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Sunt multe feluri de limbi in lume, totus niciuna din ele nu este fard sunete infelese.
Dar daci nu cunosc intelesul sunetului, voi fi un striin pentru cel ce vorbeste, si cel ce
vorbeste, va fi un strdin pentru mine (1 Corinteni, 14: 10-11).
o
Undoubtedly there are all sorts of languages in the world, yet none of them is without
meaning. If then I do not grasp the meaning of what someone is saying, I am a foreigner to
the speaker, and he is a foreigner to me (1 Corinthians, 14: 10-11).






ARIILE TEMATICE
ALE REVISTEI

1. Semne, limbaj, comunicare - consideratii
generale
- consideratii generale asupra semnului;
- consideratii generale asupra limbajului;
- aspecte ale limbajului;
- consideratii generale asupra comunicarii
si actului comunicativ;
- sens si semnificatie in comunicare;
- intentie In comunicare;
- inteligibilitatea limbajului.

2. Tipuri de semne, de limbaj si de
mecanisme interactionale in comunicare

2.1. Tipuri de semne
- semne-icoang;
- semne-indice;
- semne-simbol.

22. Tipuri de limbaj si de mecanisme
interactionale in comunicare
- actul de limbaj in comunicarea cotidiana;
- mimicad si gest in comunicare;
- limbaj specializat;
- sens si semnificatie in
mediatizats;
- limbaj al identitatilor vizuale/limbaj pictural;
- limbaj al muzicii/limbal al dansului;
- limbaj in spatiul institutional;
- limbaj verbal in context cultural;
- limbaje si comunicare in cadrul comunitatii
europene.

comunicarea

2.2.1. Limbaj (literar) si conditionare sociala
- ideologie si identitate glotica;
- influente glotice;
- morala si limbaj literar;
- mentalitate colectiva si imaginar literar;
- scrierile (auto)biografice, intre individual si
social;
- voci, texte, reprezentare.

3. Limbaj, context, traducere
- rolul contextului in traducere;
- tipuri de traducere.

JOURNAL TOPICS

1. Overview of signs, speech and communication
- overview of sign;
- overview of speech;
- speech aspects;
- overview of communication and speech
act;
- sense and signification in communication;
- intention in communication;
- speech intelligibility.

2. Types of sign, speech and interactional
mechanisms in communication

2.1. Types of sign
-icon;
- index;
- symbol.

22. Types of speech and interactional
mechanisms in communication
- speech act in everyday communication;
- mimic and gestures in communication;
- language for specific purposes;
- sense and signification
communication;
- audio-visual language/ pictorial language;
- language of music/language of dance;
- speech in institutional area;
- verbal language in cultural context;
- languages and communication within the

European community.

in media

2.21. (Literary) and social
conditioning

- ideology and language identity;

- language influences;

- morals and literary speech;

- collective mentality and literary image;

- (auto)biographic =~ writings,  between

individual and social;

- voices, texts, reprezentation.

language

3. Language, context, translation
- role of context in translation;
- types of translation.
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PREZENTARE

Svetlana Osokina analizeazd conceptiile lingvistice, elaborate cu referire la functia epistemologica a
limbajului si traseaza, totodatd, directii noi in abordarea acestui fenomen, de felul celora care poatd
asupra tesaurului, luat drept sistem verbal de materializare a cunostintelor.

Abdul Ghaffar Khan si Mohammed Ahmad Alward isi propun o cercetare lingvisticd a
imprumuturilor din araba in limba urdu curentd, din perspectivdi morfologicd, flexionara si
derivatologica.

Gergana Atanassova Petkova isi propune sia cerceteze, din perspectiva formadrii, cele mai
intrebuintate eponime in sfera clinica.

Ioana-Tulia Olaru face o analizd a parcursului portretisticii romane in perioada Antichitatii clasice,
fara atingerea problemei amprentei pe care si-o pun Antichitatea Tarzie si crestinismul asupra statuarei.
Accentul cade, in acest studiu, pe evolutia artisticd a sculpturii ronde bosse imperiale, precum si pe
propaganda oficiald, care a functionat in cazul acestui domeniu artistic, in mod nemijlocit si la nivelul
maxim.

Liliana Bejenaru cerceteaza apelativele din limba francezd, din perspectiva structurii, continutului si
valorilor pragmatice.

Luminita Hoarta Cardausu reuneste cateva observatii referitoare la conditiile speciale de desfasurare a
unei dezbateri televizate, intr-un context situational special al comunicérii. Autoarea abordeaza cateva
aspecte care au aparut in cadrul unei interactiuni mediate controlate (de tip dezbatere televizatd). Studiul
reprezintd o analizd de caz a dezbaterii televizate ,Nocturne”, al cdrei moderator este Marina
Constantinescu si al cdrei invitat este Gigi Caciuleanu, coregraf si dansator renumit, roman din diaspora.

in primul articol inclus in volum, Gina Maiciucad cerceteazd asa-numita ,transpunere a referintei
temporale”. Dansa analizeazd prezentul simplu cu sens de trecut sau viitor, prezentul continuu cu sens
de viitor, trecutul simplu sau continuu cu sens de prezent, mai-mult-ca-perfectul sau perfectul continuu
cu sens de trecut ipotetic, trecutul simplu ipotetic cu sens de viitor si trecutul continuu cu sens de viitor
in trecut. Autoarea analizeaza patru tipuri de structuri verbale extinse cu doud, trei, patru si chiar cinci
verbe modale si/sau verbe la diateza pasiva si/sau unitati auxiliare.

Stella Gorbani face o incercare de a cerceta cuvintele incidente englezesti din perspectiva textuald. De
obicei, in lingvistica englezad, cuvintele in cauzd sunt concepute doar drept unitdti auxiliare ale
propozitiei. Luate insd din perspectiva textului, aceste unitdti se prezintd ca parametri ai coeziunii
acestuia, deoarece motiveaza alte unitati structurale ale textului, unindu-le intr-un tot intreg logic si
contribuind astfel la transpunerea intentiei autorului textului.

in al doilea articol inclus in volum, Gina Miciuci abordeazi unele aspecte ale diatezei verbelor din
limba engleza. In cercetare, dansa porneste de la valorile gramaticale si stilistice ale mediopasivului in
aceastd limbd, ca, mai apoi, sa analizeze coreferentialitatea si pronumele reflexive din ea. Doar in partea a
treia a articolului, autoarea cerceteaza diateza pasiva a verbelor englezesti prin abordarea (1) functiilor
distinctive ale participiului pasiv, care este identic ca structurd cu participiul perfect, adica participiul
trecut II; (2) complementului de agent, conceput ca complement central si nu doar periferic in limba
englezd; (3) conditiilor semantico-pragmatice care justificd omiterea agentului in constructiile pasive din
aceastd limba.

Max Graff analizeazi trilogia despre Selb de Bernhard Schlink. In aceasti lucrare, scriitorul
abordeaza tema nationalismului si influenta trecutului tarii asupra prezentului ei. Un rol aparte il revine,
in lucrare, problemei terorismului, justitiei si Germaniei unificate.

Ioana Boghian face o abordare semioticd a nominalizarii locuintelor in romanele din sec. al XIX-lea,
care drept scop dezvaluirea semnificatiilor unei practici culturale comune a timpului dat, si anume cea de
a atribui nume caselor, conacelor, sililor etc., adica locuintelor care apartineau famiilor de mijloc si celor
bogate ale societatii.

