figure un échange et un partage. Loin d'étre a l'origine d'une ségrégation
sociale, I'avant-garde agit comme un lien et sert a la découverte d'une communauté.
L'importation « amicale » n'est plus un vecteur de rupture et la société qui accueille
les valeurs du nouvel art se reconstitue autour de celles-ci. L'inventivité esthétique
devient l'agent — improbable — d'une cohésion. La figure qui exprime peut-étre au
plus haut degré cette tendance est celle qui identifie le projet d'avant-garde et la

18 Annonce publiée dans Contimporanul, 11, no. 33, le 3 mars 1923.
19 « Pentru Contimporani » (Pour les Contemporains), in Contimporanul, 11, no. 34, le 10 mars 1923.
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littérature nationale. Par un réflexe idéologique qui a été déja largement commenté,
le projet avant-gardiste assume les frustrations de la culture roumaine face a sa
condition mineure — ce que dans un essai récent Paul Cernat appelait « le complexe
de la périphérie »*. Ce qu'il faut surtout souligner est le fait qu'au cceur d'une telle
identification entre avant-garde et la condition de la littérature roumaine se trouve
le mythe de l'amitié. Tout en diffusant les valeurs de la nouveauté radicale, cette
action amicale refuse une efficacité négative qui aboutisse a la déstructuration sociale.
En effet, le méme réseau des amis chargé du transfert des idées depuis les « centres »
vers la périphérie est vu a Contimporanul comme une passerelle a double sens, qui fait
correspondre, a l'importation de l'avant-garde, la promesse d'une exportation de la
littérature roumaine: « Nous allons faire en sorte que dans toutes les revues de ces amis
apparaissent des traductions de la littérature roumaine et des reproductions de nos
artistes. Nous allons résoudre le probléme de la pénétration de la littérature roumaine a
l'étranger »*'. Dans cette représentation heureuse, un peuple tout entier c'est regroupé
autour de l'action avant-gardiste. Qui est-ce qui s'inquic¢te pour l'impuissance de la
littérature roumaine, qui est-ce qui se pose « le probléme de la pénétration a I'étranger »
sinon le lecteur commun, nourri par une représentation romantique — et identitaire — de
la littérature nationale ? Force est de constater la disparition presque totale des
discriminations qui isolent et différencient les lecteurs concernés par l'art nouveau. 11
n'est pas question de privilégier le prolétaire au détriment du bourgeois ou le public
cosmopolite au lieu du celui nationaliste : par une indétermination voulue et bien
au-dela de la portée idéologique du projet avant-gardiste, ils se retrouvent tous
réunis dans le cercle de lI'amitié congu par cette avant-garde propagée en vertu
d'une réverie du non-conflit.

Il faut remarquer pourtant que ces extensions des prérogatives de l'avant-
garde se sont appuyées sur une interprétation abusive de l'amitié. Contimporanul
emploie le réseau des amis comme un opérateur démocratique : il engage une
action émancipatrice dans les sociétés « primitives », il intéresse les cercles larges
des lecteurs, il assure la diffusion uniforme des valeurs entre centre et périphérie.
Or, les réveries de l'amitié¢ ont, par leur nature, une vocation aristocratique. Dans la
tradition littéraire, le réseau des amis avait constitué, dés la Renaissance, une figure
de la République des Lettres. Comme le rappelle William Marx, ce modéele avait
appuyé¢ la fondation nouvelle de 1'Académie a I'dge moderne, comme un espace
parfaitement clos, assurant au débat scientifique tant la liberté par rapport aux
ingérences extérieures, ainsi que la délicatesse — l'esquive devant toute forme de
violence. L'état de non-conflit, garanti par 1'amitié, n'est établi qu'en raison d'une
isolation observée soigneusement. Loin d'étre le modéle d'une expansion, comme
les utopies chrétiennes ou prolétariennes, l'utopie « amicale » s'appuie sur une

2 Paut Cernat, Avangarda romdneascd si complexul periferiei (L'avant-garde roumaine et le
complexe de la périphérie), Bucarest, Editions Cartea Romaneasca, 2007.

2l « Pentru cetitori si scriitori » (Pour les lecteurs et les écrivains), in Contimporanul, 11, no. 37-38, le
7 avril 1923.
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pensée rigoureuse des codes tracés rituellement™. Ce n'est pas la transgression qui
la caractérise, mais les limites.