Angela Cosciug cerceteaza contactul dintre limbile franceza, spaniold, romana si rusd la nivel vocalic,
atat in trasaturile calitative ale vocalelor, cit si in cele cantitative.

Natalia Banaru studiaza calitatea si cantitatea elementelor fonice din componenta hiatului.

Ecaterina Niculcea analizeaza felul in care Satan este prezentat in lucrarile scriitorilor romantici.
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Grigore Cantemir analizeaza formele gramaticale incorecte care apar in textele literare si publicistice
romanesti din ultimul timp si care sunt adesea ,legitimate” chiar de unele acte normative in vigoare din
Republica Moldova.

Erdal Derin6z abordeazd metaforele cu referire la lumind si intuneric din povestirea romanticd a lui
E.T.A. Hoffmann ,, Domnisoara Scuderi”.

In primul articol inclus in acest volum, Georgiana Elisabeta Panait abordeazi problema apei din
perspectiva intertextualitatii si simbolisticii, pundnd la baza cercetdrii literatura si cultura.

Ina Gajeva analizeazd lucrarea lui Andrei Belai ,Simfonia de nord” din perspectiva descresterii
intrigii, a poligenezei personajelor si motivelor si a formarii neincetate a tropilor.

Natalia Halina abordeaza liberalismul prezidential care vine in acord cu cel imperial si se manifestd la
diferite niveluri, inclusiv cel lingual.

In cel de-al doilea articolul inclus in volum, Georgiana Elisabeta Panait abordeaza viziunea prozaica
si arta poeticd in operele lui Ion Vinea.

Medea Kinturasvili si Maia Benidze efectuazeaza cercetarea semioticd a insulei din romanul lui M.
Tournier ,Vinerea sau valurile Pacificului”. Dansele pun, la baza cercetdrii, teoria lui R. Barthes despre
punctum si praxis, considerand insula un semn.

Irina Strechii propune cateva traduceri in engeza din G. Vieru.
Luiza Sosu propune cateva traduceri in engeza din M. Eminescu si G. Vieru.

In compartimentul , Poezii si alte creatii”, Georgiana Elisabeta Panait propune o serie de poezii cu
tematica diferitd, iar Luiza Sosu - o poezie si un basm.
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PRESENTATION

Svetlana Osokina analyzes the leading linguistic conceptions which study the epistemological
function of the language and offers some perspectives of research in this direction. The main perspective
of her study is the development of the conception of thesaurus as the language system of knowledge.

This research paper of Abdul Ghaffar Khan and Mohammed Ahmad Alward deals with the
linguistic analysis of Arabic loan words in the present-day Urdu vocabulary. The authors analyzed the
morphological aspects of Arabic loan words in Urdu focusing on the inflectional and derivational
processes.

Gergana Atanassova Petkova studies the most popular clinical eponyms from the point of view of
their formation.

Ioana-Iulia Olaru analyzes the progress in Roman portrait during classical antiquity, without
reaching the issue of a footprint that puts Late Antiquity and Christianity on statuary. The author’s
interest is focused on the artistic development of ronde bosse imperial sculpture, on the official
propaganda which operated at a maximum level and very directly for this artistic area.

Liliana Bejenaru studies the problem of French appellatives from the perspective of structure,
semantic and pragmatic values.

The study of Luminita Hoarta Cdrausu brings together several observations which refer to special
conditions of holding a TV debate, in a special speech situational context. The author addresses some
issues that occurred in a media controlled interaction (a TV debate). The article presents a case study of a
night TV debate, whose moderator is Marina Constantinescu and whose guest is Gigi Caciuleanu,
choreographer and a famous dancer, coming from a Romanian diaspora.

Gina Maciuca investigates the ‘transposition of temporal reference’, including: Simple Present for
past/future time, Present Progressive for future time, Past Simple/Progressive for present time, Past
Perfect Simple/Progressive for hypothetical past, hypothetical Simple Past for future time, and Past
Progressive for future time in the past. The author submits to the reader four types of extended structure
featuring tempoaspectual blends - with two, three, four and five modal and/or passive and/or lexical
auxiliaries - , some of them bona fide ill-conceived lexematic monstrosities.

Stella Gorbani analyzes the role of parentheses in the text in order to demonstrate the real functions
of these language units. Being analyzed within the sentence, they seem to be easily avoided, replaced
without deteriorating the structure of the sentence. Only within the text boundaries parentheses act as
important markers of the relations of motivations between parts of the text contributing to text cohesion.
They can unite in one communication discourse closely and distantly located blocks of texts, creating an
orderly structure of the text, systematizing the ideas in logical chains, introducing more clarity to the
information intended by the writer.

The second contribution of Gina Miciuca included in the volume is intended to offer a few glimpses
of the English Voice, with a major focus in the first section on the mediopassive and the various labels
attached to it. Section Two takes the reader to coreferentiality and the vexed problem of English
reflexives. It is as late as Section Three that the English Passive finally looms as large as ever. Here three
issues are being addressed: the distinct functions of the passive participle - identical in structure to the
perfect participle; the role of agent by-phrases, which have been lately promoted from peripheral
constituents to active participants in verb complementation; semanticopragmatic conditions accounting
for ellipsis of the agent in passive constructions.

The final section features the grammatical device ‘promotion to subject’” as a semantic rival of the
canonical passive, while charting their main diverging contextually-based trends.

Max Graff analyzes the trilogy about Selb by Bernhard Schlink. B. Schlink’s touches upon the theme
of nationalism in his trilogy, and namely, upon the influence of the past on the present, terrorism and
German reunification, the questions of justice and responsibility during the post-war time.

In the article of Ioana Boghian, the semiotic approach to the act of naming houses found in 19th-
century English novels is meant to reveal the significations of a common cultural practice of the time,
particularly belonging to middle-class and wealthy families owning a house/manor/hall: that of
attributing names to houses.
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Angela Cosciug studies the close contact of French, Spanish, Romanian and Russian reflected in the
qualitative and quantitative features of the vowels.

Natalia Banaru analyzes the quantity and the quality of the phonic elements of the hiatus.
Ecaterina Niculcea examines the romantic writers” point of view on the figure of Satan.

Grigore Cantemir investigates the incorrect grammatical forms which have penetrated into current
literary and publicistic Romanian texts and which have been ,legitimized” by some legislation in force in
Republic of Moldova.

Erdal Derinoz explores the usage of metaphors of light and darkness in E. T. A. Hoffmann’s short
story “Mademoiselle de Scudéri”.

In her first article, Georgiana Elisabeta Panait investigates the problem of water in terms of
intertextuality and symbolism relying on literature and culture.

In her article based on "North Symphony" by Andrey Bely, Ina Gajeva explores the principles of
pattern prose such as: decreasing the plot role, complex polygenetics of characters and motives and
continuous text troping.

Natalia Khalina studies the linguistic features of presidential liberalism in Modern Russia.

In her second article included in this volume, Georgiana Elisabeta Panait explores the prosaic vision
and poetry in Ion Vinea’s works.

Medea Kintsurashvili and Maya Benidze study in semiotic terms the island from M. Tournier's novel
"Friday or the Limbo of the Pacific", refering essentially to R. Barthes’ theory of punctum and praxis,
applying its basic principles for the operation of the island as a sign.

Irina Strechii translates some of Grigore Vieru's poems in English.
Luiza Sosu translates some of Grigore Vieru's and Mihai Eminescu’s poems in English.

In the paragraph ,Poems and Other Works”, Georgiana Elisabeta Panait presents some of her own
poems and Luiza Sosu comes with a poem and a tale.
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Abstract
The article analyzes the leading linguistic conceptions which study the epistemological function of the language
and offers some perspectives of research in this direction. The main perspective is the development of the conception
of the thesaurus as the language system of knowledge.

Rezumat

In articol, se analizeazi conceptiile lingvistice, elaborate cu referire la functia epistemologici a limbajului si se
traseazd, totodatd, directii noi in abordarea acestui fenomen, de felul celora care poatd asupra tesaurului, luat drept
sistem verbal de materializare a cunogtintelor.

The epistemological function of the language has been under linguists” consideration for a
long time. Nowadays scientists are trying to understand the rules of getting knowledge and
ways of its keeping in the human head. In order to describe different aspects of the cognitive
sphere several scientific terms such as “the concept”, “the picture of the world”, “the mental
lexicon” and “the information thesaurus” have been invented. Each term refers to a certain
linguistic conception. All the conceptions have contributed a lot to the advancement of
linguistics; still there are some points for criticism. The aim of the paper is to analyze the given
theories and to suggest a new way to research and describe the knowledge structures of the
language. The paper supports the thesaurus conception as a heuristic method of thinking in this
direction.

The development of the mentioned conceptions is connected with the recent intensification
of the cognitive studies. The presentation of knowledge in the human head and its functioning
as a system is based on the language material and defined with the help of linguistic categories.
The language is almost always nothing else than the means of studying cognitive structures.
This point of view underestimates the essential role of the language in forming knowledge
structures. The result is that a number of very important language problems remain hidden
from the eyes. To overcome this situation we need to find a new view of the epistemological
nature of the language.

The system of knowledge which is formed with the help of language is called in different
ways. The most recognized terms of this system are “the system of concepts”, “the picture of
the world”, “the mental lexicon” and “the information thesaurus”. The entities named by these
terms are so similar that scientists have to compare them and to use each of them to explain the
meaning of the others.

The development of “the system of concepts” is connected with logical studies of the
language in the middle of the 20t century. In consideration of this notion most Russian
linguists relied on R. I. Pavilenis works. In his conception the system of knowledge is the
system of concepts, or “the system of information about the world”!. Unlike the system of
language, this system is continuous and indiscrete by nature. Its development starts on the
nonverbal stage of cognition and presents a necessary condition of language acquisition.

The metaphor “the picture of the world”, having a long history of its consideration, is still
understood by linguists in different ways. In general, the picture of the world is compared to
the system of concepts as a relatively stable and more definitely structured system because it is
formed with the help of language.

There are some theories which deny the role of language in building an individual picture of
the world. For instance, G. Kolshansky writes, “The language comes out not as a demiurge of
this “picture’, but as a form of expression of its conceptual... knowledge obtained by a human”2.
Though, recently linguists have supported the idea, suggested by E. Sapir and B. Whorf (and

Hlasumnenmc, 1983, p. 101.
2Kommmanackniz, 1990, p. 25.
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before them by W. von Humboldt) that language structures predetermine knowledge
structures.

The opposite conceptions are reconciled by the differentiation between “the conceptual
picture of the world” (this is often meant by the term “the picture of the world”) and “the
language picture of the world”. The latter provides the connection between the mental system
of knowledge and the outer world because the language is the basic means of objectification of
the mental picture of the world.

Paying too much attention to the signified side of language signs consistently leads to the
problem of language meanings. Particularly, lots of works are devoted to the relation between
the lexical and grammatical meanings. Recently linguists have made the conclusion that the
lexical meaning plays the same role in forming the system of knowledge as the grammatical
meaning, while traditional linguistics considered the lexical meaning as being more important
in this respect. The idea of the interpenetration of the lexical and grammatical meanings is
underlined in the theory of mental lexicon. A. Zalevskaya, who has developed this theory since
1980-s, defines mental lexicon as “the system of codes and code transitions that provides
forming and transmission of the sense as well as extraction of the sense from the perceived
message”3.

Nowadays we can see the development of a new conception interpreting the human system
of knowledge. That is the conception of the information thesaurus. Correspondingly, the
mentioned conceptions belong to logical, cognitive and psycholinguistic branches of linguistics.
The conception of the information thesaurus has its roots in natural science such as information
theory and informatics, or computer science. The latter pays much attention to the exploration
of the information content. It researches symbols, i.e. two-sided signs. The representatives of
informatics apply semiotic conceptions of the sign structure in order to give adequate
evaluation of the information content. This model is based on the theory of information
developed by C. Shannon and the general theory of systems.

Thesaurus is viewed as a form of information existence and storage. Yuri Shreyder
introduces the notion of the semantic information and develops the conception of information
thesaurus. He defines “thesaurus” as the formal model of description of the observer’s
presentation of the world. “A complex system has semiotic (i.e. language) nature of information
relations between subsystems in opposition to systems with functional signaling”.

The idea that the system of information exists in three aspects (semantic, syntagmatic and
paradigmatic) is also taken from semiotic conceptions. The semantic information transferred by
the complex system is equal to the pragmatic information because regardless the quantity of
information which was given, the receiving system will accept only the information which is
necessary and valuable.

So, thesaurus as the semantic model of information transmission has to solve the problems
of understanding information. In Shannon’s theory of information the problem of
understanding information by the receiver is not posed at all. It is assumed that the receiver is
always properly turned up. But in reality it is not so.

Thesaurus is a semantic system which works to receive, interpret and adopt information.
The same message can be taken differently by different receivers. To describe this situation it is
useful to have an idea about the thesaurus of the receiver. The ability of the receiver to accept a
piece of information and to interpret it depends on the state of the thesaurus.

This idea is frequently repeated in other works by other authors. For instance, N. Chursin
asks a question, “Why don’t academicians teach first graders?” “Because their thesauruses are
not compatible”>. An academician’s thesaurus is far more complicated than a schoolboy
thesaurus. Out of the information transferred by the academician (out of all words said by the
academician) a schoolboy can grasp only a few things (only a few words will be familiar to him,

33amnesckag, 1990, p. 66.
IIpevimep et alii, 1982, p. 16.
5Uypcun, 1982, p. 59.
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and it does not mean that he will understand them properly in the context used by the
academician).

The thesaurus organizes the system of semantic links between concepts. Each concept inside
this system is defined through other concepts. In fact, the thesaurus of an individual is a
verbalized set of an individual presentations of the world, including his cognition intentions.
Cognition intentions define the way the given information is accepted.

Only that information is accepted which is compatible with the thesaurus of an individual
and a little exceeds its present state. The exceeding information is valuable information. The
exchange of information between semiotic systems happens as the exchange of valuable
information. This means that the information exchange is a teleological process. If the receiving
information is absolutely equal to the present state of the thesaurus then the quantity of this
information is equal to zero.

In this conception, the information defined as “the quantity of information” is valuable
information. This idea is absolutely different from Shannon’s idea of “the quantity of
information”. Shannon viewed the quantity of information mathematically; in the thesaurus
conception the quantity of information can be measured as the change of the thesaurus of the
receiving system. “After reading a text, the thesaurus of an individual may change. The change
of the thesaurus can be written algebraically: equality b=x(a) means the subject with the
thesaurus a, receiving text x, changes his thesaurus, turning it into b”¢ .