Si, au début du XXe siecle, l'avant-garde européenne avait actualisé le
mythe de 1'amitié (ce qui a inspiré également Contimporanul), elle 1'avait fait pour
instaurer un espace littéraire commun que Pascale Casanova avait appelé « république
mondiale des lettres »> : il ne s'agissait point d'une fédération démocratique de toutes
les littératures, sinon du projet d'une littérature générale constituée par I'évacuation
des composantes nationales et politiques. Evidemment, ce n'est qu'une version du
champ autonome de la littérature qui montre, une fois de plus, que 'amiti¢ a la
vocation des délimitations et des confins. Giorgio Agamben explique, en partant
d'un texte célebre d'Aristote, cette valeur de l'ethos amical. Pour dire simple,
I'amitié peut isoler de toute contingence parce qu'elle n'est pas définie par les
« thémes » sociaux : on n'est pas amis en fonction d'une doctrine, d'une origine
sociale ou ethnique. L'amitié n'est ni la camaraderie prolétaire qui partage 1'idéal de
la révolution, ni la collégialité qui partage un espace, ni la collectivité qui partage
une identité symbolique. Avant tous ces objets possédés en commun, Agamben
situe un partage plus €lémentaire, celui de la sensation de vivre. L'amitié serait
donc un partage « avant » le partage, en amont de toute possession collective ; il
faut surtout retenir la vocation négative de cette « partition sans objet »** qui
permet de se soustraire — en raison de son caractére ¢lémentaire — a tout théme de
l'existence sociale. C'est pourquoi 1'amitié continue a nous inspirer des réveries du
retrait parfait... Or, a Contimporanul on tentera de reconstruire autour de la figure
du réseau des amis une mythologie de I'engagement. Il conviendra méme de cerner,
dans I'abus interprétatif de I'amitié, un double détournement: d'une part, en
supposant une qualité transgressive qui dissout 1'¢lite dans la masse, de l'autre, en
mettant 'amitié au service d'une idéologie civilisatrice.

L'échec d'une utopie

Dans les pages de Contimporanul ces contradictions se sont trés vite
manifestées. Une présentation du groupement russe les « Fréres Sérapion », édifié
en 1921 sur les valeurs de I'amitié, sera l'occasion d'une redistribution des accents:
« On voit pourtant l'attitude purement spéculative des Fréres, comme une réaction
vivante contre [’hypertrophie des forces sociales. Au cceur du brutale régime
bolchévique, voici la seule volonté manifestée pour former une république de la
pensée, ou toutes les libertés sont accordées et dont 1'unité n'est constituée que par
la sympathie mutuelle »**. Dans le contexte de I'événement politique majeur de la
Révolution de 1917, le renvoi a une « république de la pensée », figure transparente

2 William Marx, Vie du lettré, Paris, Minuit, 2009, pp. 142-144.

3 pascale Casanova, La république mondiale des lettres, Paris, Seuil, 1999.

2* Giorgio Agamben, L'4mitié, tr. Martin Rueff, Paris, Payot&Rivages, 2007, pp. 39-40.
B« Avantgarda rusd » (L'avant-garde russe), in Contimporanul, 11, no. 42, le 10 juin 1923.

90



L'APPROPRIATION DE L'AVANT-GARDE EN ROUMANIE: ENTRE POLITIQUE ET UTOPIE

de la République des Lettres, devient profondément significative. L'amitié est
appelée a distinguer nettement 1'activité lettrée de I'activité sociale. Le mythe n'est
plus au service d'une intégration politique, il est devenu une figure de la différence.
D'ailleurs, symptome du méme changement, dans les pages de la revue la sphére de
I'amitié¢ tend graduellement a se préciser. D'un numéro a l'autre, les « amis »
commencent a étre identifiés, aucune indétermination n'est plus laissée a 1'imagination.
«Nos amis Céline Arnauld et Paul Dermée », «notre ami Bragaglia », « notre
collaborateur M. Canudo » etc. Pour la revue il devient de plus en plus important
de nominaliser les « amis » et les « collaborateurs » afin de constituer la représentation
d'un circuit clos des valeurs d'avant-garde. Si cette circulation « amicale » des idées
et des formes continue a transgresser les frontieres, elle manque désormais de
vocation universelle et cesse de viser le public en son entier. Certes, cela marque
'échec d'une utopie. Au bout d'une année d'expérimentations, le réve d'une avant-
garde propulsée par les forces du progrés, vouée a une expansion universelle,
offerte a tous par la voie d'un apprentissage est infirmé au cceur méme du mythe
censé la légitimer.