The problem is that Y. Shreyder does not explain how to measure the content side of the
thesaurus. He only suggests that it can be measured in some way, but he does not offer any
mathematical formula for the calculation of the quantity of semantic information as Shannon’s
formula for the calculation of the quantity of material information.

Yuri Shreyder develops the conception of the semantic information using mainly
mathematical methods. Since semantics is a branch of linguistics, the way to measure the
thesaurus changes can be found with the help of linguistic methods.

In linguistics the notion of thesaurus is mostly connected with ideographic dictionaries. But
Yuri Karaulov, the author of the conception of “language personality”, names the cognitive
level of the language personality as “the thesaurus level”. It is the system of knowledge of the
personality formed by the language”’.

Karaulov’s view on the thesaurus is different. The researcher gives another interpretation of
the epistemological function of the language. It belongs to the branch of cognitive linguistics to
a wide extend. As is the case with other cognitive studies, it is aimed at explaining mental
structures with the help of the language. These conceptions try to model the mental system of
knowledge using indirect evidence, such as language facts. The main problem is to define the
unit of knowledge. Language facts do not allow to set its boarders properly.

We think that the modeled mental structures are epistemologically derived from language
structures. Although scientists say that mental units exist before language as mental abilities of
an individual precede language abilities, knowledge about mental structures comes from
knowledge about the language. So, from epistemological point of view, models of mental
structures are second after models of language structures. That is why to understand the
essence of knowledge we must pay more attention to language epistemological structures. We
must search for knowledge structures inside the language, not in the human head only.

We suppose the conception of the information thesaurus has many more advantages than
other conceptions. The term “thesaurus” is not so frequently used in cognitive linguistics, so, it
can find its own status in the branch of linguistics dealing with language (not mental!)
structures of knowledge.

Speaking of the epistemological activity of an individual, we can say thesaurus is a system of
words used by an individual not only to get and produce verbal information, but to exchange
knowledge with other individuals. It orients the individual in the space of information.

*IIpenimep et alii, 1982, p. 119.
“Kapaysios, 2007.
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The orienting function of the thesaurus is stressed in a number of sociological works.
Particularly, Valeriy Lukov and Vladimir Lukov define thesaurus as “an individual
configuration of orienting information”s. The thesaurus has the orienting function because an
individual does not create semantic links between words, but inherits them as already formed
system from previous generations. The system is formed in the process of constant verbal
communication between people and presses human perceptive organs. An individual has to
accept this system, there is no other choice.

Empirical forms of this system can be described as stereotype collocations of words which
compose human speech. Hearing them from others, an individual repeats them. The unit of the
thesaurus in this respect cannot be a word. It must be a collocation, i.e. a combination of words,
because only collocations show explicit word links. A lexeme contains its links in potential but,
on the one hand, not all of them are revealed in reality; on the other hand, collocations may
present the links which are not set in a lexeme potential.

Valeriy Lukov and Vladimir Lukov speak about “thesaurus structures” which remind
idiomatic expressions. The structure element of the thesaurus as an orienting system must be
such a unit which reveals semantic links in a syntagma. Set collocations of words present such a
unit. They are combinations of words used by speakers as “ready speech forms”. These are
such collocations as Happy birthday! go shopping, watch TV, drive a car, etc. The idea that these
collocations are firmly set in the language and reproduced by speakers as speech forms
becomes very obvious when we compare languages. These English collocations correspond
with the Russian collocations C dnem poxoenva! xodums no maeasuxam, cmompemsv meaeBusop,
Gecmu mawiuny, which are made of different lexemes and have different grammar structures.

The reason why Russian and English speakers use different collocations is not connected
with language grammatical peculiarities or a number of lexemes. Russian language admits such
combinations of words as Cuacmauboeo OHA poxdeHus, noceujeHue MazasuHob, cmompems
meseBudenue, which are equivalents to the given English collocations, but these combinations
are not firmly set in the Russian language. Nobody uses them because there is no reason to
create new forms when it is easier to use already existing forms. Besides, creating new forms
always entails the risk of misunderstanding. Stereotype collocations are not produced by
speakers; they are reproduced.

The fact that set collocations are reproduced contributes to understanding because hearing
one word the receiver may predict the next word. At the same time, while making a message, it
is enough for a speaker to say one word and the next word will come to his mind itself. It
means that the number of words which can follow after the pronounced word is limited; it
consists of only those words which form set collocations with the pronounced word.

Set collocations of any language are various in their structure. It is very difficult to find any
foundation for their systematization. As it is obvious from the given examples, they can be
different in grammatical structures, they may have different degree of semantic connection
between words, they can be stylistically different and more or less frequently used by speakers.

We cannot use semantic, syntagmatic or pragmatic criteria to form classes of all set
collocations of the language. That is why in our monograph® we concluded that the only
principle for their systematization can be the formal principle. We made groups of set
collocations with one word and called them “series”. For instance, the series of collocation with
the word God consists of such collocations as dear God! a follower of God, a crime against God, God’s
laws, faith in God, a house of God, thank god, my God! an Egyptian god, a male god, The Work of God,
God'’s love, etc.; the series of set collocations with the word love consist of collocations true love,
deep love, sincere love, maternal love, fraternal love, a love child, a love letter, a love story, be in love, fall
in love, feel love, give love, make love, be sick of love, a token of love, love from the first sight, Love Boat,
etc.

8]Tykos et alii, 2005, p. 15.
90coxkwmHa, 2007.
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The number of collocations in each series cannot be counted and cannot be given as a limited
list. It is an open row. We can only list collocation, fixed in a certain dictionary (as we did it
with collocations with the word love - they are taken from Cambridge International Dictionary
of English) or in a certain text (collocations with the word God are taken from the book by D.
Brown “The Da Vinci Code”).

A special work must be devoted to semantic analysis of set collocations. Right now we only
can say that all these collocations are used by speakers as “ready texts”, “borrowed texts”. Not
only such collocations as The Work of God or Love Boat which refer to certain culture phenomena
(the Medieval Christian organization and a world-popular BBC film), but the rest of the
collocations as well are borrowed from somebody else’s speeches (e.g. from parents” speeches).

It does not mean, of course, that new word combinations are not created at all. The ability to
create new collocations which are properly understood by others is a gift given to those who
have an intimate feeling of the language. But it is not a good idea to make a message of mainly
new word combinations - it will cause understanding problems.

Set collocations objectively exist in culture texts, most frequent of them are fixed in
dictionaries. Altogether they make up the thesaurus system.

Thesaurus is the system of word links objectively given as a system of word collocations in
culture texts. These texts contain knowledge. To study knowledge it is not really necessary to
model mental structures which are impossible to observe. It is enough to study set collocations
used in speech and fixed in texts.

We support the idea that knowledge can be studied as the change in the thesaurus system.
To be able to see the changes it is efficient to analyze the thesaurus of the culture texts written
years ago and modern texts.

First of all, it is necessary to find out the collocations used in a certain text (or certain texts).
These must be texts of a great culture value. If, for example, we analyze texts which were very
popular a hundred years ago and texts popular now, then we can see the thesaurus changes
which took place during a century.

The technique of finding out the collocations was developed in our mentioned above work.
The main idea of the technique consists in writing out of the text the most frequently used set
collocations and in the following analysis of the collocations.

For this paper, we analyzed the text by F. Dostoevsky “The Demons” which was written
more than a hundred years ago and had a great impact on Russian culture and modern fiction
by V. Pelevin, S. Lukyanenko and D. Dontsova. We also analyzed modern Russian newspapers.