Encore faut-il se demander si l'interprétation progressiste de 1'avant-garde
se déchire sous la pression de nombreuses contradictions internes. Cet échec d'une
utopie est-il l'effet d'un examen critique de ses fondements ? Bien que j’aie dédié
mon analyse a la mise en évidence des contresens idéologiques qui subvertissent le
projet de Contimporanul, je dois constater que 1'échec ne s'est pas cerné d'emblée
dans l'espace de la doctrine, ni dans celui de la « mythologie ». En fait, c'est une
occasion plutét humble qui incite a la dénonciation de 1'utopie. Dans le courrier des
lecteurs du 7 avril 1923, sur la quatriéme page de la revue, en guise de réponse a
une lettre envoyée par « quelques indécis », on peut lire la premiére invective
explicite qui marque la ségrégation conflictuelle du public, propre a I'avant-garde:
« de votre soupgon que nous essayons d'attirer les lecteurs par nos extravagances
nous ne nous inquiétons pas. Nous connaissons d'autres moyens pour attirer le
public et nous allons préparer un numéro spécial illustré ,,La Pornographie au cours
des siécles”... Cela dans un seul numéro, pourtant. Dans les autres, nous
continuerons a chasser nos lecteurs »*°. Ce n'est pas une fin trés glorieuse pour
I'utopie progressiste car elle n'est pas liquidée ni par une volonté de programme, ni
par une recherche de la cohérence. Comme tout ce qui la concerne, cet épisode se
déroule lui aussi a 1'échelle mineure ; on peut dire que le sort du projet progressiste
s'est joué sur la derniére page de la revue, entre les annonces triomphales du réseau
des amis et les réponses-invective aux courriers des lecteurs. C'est peut-étre le
signe a retenir pour cette « drole » d'avant-garde inspirée par l'idée socialiste :
exprimée dans la pratique du commentaire politique et dans la vulgarisation des
idées occidentales, elle s'épuise dans des circonstances triviales par une
gesticulation a marquage faible. Au demeurant, l'avant-garde « progressiste » mise

26 Jon Vinea, « Posta redactiei » (Le courrier des lecteurs), in Contimporanul, 11, no. 37-38, le 7 avril 1923.
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en ceuvre a Contimporanul entre 1922 et 1923 n'est qu'une négociation de 1'équilibre
fragile entre plusieurs représentations, les mémes, quoiqu'il s'agisse d'accréditer
l'illusion ou de la dénoncer. Ce public qui se laisse attirer par la pornographie,
affecté par le sentiment et par le sensualisme, est toujours « le public inconscient et
craintif » que Ion Vinea avait évoqué des le premier numéro de la revue. Sauf qu'ici
on ne se propose plus de le « réveiller ». Entre les représentations qui ont autorisé
l'utopie progressiste et celles qui I'ont invalidé il n'y a pas de différence : ce sont les
mémes acteurs qui ont changé de picce. Si l'histoire d'une rédemption légitime
l'utopie, c'est un mélodrame qui la déconstruit.
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ANGELO MITCHIEVICI'

ABSTRACT. Art and Nation: Romanian Arts and Crafts (1898-1910). At the end of
the 19th century Art Nouveau, known as Seccession, Modern Style, Stile Floreale etc.
interfered as a stilistic common denominator in the European cultures. Seen as a
cultural import in Romania fin de siécle in the context of the development of a
National Art, the emergence of Art Nouveau stired interesting debates among art critics
and prominent intelectuals of the moment. In fact, this issue brought into discussion
what a National Art means, how this Art could preserve Romanian Identity and in the
same time to recommend it for an Western audience in a modern way, not just as
popular culture or worth studying ethnographically material. In the quest for a modern
significance of National Art, some critics as Leon Bachelin found a way to exploit the
Byzantine tradition of ornamental painting which adorns the monasteries all over the
country in the context of the Aplied Arts. Fairy tales, legends, ballads offered the
source of inspiration for artist who transposed tradition in a new style. The interest
found among the members of Romanian Royal Court for both Art Nouveau and
Romanian folklore and traditions led to an interesting phenomenon of cross-cultural
communication illustrated by the works of Queen Elisabeth and Queen Mary as well as
by their cutlural initiative. The tensions between inwardness of traditional culture and
the aparent frivolousness and cosmopolitan appereance of the new style consisted in
creating of a new concept of beauty linked with what was supossed to be Romanian
identity and National Art.

Key Words: Arts and Crafts, Neo-Byzantinisme, Art Nouveau, Nation, Style.