Each text contains a certain system of set collocations. There are collocations used only in
this or that text (e.g. the collocation umems npabo eosoca is very frequent in Dostoevsky’s book
and is not frequent at all in the others); and there are lots of collocations which pass from one
text to another. We suppose that to be able to see the thesaurus changes we must compare big
series of collocations used in each text.

We found out that the analyzed texts contain such big series of collocations as with the
words deso (He moe deso, 3amaAmb 0ea0, NPUHAMBCA 3a 0ea0, 00ujee 0eso, HA camom Oese, Oeaams cBoe
deso, etc.), Bpemsa (mpamumo Bpems, nocaeonee Bpems, Haute Bpems, 8 cBoe Bpems, Hexomopoe Bpems,
etc.), eaasa (eayboxue eaasa, 204ybvie 21a3a, packocvle eAa3a, 3eeHble eAa3q, KApue 2Aasd, CMeKAAHHbIE
eaasa, etc.), npobaema (Bo3Hukaa npobaema, Hepaspewumas npobsema, ecmv npodaemsl), OeHveu
(3apabamuiBams Oerveu, mpamums 0eHbveu, Hem OeHee, UCKAMb OeHbeu, noayuums dexwveu), and others
(the limits of the paper do not allow to mention all the collocations from all the series).

To see clearly the changes in the thesaurus of the Russian language we made a table in
which we listed the words which organize the biggest series of collocations (Table 1).

The words given in the table can be considered as the organizing units of the Russian
thesaurus during 100 years. The words which form the biggest series in the most popular works
literature can be called the “actual thesaurus”. The collocations with these words make a
language net available for and perceivable by an average speaker of Russian:
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Dostoevsky Pelevin Lukyanenko | Dontsova Newspapers
Yerobex Bpems Mup Lom Heao
Ieso Ieno Héepv Ieao ITpobaema
T'aasa T'aasa Ieno Ienveu Ienveu
Bpems IIpobaemvL Bewyp T'or06a Bpems
Modes Mup Bpemsa Irasa
Toaoc Kusnp Ihasa Hebo
Bonpoc Beww Tenveu KusHo

Toa06a Yeao0bex Ienw

Hywa HeByuixa Bpemsa

ITymyo ITymyv

As it is clear from the table, in all the analyzed texts we can find big series of collocations
with the words 8pems (time) and deao (business/matter). Very important is the word esasa (eyes)
used in all works of literature but unused in newspapers. On the third place there is the word
denveu (money) which appears in three out of five columns. We can also see the words mup
(world), »xusns (life), bewsn (thing,) eosr0ba (head), nymo (way) and npobaema (problem) in two out of
five columns. It gives an idea how valuable information is arranged in the actual thesaurus, i.e.
which type of knowledge is considered as more important and which is less important.

The most valuable knowledge is connected with the words 6pemsa and deso. Thesaurus links
connected with the words e1a3a and denveu are very actual. The collocations with the words
npobaema, nymo, 20406a, Beuss, xusns, and mup are a bit less important but they are gaining higher
valuable status.

It is also noticeable that the importance of the collocations with the words 8pems, deso, and
eaasa was enhanced by Dostoevsky’s book and it made these thesaurus units very valuable for
Russian culture and language knowledge for more than a hundred years. Such thesaurus units
as deHbeu, npobaema, nyms, X*usnv, Mup, Beuss, e0108a are introduced by modern texts and present
the latest values.

The role of set collocations of words in forming knowledge needs further studying. The
thesaurus system made by set collocations organizes the picture of the world and the system of
the mental lexicon. At the same time thesaurus is not a kind of a mental information storage. It
is quite a material system which influences one’s mental world from the outside.

The information thesaurus is organized by the language system of knowledge. It is the
system of set collocations which compose the speech and structure the mental world.

The suggested view on the epistemological function of the language presents a new aspect of
linguistics. The main idea which distinguishes the thesaurus conception from the existing views
consists in recognizing the language (not mental) nature of the knowledge units and the
material nature of their links. It also approves the derivative status of the mental models from
language structures.

Bibliography

JIVKOB, B.A., JIYKOB, B.A. Tesaypycuuiti anaius mupoboii kysvmypusl [/ / Tesaypychuiii anaius mupoboil
kyavmypoL: CoopHux Hayursix mpyoo. Bemr. 1. Mocksa: VM3gaTenbscTBo MOCKOBCKOTO r'yMaHMUTapHOTO
yuusepcureta, 2005 [JIykos et alii, 2005].

KAPAVYIJIOB, IO.H. Pycckuni aseix u AswikoBas auunocms. Mocksa: Vsmarenscrso JIKM, 2007
[Kapaystos, 2007].

KOIMUAHCKWUW, T.B. O6sexmubnas kapmuna mupa 8 nosuanuu u sssike. Mocksa: Hayka, 1990
[Korsmmaackmia, 1990].

OCOKVHA, C.A. Onwm snucmemosoeuueckoe0 aHaiusa xyooxecmbennoeo mexcma. bapHay
I'pacpuixc, 2007 [Ocoxmma, 2007].

ITABWIEHWVC, P.V. Ilpobaema cmvicaa: coBpemennsiil A0euxo-gpusocopckutl anasus Asvika. Mocksa:
Meiciie, 1983 [[TaBwienvic, 1983].

YYPCUH, H.H. Honyaapnas ungopmamuxa. Kues: Texrika, 1982 [Uypcun, 1982].

IIIPEVIEP, O.A., IITAPOB, A.A. Cucmems: u modeau. Mocksa: Pammo m cBs3b, 1982 [perimep et
alii, 1982].

28



TIPURI DE LIMBAJ §I DE MECANISME
INTERACTIONALE iIN COMUNICARE

TYPES OF SPEECH
AND INTERACTIONAL MECHANISMS
IN COMMUNICATION






ARABIC LOAN WORDS IN URDU: A LINGUISTIC ANALYSIS

Abdul Ghaffar KHAN,
Professor, Ph.D.,
King Khalid University, Abha, Kingdom of Saudi Arabia

Mohammed Ahmad ALWARD,
Assistant Professor, Ph.D.,
King Khalid University, Abha, Kingdom of Saudi Arabia

Abstract

The sociocultural contact between the Muslim soldiers speaking different languages including Arabic and the
local population of Indian subcontinent resulted in the evolution of a new language known as Urdu. Consequently
upon this sustained contact between the languages of the soldiers and the dialects spoken by the local population, the
process of linguistic amalgamation started. Lexical borrowing from these languages into Urdu vocabulary is one of
the examples of such a linguistic amalgamation. This research paper deals with the linguistic analysis of Arabic loan
words in the present-day Urdu vocabulary.

The data collected relate to standard Arabic and standard Urdu languages. The writers have used different
sources in collecting the data for this paper. Being a descriptive analytical study, the writers of this paper analyzed
the morphological aspects of Arabic loan words in Urdu focusing on the inflectional and derivational processes. The
study concludes with a set of findings as regards the impact of lexical borrowing from Arabic in the vocabulary of
the Urdu language.