REZUMAT. Arta si Natiune: Artele aplicate in Romdnia (1898 — 1910). La finele
secolului XIX, Art Nouveau-ul cunoscut si ca Secesionism, Modern Style, Stile
Floreale etc. s-a facut remarcat ca un fel de numitor comun stilistic in cultura
europeand. Vazut ca import cultural in Romania fin de siécle, in contextul proiectului
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unei arte nationale, aparitia Art Nouveau-ului a stirnit numeroase si interesante
dezbateri printre artistii, criticii de arta si intelectualii proeminenti ai momentului. De
fapt, aceste dezbateri au adus in discutie o serie de interogatii majore, i anume, ce
reprezintd Arta Nationald, cum aceastd arta poate conserva si reprezenta identitatea
roméaneasca i, in acelasi timp, cum o poate recomanda unui public occidental intr-un
ambalaj modern, nu doar in calitate de cultura populara sau simplu material etnografic.
In cautarea unei semnificatii moderne a Artei Nationale, critici precum Leon Bachelin
au descoperit o modalitate de a utiliza traditia bizantind a picturii murale care
ornamenteaza manastirile romanesti peste tot in tard, in contextul artelor aplicate carora
Art Nouveau-ul le-a imprimat o marca stilistica proprie. Basmele, legendele, baladele
ofereau o sursa de inspiratie pentru artistul care transpunea traditia intr-un stil nou,
modern. Interesul aratat de catre familia regald fatd de Art Nouveau si folclorul
romanesc deopotrivd a condus la un interesant fenomen de interferentd culturald
ilustrat de opera literara si plastica a reginei Elisabeta si a reginei Maria, fenomen care
a produs o emulatie in randul tinerilor artisti roméni ai momentului. Tensiunile dintre
conservatorismul culturii traditionale si aparenta frivolitate si cosmopolitismul noului
stil modern a avut drept cosecintd crearea unui nou concept de frumusete legat de
constructia identitatii roméanesti in raport cu Arta Nationala si cu modernitatea.

Cuvinte cheie: Arte aplicate, Neobizantinism, Art Nouveau, Nationalism, Stil.

In England, France, Belgium, Germany, industrialization generates a
reflection on the development of applied arts and decorative arts. Also, the
introduction of applied arts, industrial arts in relation to decorative arts leads to a
series of debates on the relationship between tradition and modernity in art, on the
national elements that modern decorative art takes. In Romania we find a very wide
circle of concern for applied arts, for defining a national art in the context of Applied
Arts in the period between 1895 and 1914, circle which includes people of different
intellectual training, future linguist Sextil Puscariu, critic and literary historian Marin
Simionescu-Ramniceanu, art historian Alexandru Tzigara-Samurcas, literary and art
critic Leon Bachelin, painters Apcar Baltazar, Stefan Popescu, etc.. On my turn, I cut a
narrower interval 1898 -1910. 1898 marks the appearance of the first consistent study
on Art Nouveau and applied arts in Romania due to L Bachelin, and 1908 -1910
marks the publication of Apcar Baltazar’s articles about the Arts and Crafts in
Romania. I refer specifically to the theoretical discourse concerning the development
of a national art in the context of decorative arts and applied arts with an emphasis
on the utilization of folk art and Byzantine art, who knows an interesting revival
now, phenomenon that resembles those in other European countries.

Although there is a school of Fine Arts and an Arts and Crafts in Romania, as
Bachelin, royal librarian, found, there is no specialization in applied arts. Alexander
Tzigara-Samurcas, art historian trained at Munich and Berlin, the creator of the
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Museum of National Art (Romanian Peasant Museum, today) present a report to the
Minister of Public Education, Spiru Haret, supporting the strong need for reform of
education that emphasized the visual arts. As noted in a well-documented article by
Ioana Vlasiu, in 1906, Tzigara-Samurcas gave to the newly created museum the prolix
title of "Museum of Ethnology, National Art, Decorative Art and Industrial Art" « car il
voulait justement insister sur le rapport entre 1’art paysan et I’art du présent, d’ou
I’ajout, dans le nom du musée, du concept d’art industriel, qui ne correspondait a
aucune réalité dans ’art roumain et encore moins dans les collections du musée. »'