Rezumat
Contactul socio-cultural dintre soldatii musulmani (care vorbeau limbi diferite, inclusiv araba) si populatia
bastinasi a peninsulei Industan a dus la aparitia si dezvoltarea unei noi limbi - urdu. Aceasta a apdrut, in bund
parte, datoritd comasdrii unitdtilor glotice din citeva limbi. Astfel, imprumuturile in urdu a unitdtilor lexicale din
limbile soldatilor musulmani au fost un mijloc de realizare a comasdrii in cauzd.
In articol, ne propunem s facem o analizi lingvisticd a imprumuturilor din arabd in limba urdu curentd, din
perspectivd morfologicd, flexionard si derivatologicd. In analizd, utilizam unitati din limbile oficiale arabd si urdu.
“Neither a borrower nor a lender be”
(ActI, Scene 111, Line 75)
1. Introduction
The above quotation from William Shakespeare's play Hamlet “The Prince of Denmark”,
offers a significant piece of advice to human beings of all times, but it does not hold good for
languages in contact. Word-borrowing, more or less, is a universal linguistic phenomenon.
However, it is an accepted fact that for all kinds of linguistic borrowing a sustained and
intimate contact between two or more speech communities is a pre-condition. This statement is
very much applicable in case of Urdu, where the sociocultural contact between the native
population speaking different dialects (Khari Boli, Haryanvi and Brij Bhasha, etc.) and the
Muslim soldiers belonging to different nationalities (Arab, Iranian, Turkish, Afghan, and
central Asians, etc.), came to India during the 12th century AD, resulted in the emergence of
Urdu as a new language, and later on in the process of linguistic amalgamation including
lexical borrowing. The presence of a large number of loan words from different languages is
evident from the historical overview of the present-day Urdu vocabulary. However, Urdu has
been especially hospitable toward languages like Persian and Arabic. One of the most
important factors behind a rapid amalgamation of Arabic words into Urdu vocabulary happens
to be the acceptance of Islam in various parts of the Indian subcontinent. The large number of
Persian loan words in Urdu vocabulary can be assigned to the fact that Persian happened to be
the language of the rulers. According to an estimate, Urdu has approximately 75% words from
the Indic sources. About 23% have been borrowed from Persian, Arabic and Turkish. Urdu has
also borrowed from other modern languages like English.

1.2. Statement of the Problem

Urdu, a member of Indo-Aryan family of languages, originated from the interaction of
Muslim soldiers from different nations (Iran, Arab, Afghanistan) and native population in
Northwestern part of India. It developed in the later part of the 12th century AD. The Muslims
rule was established in Delhi and a large number of Muslims migrated from Punjab and settled
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in and around Delhi. Delhi was made the capital of the new Muslim empire in 1193 AD.
Though it was a political incident, but it had a far-reaching impact on the sociocultural life of
the people of northern India. Along with cultural synthesis, the process of linguistic
amalgamation also started in northern India. The amalgamation of words from different
languages - Persian, Arabic, Turkish, etc. with local dialects of Delhi resulted in the evolution
of Urdu. From the introduction/spread of Islam in 711 AD to the close of the 20t century is a
stretch of more than 1300 years. During this period of sociocultural and religious changes,
Arabic words must have been making their way into Urdu vocabulary directly or through
Persian. It is likely that the mass conversion of the people to Islam was responsible for the rapid
borrowing of Arabic words. As such, the acceptance of Islam exercised a profound influence on
the socio-religious life of the people as well as on their language.

1.3.Research Hypotheses

- Word-borrowing is a universal linguistic phenomenon;

- Lexical borrowing is an outcome of a sustained contact between different speech
communities;

- The sociocultural changes are reflected in the advancement of a particular linguistic
community;

- The vocabulary of a language is a reliable source for indicating the sociocultural changes
during a specific period of time;

- With the cultural synthesis, the process of linguistic amalgamation influences the
linguistic scenario of linguistic communities in contact.

1.4.Scope and Limitation of the Study

This paper is restricted to a linguistic analysis of loan words from Arabic in Urdu. It
discusses, rather briefly, the contact of Muslims with the people of the Indian subcontinent
resulting in a sociocultural synthesis and in a process of linguistic amalgamation. The
sociocultural changes not only brought about a process of linguistic amalgamation, but gave
birth to a new language, later, known as the Urdu language. This article discusses the impact of
the borrowings from Arabic on the overall morphological system of Urdu. It focuses on the
morphology loan words: derivational and inflectional processes.

1.5.Review of Literature

The study of linguistic borrowings, especially lexical ones, has interested linguists for
centuries together. However, to the best of our knowledge, no such attempt has been made in
the specific area of Arabic loan words in Urdu, discussing the derivational and inflectional
processes including hybrid formations and the process of 'nativization' of thses words in the
present-day Urdu vocabulary. This paper does not discuss the phonological and semantic
changes as regards Arabic loan words in Urdu.

1.6. Purpose of the Study

The purpose of this study is four-fold:

- To understand the extent of borrowing lexical items from Arabic into Urdu in different
domains,

- To analyze the impact of Arabic loan words on Urdu vocabulary,

- Toinvestigate the process of 'nativization' and 'hybrid formation',

- To analyze the impact of the borrowing of the Arabic words on the overall
morphological system of the Urdu language.

1.7.Methodology and Data Collection

This is a descriptive analytical study and the data has been collected over a period of 18
months or so while teaching at the College of Languages and Translation, King Khalid
University, Kingdom of Saudi Arabia (KSA). The sources of this data are:

1) Arabic-Urdu dictionaries;

2) Collecting words after interviewing the Urdu and Arabic speakers;
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3) Words based on the experience of the writers of this paper who are native speakers of
Urdu from the north of India and Arabic from Yemen respectively. The data relate to
Standard Urdu and Standard Arabic languages.

1.8.Method of Analysis

- Fairly a large number of words (Arabic loan words) used in the present-day Urdu
were collected.

- These loan words were categorized according to their occurrence in different
domains with a view to ascertaining the extent of borrowing.

- These words have been transcribed phonemically.

- In Urdu, some of the speech sounds of Arabic have been neutralized.

- The phonemic symbols used are the following:

Stops p, ph, b, bh;t th d dh t th d dhyk kh, g gh;C;j;ch jhq

21
Nasals m, n, (1) -
Fricatives fo;sz;§%x, ¥, h =9
Lateral l =1
Flap r rh =
Trill r =
Semi vowel w =1
Vowels
Pure Vowels i,i;,U,uU;, a2,a,e 0 =8
Diphthongs ai, au =2

2. Domains of Loan Words
As stated earlier, Arabic loan words are attested in a large number in the present-day Urdu

vocabulary. They occur in almost all the domains. The following are some of the examples of
the Arabic loan words in Urdu belonging to different domains.

2.1. Words Belonging to Religious Domain
Among the nouns borrowed from Arabic and having to do with Islamic belief and doctrine

are:

- /somo-salat/ 'prayer and fasting - /zokat/ 'charity, alms' - /yusl/ 'bath'
- /miski:n/ 'the poor' -/dizn/ 'religion' - /yati:m/ 'orphan'
- faqi:da/ 'faith' - /nikah/ 'marriage' - /rab/ 'God'

2.2. Words Belonging to Domestic life
Arabic loan words also exercised a profound influence on the domestic life of the people.