Leon Bachelin

Among the first art critics in the late nineteenth century Romania, the art
and literary critic, Leon Bachelin refers to the connection between Art and
Nationality in a series of articles. The critic begins his propaganda for decorative
art with two very important articles first published in L 'Independance Roumaine
and renewed later in his books, showing that the critic's ideas in this regard are
older and have as a starting point a series of well assimilated theories. The two
articles entitled ,,La nationalit¢ dans I’Art” (Nationality in Art) and «L’Idealité
dans I’Art» (Ideality in Art) with a one-day difference preceded both the opening
of Official Exhibition on March 1898 and The Exhibition of Art Society “Ileana”.
Leon Bachelin asserts that Art has to be National if not Ethnic unlike science which
is cosmopolitan. The critic rightfully wonders, what the national character in art
and originality is in comparison with conditions inquired by the sociology of H.
Taine. Bachelin uses H. Taine's theory on artistic creation displayed in his work
Philosophie de l'art/Phylosophy of Art that it puts the artist in connection with ,,la
race, le millieu, le moment”, (nation, Environment/situation and time understood as
momentum) ,,il a une ame, I’ame que lui ont faite sa race, son pays, son milieu, ses
ancétres”, ,,il est un clavier vivant est sensible” (He has a soul, a soul created by
his race, by his country, by his place, by his ancestors” “He is a lively and
sensible/responsive ivories”). As far as Bachelin is concerned, Nationality in art
does not exclude the artistic education received in great artistic centers, Paris,
Munich, Diisseldorf, Berlin, Rome, etc. where the artist, "genie du peuple et de sa
race," (,,a genius of his people and his race”) may acquire technical competence.
International exhibitions favors the flow of ideas, emulation and artistic
cosmopolitanism, acceptable only ,,at the expense of national originality”. ,aux
depens de ’originalité nationale”. "National originality" is recoverable as Byzantine
tradition whose cardinal expression is the mural painting of monasteries, but the

! Toana Vlasiu, ,Réflexions sur les arts décoratifs et la décoration en Roumanie au début du XXe
siécle”, in Revue Roumiane d’Histoire de I’Art, série de Beaux-Arts, Tome XLIV, Bucharest, Ed.,
Academiei Romane, 2007, pp. 49-55.

2 1. Bachelin, ,,La nationalité dans I’Art” in L "Indépendence Roumaine, 22¢ Année, no. 6369, Samedi
21 Février (5 Mars) 1898.
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critic shares a vision of the future eclectic decorative arts in Romania which should
mix Pre-Raphaelite style, Neo-Byzantinism with the decorative techniques of
Gustave Moreau and Puvis the Chavannes, both considered precursors of
symbolism. ,le premier devoir de 1’art roumaine sera de s’inspirer de I’art de
byzandi populaire existant. Les vieilles Ecoles des zougraves ont laissé aux murs
des bissériqgues des fresques d’un style et d’une originalité admirables, ou le
byzantinisme apparait tempéré d’une naivete et d’une rusticité charmantes. Il
suffirait a nos peintres de reprendre cette tradition pour faire une belle et grande
ouvre. Il y aurait la pour eux une urgente rénovation a tenter: le neo-byzantinisme
(s.n.) a créer, une peinture murale et décorative qui tiendrait a la fois des maitres
mosaistes, des préraphaélites italiens, de Flandrin, de Moreau, de Puvis de
Chavannes en France, de Ruskin en Angleterre. Quel beau programme a réaliser et
dont la réalisation assurerait non seulement du pain et du travail a plusieurs
générations d’artistes, mais peut-étre aussi de chefs d’oeuvre au pays!” In fact,
Bachelin is the first critic who guides Romanian decorative art to the traditional
roots, represented in relation to painting by decorative wall painting or frescoes of
Byzantine influence of the monasteries in Northern Moldavia or South-Eastern
Wallachia. This program entails the revival of ecclesiastical art, ,the ancient
decorative hieratism” ("Le vieux hiératisme decoratif™) of Eastern Oriental Church
to inspire ,,des extases et des réves nouveaux qui montent des ames actuelles”. The
artist is compared to a gardener who makes ,,0f a popular song a musical poetry, of
a fairy tale a Wagnerian drama, of a fabulous character an immortal exponent.”,,.de
la chanson populaire un poéme musical, d’une conte de fée un drame wagnérien,
d’une personage fabuleux un type immortel.”* For valuing Romanian architectural
tradition, Bachelin invokes the architect lon Mincu incorporating the old
Byzantine, Russian architectural elements into modern construction keeping an
indigenous-native hall-mark ,,un cachet indigene”. Ion Mincu was seen as the
mastermind of a new style called Neo-Romanian Style.

Bachelin's opinions’ about decorative art and renewal that it could make in
Romania by valuing the tradition of wall painting of the monasteries found support in
the study of Carl A. Romstorfer, the Royal Conservatory of Imperial Museum of
Industry at Czernovitz. The study entitled Moldavian-Byzantine Architecture appeared
in 1897, in German. Romstorfer was mainly interested in religious architecture, its
investigations, considers Bachelin, should have pushed more towards the East. The
Critic intervenes asserting that the preponderant influence of the decoration and
style of monasteries architecture in Moldavia is not just Byzantine but it suffers the
influence of a byzantinism returned from Russia ,,retour de Russie” from where it

3 Ibidem, p-2.

* Ibidem.