This can be attested in the adoption of many words used in almost every walk of life. The
Arabic loan words can be traced in words of administration, art and learning, medicine,
education, domestic items, months, days and directions. Some of these words are given below.

a) administration:

- fvazi:r/'minster' - /mujrim/' criminal' - /hoku:mat/ government' - /malik/'king';
b) art and learning:

- /jayrafiya/' geography' - /montaq/'logic' - /naju:m/ astrology' - /twari:x/ history';
¢) medicine:

- /jism/'body' -/mari:z/'patient' - /Sifa/'cure' - /dimay/'brain' - /jild/ 'skin';

d) education:

-/madrasa/'school' -/adab/ 'literature' -/Ser/ poetry' /tarbiyat/ training';

e) domestic items:

-/kitab/"book' -/kursi/ ' chair' -/libas/'dress' -/xizab/'dye';
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f) months, days and directions:

-/muhrrlim/ 1st month in the Hijri (Islamic) calender' /juma/ 'friday' -/i:dull1zha '10th day of thi-I-Hajjah
(the 12th month in the Islamic calender) -/masrig/ east' -/junu:b/ south' -/sumal/ north'.

2.3. Commonly Used Expressions
Arabic words that made their way into Urdu were not confined to lexical items but extended
to commonly used expressions. Some of these expressions are listed below:

~/insa allah/'If God says' -/jazakallah/' May God reward you'.

The above expressions are used by speakers very frequently as a part of their culture,
sometimes, not understanding the meaning.

3. Loan Word Morphology: Nominals

Like in other languages, most borrowings into Urdu have been nouns, but some adjectives
have also been borrowed. A few prepositions and adverbs are also attested. There are quite a
few verbal compounds attested as hybrid formations. A review of the present-day vocabulary
reveals that instead of coining new words, Urdu has shown a marked tendency to go outside its
own linguistic resources and borrow from other languages including Arabic. While borrowing
words from different languages for centuries together, Urdu has built up an unusual capacity
for assimilating elements of other languages. The use of affixes from Arabic and Persian turned
out to be a fertile source in word building.

As stated earlier, through centuries of association with Arabic, Urdu enriched itself not only
by word borrowing, but also by accepting new affixes. The following are some of the affixes
from Arabic, commonly used not only with Arabic loan words, but with words borrowed from
other sources. Some of these affixes (prefixes, infixes and suffixes) are analyzed below:

3.1. Derivational Morphology of Loan Words: Prefixes

The bound morphemes /Ia-, bila- -bina-/ have the effect of changing the meaning of the loan
words they are attached to but do not alter its lexical category. These morphemes are used with
Arabic words as well as words from other sources:

Prefix Word Grammatical Gloss

Category
/la- / /ilm/ noun Without + knowledge = ignornt
/bila-/ / Sort/ noun Without + any condition = unconditional

Table 1: Prefix /la- and bila-/ used with Arabic words (Exclusive to Urdu)

The rapidity with which the above prefixes are assimilated is evidenced by the morphemes
with which these became the derivatives of Urdu words. The following are some examples:

la + voris ‘'without + claim' = ‘'unclaimed luggage, body, etc.'
la + volod 'without children' = 'issueless'
la + jova:b 'without + equal' ‘unique '
la + sani 'without + equal' = ‘unparallel'
la + parva:h/ 'without + care' = 'careless'

The prefix bila- [1bina- attached to Arabic words is shown in the table below:

Prefix Word Gloss
/bila- / + noun | /8ubha/ | Without + doubt = 'without a trace of doubt'
/bina-/ + noun | /ijazet/ Without + permission = 'without permission'
/bina-/ + noun | /zorurst/ | Without + necessity = 'without need or necessity'

It is interesting to note that most of the examples listed above are not used in Arabic. As
such, the prefix la- and bila- are added to Urdu words with as much freedom as to Arabic

words.

Table 2: Prefix bila- bina + Arabic loan words (Exclusive to Urdu)
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In addition to the above prefixes, the prefix na- is also used before Arabic words. It seems
that /la-/ is in free variation with la- in certain Urdu words. The morphophonemic analysis of
some Urdu words in present-day Urdu phonology reveals the tendency of free variation
between la- and na-. This alternation between lateral /I/ and nasal /n/ confirms the 'structural
adjustment' in Urdu phonology. Some of the examples are tabulated below:

Prefix Word Gloss
na- mumkin Not + possible 'impossible'
na- balill Without + adolescence, 'not adult
na- layoq Without + worth 'worthless', non-deserving

Table 3: Prefix na- with Arabic loan words (Exclusive to Urdu)

It is evident from the above analysis that Urdu has made a generous use of prefixes, infixes
and suffixes to form new words. As stated earlier, Urdu has been extraordinarily hospitable
towards Persian to the extent that the present-day vocabulary contains a large number of
Arabic words with Persian prefixes. The prefixes /ba:-, be-, bad-/ of Persian origin are tabulated
below:

Prefix Word Gloss
ba:- izzot With + respect, honour
ba:- odab With + respect, manner, 'with regards'

Table 4: Persian prefix ba:- with Arabic words

The table below shows the example of the prefix be- with Arabic loan words:

Prefix Word Gloss
be- hoya Without + shame , shameless , having no sense of shame
be- sobab Without + cause
be- faryida Without + profit 'profitless'

Table 5: Prefix be- with Arabic words

The prefix bad- meaning 'bad, wrong, without', etc. is added before loan words from Arabic:

Prefix Word Gloss
bld- dua: bad + supplication, curses, etc
bld- niyat Bad + intention having bad intention

Table 6: Prefix bad- added before Arabic loan words

4. Arabic Infixes in Urdu

An infix is a morpheme that is inserted within another morpheme. Urdu, does not offer
examples of infixes in words of Indic origin. However, Arabic exploits this morphological
possibility to a great extent. In the process of borrowing, Urdu, has adopted a few Arabic loan
words with infixes. Some, some of the examples with infixes are tabulated below:

Word Infix | Word with infix Gloss

Mohfil -a- mohafil Gathering , meeting - gatherings , meetings
Masjid -a- mosajid Mosque - mosques

Torti:b -a- torati:b Arrangement - arrangement orders

Table 7: Infix used in Arabic loan words in Urdu

The above example takes -a- as the infix, converting a singular noun into a plural noun. In
addition to -a- meaning plurality, another infix creates a new word (meaning Noun 'doer").

The following Arabic loan words in Urdu, offer examples of another infix converting a noun
into another noun (as a doer):

Nags 'impression' - nagqas 'a person who inscribes the impression'
raqs 'dance' - ragqas ' dancer'

The infix in these words changes a monosyllabic into a disyllabic word. The last consonant
of the first syllable is repeated, and then the infix -a- is added creating new words.
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5. Arabic Suffixes in Urdu

In Urdu, suffixes of Arabic and Persian origin change the lexical category of words to which
they are attached. Such a process of derivation is quite common to Urdu with Perso-Arabic as
well as Indo-Aryan suffixes. These suffixes occur quite frequently with Arabic loans. Some of
these are illustrated below:

The suffix -i /i/ of Arabic origin can be added to a place name or country referring to
nationalities, place of living and sometimes language:

~/pakistani/*a citizen of Pakistan'- /haydrUbadi/ aperson living in Hyderabab'-/panjabi/'person from Punjab as
well as his language'.

In certain cases the suffix -i is added to words meaning 'related to'":
/sanat/ industry, crafmanship' - /sanati/ 'industrial'.

This Arabic suffix (-i) is also attached to Indic words as well:
/asmany/ 'sky, heaven'/asmani/ 'related to sky, heavenly/

6. Inflectional Morphology of Loan Words

Arabic language, belonging to the Semitic Family of languages, is known for its
morphological complexities. Arabic, like other Semitic languages, has maintained an elaborate
inflectional system over the centuries, while Urdu has minimized inflectional morphemes. In
both Urdu and Arabic, nouns have inflections for number with a difference. In Arabic, nouns
have inflections for number and case. In Arabic, there are three inflections: singular, dual and
plural and they have to agree with the case. As against this, Urdu nouns have inflections for
number only and there are only two inflections - singular and plural, and certain Arabic loans
also confirm to these rules (See Table 11).