> V. L. Bachelin, ,,A propos d’architecture roumaine”, in L Indépendence Roumaine, 22¢ Année, no. 6528,
Dimanche 9 (21 Aofit ) 1898.
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"returned" with oriental elements, Caucasian, Armenian, Persian, while in Wallachia
architects were inspired by a Byzantine style less altered by heterogeneous
contact®. Hence the two types of byzantinism: Russian and Constantinopolian.

Art Nouveau

The emergence of Art Nouveau at the end of nineteenth century is essential
for evolution of a modern art with a common artistic language by invoking national
decorative arts of different European artistic traditions. The term Art Nouveau
appeared in Belgium in the 1880’s to describe the work of a group of young artists,
Les XX, Les Vingt, The Twenty, who aimed to reform the art and society as a
whole. The dealer and entreprenuer Siegfried Bing concured to institutionalize the
name of the style when he opened a gallery in Paris in 1895 devoted to the new
design. It came forth in a moment of inertia and boredom of the decorative arts,
past styles being ,.endlessly regurgitated in debased fashions until they resembled
pastiche.”” Very soon Art Nouveau became a universal, pan-European style,
resulted in a diverse nomenclature, Jugenstil or Lilien Stil in Germany, Secession
in Austria and Hungary, Modernista in Barcelona, La Stile Liberty named after the
London’s shop Liberty or la Stile Floreale in Italy, in England and The United
States, were still considered to be part of the Arts and Crafts Movement.

Stephen Escritt insists on the ambiguity and versatility of this style: ,,As
well as being aesthetically varied and genuinely international, Art Nouveau was
also an incredibly versatile style. (...) The style had no respect for the boundaries of
class or quality (...) it influenced almost everything from door handles, chandeliers
to apartment blocks and shop fronts, wallpapers, undeground entries, like in Paris,
benches, public gardens, and house fences, stained glass or jewellery, recipients for
perfumes or tapestries etc.

,»The dichotomy meant that Art Nouveau embodied all the tensions within
art, design and society at the turn of the century. In its variety of manifestations Art
Nouveau was both elitist and populist, private and public, conservative and radical,
opulent and simple, traditional and modern.”®

And another important feature highlighted by Stephen Escritt ,Art
Nouveau could encapsulate both modernity and tradition, anxiety and confidence,
decadence and progress, conservative national identities and radical internationalism.”
Referring to the last two issues, for Romania, Art Nouveau is able to capitalize
tradition of Byzantine art and decorative popular arts by introducing them into a
modern context. Stephen Escritt includes five major sources of inspiration for Art

6 Ibidem, p. 7.

7 Ibidem.

8 Stephen Escritt, Art Nouveau, London, Phaidon Press Limited, 2000, p.5.
? Ibidem, p.11.
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Nouveau: ,, [...Jthe Rococo and its nineteenth-century revivals, the Gothic Revival,
the Arts and Crafts Movement, the Aesthetic Movement, and Symbolist painting
and writing.” Following the path initiated by Carl E. Schorscke, in Viena fin-de-
siecle. Politics and culture (1980), Debora L. Silverman in Art Nouveau in Fin-de-
Siecle France. Politics, Psychology and Style (1992) analyzes the birth of Art
Nouveau in France, in the context of the nationalization of rococo and its
subsequent mythology.The national dimension of Romanian Art Nouveau was
designed by exploiting the Byzantine art and Romanian folk art in a modern shape.
But can we speak of a nationalization of the two traditions, the Byzantine and the
folk art? It comes into play as critics called « I’appropriation esthétique», informed
cultural taste of tradition, « afin qu’il soit significatif, symbolique ».

In this regard, Bachelin develops his ideas in his next article entitled, "On
the necessity to stylizise ",,De la necessite de ,,styliser””, noting that the application
of Art Nouveau as a term for decorative, industrial arts, strikes in Romania the
following drawbacks/inconvenients: there is no industrial art and decorative folk
art is much older to justify the terminology of "new art" Art Nouveau, but the term
is not meant to affiliate the Romanian folk art to the Art Nouveau but to encourage
its exploitation in the field of industrial art. Current art, which means Art Nouveau
aims to decorate a surface. Nature is not studied to transpose it in a photography,
but to capture ,,son secret créateur et I’appliquer a I’ornement de notre existence.”
Examples are telling, a Tifanny vessel in New York created out of a shell, a bottle
made by analogy with a trunk, Gallé Nancy copy of a vial after exotic plant
flowers, orchids or carnivorous plants, based on the idea that first plate was a leaf
and the first glass a corolla, as a fruit gives us the idea of first containers, boxes.
Here it is the idea that Art Nouveau is as old as the world, the operation by which
matter is incorporated into the art being styling.

For Eastern Orthodox world the decorative art consist in variations on the
cross, wooden crosses which found in Nicholas Grant the best poet and their first
artist, but one can see the decorative Celtic crosses illustrated by poems painted by
Otilia Michail-Otetelesanu, and floral embroidery themes. Animals, plants must be
designed ,.épurés, parfois méme sublimisés par une travail qui les rende
ornementals et décoratifs”. In order to add authority, Bachelin quotes Eugene
Grasset from Verneuil preface: /’Animal dans la décoration”. Natural Being should
not be just a "far point" ,,point de départ”, it becomes motif, theme.

Cancellation of qualitative difference between the major arts and minor
arts as applied, decorative arts

As of August 30, 1898, in the newspaper L'Independence Roumaine
nr.6548, L. Bachelin begins publication under the title L'Art Nouveau, et la
Roumanie "a series that supports the development of decorative arts in Romania on
several levels. Based on book illustration and art ceramists to philately and bank
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notes or coins, from stained glass and terracotta to the cabinet makers’ furniture,
this is the largest action of its kind held in the press and almost turns into a
scientific study. The critic emphasizes again the need for cancellation of
hierarchical distinctions between major arts such as painting, sculpture,
architecture and minor arts, decorative arts and industrial arts that maintains bias
damage/harmful prejudice: ,la ridicule et superstitieuse distinction entre ,,grand
art” et ,arts mineurs” est morte.” Bachelin goes towards the dissolution of
customary hierarchies between major and minor arts, rectum, decorative arts,
stating the principle of equal artistic expressions «dans un objet de luxe ou dans un
objet utile». Moreover, « Par I’Art, j’entends donc autant I’art décoratif que 1’art
pur », « I’Art serait I’intégrale esthétisation de la vie.»'® Applied arts empowerment
program we find within the Viennese Seccesion or within the Aesthetic Movement
theorized by John Ruskin or William Morris, to name just two of the most
important critics and artists. Gustav Klimt illustrates the full dignity decorative arts
enjoy, the painter introduces decorative elements not only by styling but also as
orfevrerie in the space of painting, and in external space of frame that thus
becomes an essential part of the picture. This change in the way of perceiving art
maintains a fruitful contradiction according to critic, raising potential usefulness to
the dignity of a particular aesthetic, where the aesthetic value transcends the use
value : ,,(...)lart est a la fois plus democratique et plus aristocratique, suivant que
I’on envisage I’humiliation de 1’art a de si petites fins ou le raffinement de gott
qu’il faut pour élever 1’objet le plus usuel au rang de la beauté.”'' Bachelin
reconsiders "high art" by example of Burne Jones employed at the prestigious
school of William Morris, to do ledgers, tapestry cardboards, stained glass,
decorative objects etc, Walter Crane, successor of William Morris in England,
Eugéne Grasset in France, Mikoulasch Alesch (Mikulas Ales) in Bohemia, last, a
complete artist, decorator of cards, calendars, ephemeris, furniture, book illustrator,
cartoonist etc. Following the introduction of applied arts in Romania, Bachelin
focuses on popular arts that can be exploited thus rebuilding the connection with
tradition over the abyss which separates those Byzantine Giotos who raised Arges
Court from contemporary realist painters. Bachelin's essential merit is that it lays
down the relationship between tradition and modernity in terms of art, turning
tradition into modernity occurs only in terms of modernity: ”L’art moderne ne
progresse que par la modernité.” Tradition stands out and is recovered by ,la
contemporanéité du réve et de la réalité”. If you remove ,,la nationalité¢ et de la
tradition qui I’a produit”, new art, modern art is lost, it becomes a loan art.
Although there was a school of Fine Arts and an Arts and Crafts in Romania, as
Bachelin found, there was no specialization in applied arts.

101, Bachelin, « L’Idealité dans PArt », in L’Indépendence Roumaine, 22¢ Année, no. 6371, Lundi
23 Février (7 Mars) 1898, p.1.

1 1. Bachelin, ,,L’Art Nouveau, et la Roumanie”, in L’Indépendence Roumaine, 22¢ Année, no. 6548,
Dimanche 30 Aot (11 Septembre) 1898.
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Alexandru Tzigara-Samurcas

In his 1909 study, Art in Romania, Tzigara-Samurcas appreciated the
appearance of modern painting by dissociation of Byzantine art. The critic credited
Nicolae Grigorescu with the pioneering work in the sense of founding this
secession. His merit was “to be mediated transition from Byzantinism to true
painting emancipation from Byzantine hieratism "'> Amid the success that it has
Symbolism related to Art Nouveau, Byzantine revival seeks modernity in the
opposite direction, of the recovery of Byzantine art in the context of modern art
just to underline the identity of national art brands. While Tzigara Samurcas's
opinions on building a Romanian national art are different from those of Leon
Bachelin, the two critics are found on the same position in stating the importance
of Arts and Crafts. Tzigara Samurcas shares the modernity's view with Bachelin
that the dissociation between major arts, painting, sculpture and minor arts, Aplied
Arts, decorative arts, is obsolete. In this respect, in his article, "Artistic Youth",
published in the journal Semanatorul (The Sower), on March 16, 1903, the critic
praised the approach of a good part of Youth’s artists to accommodate their artistic
concerns with decorative arts. It was the second exhibition organized by the newly
founded artistic society. The critic asigned/ascribed to Decorative art through "the
popularization of so-called industrial products" an educational purpose.

Tzigara-Samurcasg attributed the merit of placing decorative arts in Romania,
to Princess Mary, the future queen, who took part to the first exhibition of Artistic
Youht with decorative objects such as fabrics, embroidery, "typical" furniture, painted
flowers. Book illustration is also present in the exhibition by "prayer books written and
illustrated with exquisite miniatures of His Majesty. " In this sense, the critic refers to
Diirer that illustrates the book of prayers of the Emperor Maximilian and to Anne de
Bretagne with her "Livres d'heures ", but also to the monastic culture of incunabula. In
addition to the objects exposed by Queen Mary there are other objects of decorative art
due to the ladies from the queen's entourage. In order to replenish the field of royal
concerns and princess taste for Byzantine realm of art, the critic recalls Byzantine
portrait of princess Mary envisaged as a Byzantine Empress that makes painter Artur
Garguromin Verona’s reconciliation policy with Byzantine art as the epitome of
National art. "Painter Verona had the brilliant idea to envisage in a sketch more
decorative the royal protectress as Byzantine Empress crown and mantle with glittering
gold and precious stones. The bolster and the frame supporting the painting are very
successful adaptations of Byzantine motifs, they are largely due to the increasing effect
produced by this sketch.”'* Ably extending the eulogy, Tzigara-Samurcas reminds one

12 Al Tzigara-Samurcas, Arta in Romdnia (Art in Romania), Bucharest, ,,Minerva”, Institut de Arte
Grafice si Editura, 1909, p.180.

13 Ibidem, p.207.

14 Ibidem, p.208.

100



ART AND NATION: ROMANIAN ARTS AND CRAFTS (1898-1910)

of the Romanian architectural achievements connected with Byzantine tradition, The
Monastery of Curtea de Arges, Monument of art placed under the protection of the
royal family.

Royal interest for Byzantine art

The role of the members of Romanian Royal Court appeared central to Art
Nouveau and Byzantine tradition in Romania. Both queens, queen Eliasabeth and
queen Mary were romantically potraied as painters, poetess, writers, designers etc.
The Romanian Royal House placed itself within the esteemed tradition of
Byzantine Art and Culture,and Popular Culture as well. They claimed this exotic
culture as a dimension of Orientalism still fashionable at the end of the nineteenth
century alongside the Romanticism’s concern with Mundus Orientalis. On the
other hand, the royal family revealed the rich tradition of Byzantine culture and
civilization in Romania, where it offers the defining marks, from architecture and
mural painting of the monasteries to the religious art of icon. Royalty, especially
Queen Elizabeth, Nome the plume, Carmen Sylva, and Queen Mary promoted
Romanianism and Romanian Traditions as a program as Tudor Octavian noted as
well:” Romanianism was not an emotional thrill but a royal program and what's
really shocking is that king Charles I and queen Elizabeth continued with intentions
and tenacity by queen Mary, have made an image of an enlightened Romania
institutionalization a fact of identity.” "

The first branch of the manifestation of a clear affinity with Byzantine art
is revealed sometimes by fashionable events. The "cultural" Carnival where the
King, Queen and Princess Marioara participated, Carnival held at the British
Emb