However, it is interesting to note that despite the absence of dual number in Urdu nouns of
Indic origin, Urdu has borrowed a few Arabic nouns exhibiting duality and they are still in use.
Some of these words are the following:

validayn 'parents', fori:qayn 'two parties' and zowjoyn 'husband and wife, couple'.

7. Nativized Forms

By nativized forms we mean those forms that have Arabic loan lexemes followed by native
suffixes as well as suffixes from other sources. A large number of Arabic loan words in Urdu
are nativized. The nativized Arabic words can be classified into the two different categories
listed below:

1) Nativized forms by adding a native (Indic) suffix:

Arabic stem Native suffix Nativized Form
/mUzbu:t/'strong' (Adj) - /mazbu:ti/ 'strength' (N)
/Uulam/ \slave' (N) - /Uulami/ 'slavery' (N)
/kitab/ e” Kitabe~™
Jkursi/ a” kursia”™

2) Nativized forms by adding a borrowed suffix (Non-Arabic)

Arabic stem Native suffix Nativized Form
Xowf 'fear' nak /xowfnak/ 'terrifying, fearful'
[lazab 'anger' nak / xatarnak/ 'dangerous'
dukan 'shop,store' dar dukandar/ ' shopkeeper'
dizn 'religion' dar di:ndar/ 'religious' or follower of Islam'

8. Verbal Formations

Verbal formations are formed from Arabic loans (Nouns) + native verbal elements. The
word /zokat/'charity' is borrowed as a noun and then the native (Urdu) verbal element /dena/
'to give, etc.' is added to convert the nouns into a verb /zokat dena/ 'to give charity, alms, etc.'
Such verbal formation is quite common. Some of these verbal formations with different verbal
(native) elements are listed below:
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Arabic | UrduVerbal Verbal Gloss
Noun Element Formations/
Verbal
Compounds
vudu kOrnO vudu kOrnO Ablution+ to perform 'to perform
ablution'
kitab xUri:dna kitab k(ri:dna Book + to purchase 'to purchase
book(s)
Ozan denl] Ozan den(] Call for prayers+to give 'to give call
for prayers'
m0lum honl] m] 0 lum honl] 'to know about'
ird mlInan(] ixd mnanl) Eid + to celebrate 'to celebrate Eid'
gami:s pUhOn0 gami:s pOhOn(] Shirt + to put on 'to put on shirt'

Table 10: Verbal Formations/Verbal Compounds

The above examples of 'verbal compounds' function as verbs only when the loan items
(nouns from Arabic) are combined with native (Urdu) verbal items. It is interesting to observe
that in the case of verbal formations, the loan items (Arabic nouns) always precede the verbal
items.

9. Adjectives and Adverbs

Among the Arabic loan words in Urdu there are a few adjectives and adverbs. Some of these
are listed below:

Adjective Adverbs
/masyu:l/ 'busy, engaged with' /qabl/ 'before'
/qorit/  'near' /bad/ 'after’

/baxi:l/ 'miser'

Conclusion (Main Findings):
The main findings of this paper have been summarized below:

Urdu, has borrowed from Arabic not only the lexical items but also the affixes.
Borrowing has resulted in Hybrid formations: verbal compounds, plurality of nominals,
etc. Such examples are used exclusively in Urdu.

Some of the loan words have been completely assimilated into the morphological
systems of Urdu to the extent of being nativized.

One of the most important factors responsible for such an influx of loan Arabic words
into Urdu vocabulary in the domain of religion has been the spread of Islam in the

subcontinent.

Most of the loan words are used by the speakers of Urdu, irrespective of their religious
and cultural affiliations.
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Abstract

First clinical eponyms appeared in 19" century and their number is permanently increasing. The present text
does not aim to include all of them in order to make a classification, but to select only the most popular ones and on
the basis of their construction to group them in accordance with different patterns used in the process of their
formation.

Rezumat

Primele eponime ,clinice” au apdrut incd in sec. al XIX-lea. Astazi, numdrul lor este intr-o permanentd
cregtere.

In articol, autoarea nu-si propune si cerceteze toate eponimele din aceastd sferd pentru a le clasifica intr-un fel
sau altul. Ea se mulfumeste doar cu cele mai intrebuintate si le supune analizei din perspectiva formdrii.

The fact that human body remains to be an enigma for human knowledge is really curious.
Thousands of years have passed from the day when people were not interested only in the
world around them, but also in the world inside them. They focused their attention on their
inner space. And a lot of questions began to appear - what is the structure of the body, how
different organs and systems function and what the purpose of them is and so on, and so forth.

At the beginning it was very difficult to find any answers to these questions, no matter if the
responds are true, or not. As Helen King in her “Greek and Roman Medicine” wrote: “The
ancient doctor was expected to diagnose by studying the external signs in order to determine
what was happening inside. (...) Everything coming out of the body was examined with
interest as a way of finding out what was going on in the mysterious regions inside. (...)There
were a few instruments which were used to enable the doctor to see into the body. In the
absence of X-rays, scans and blood tests, diagnosis usually had to rely on the patient’s answers
to questions and on what everyone could recognize through their senses?0.”

But it soon became clear that only ancient doctors’senses were not enough to understand all
the necessary information and to solve the problems. As a result, new instruments were created
and new methods began to be used in order to help human knowledge to reveal the mysteries
of human body.

And another difficulty appeared here - this time not in the field of medicine, but it is a
linguistic one - how these new instruments and methods to be called, whom to be named after.
As a basis for these new terms, of course, the names of their discoverers were used. The word,
with which terms of that kind are called, is “eponym”.

Eponyms take an important role in the terminological system of every language. In the
sphere of medicine they emerged for the first time in 16t and 17t centuries. Clinical eponyms
came into view a little bit later, in 19th century, but their number is permanently increasing?!.

In the present research it is paid attention on those Bulgarian clinical terms which are the
most popular and are familiar even to the ordinary people. That is why the list with clinical
eponyms does not claim to be full and complete because the main purpose is an attempt for
classification of them to be made.

“Encyclopedic Dictionary from A to Z” by Sergey Vlahov is used for a basic source of
information. The selected eponyms and facts about them are compared with the data
introduced in “Dictionary of Foreign Words in Bulgarian Language” by A. Millev, B. Nikolov
and J. Bratkov, and that shown in “Terminologia Medica Polyglota” (“Medical Terminology in
Six Languages”) by Dr. George Arnaudov and “Nova Terminologia Medica Polyglota et
Eponymica” (“New Medical and Eponymic Terminology in Seven Languages”) by Petya
George Arnaudov.

0King, 2001, p. 12.
H"Tosheva et alii, 2000, p. 323.
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The list contains eleven eponyms from seven French!? and eleven from four German names,
six terms from five British names, five from three Italian personal names, two eponyms from
Galenus’” name?. There is also an eponym with a Russian origin, one with a Dutch origin, one
with a Czech origin, and another one with an American origin. All the thirty-nine clinical terms
come from the surnames of their discoverers.

In order to be classified4, these eponyms are divided into two major groups in accordance to
the principles, used in their formation. The first group covers terms formed by the means of
conversion or created by combination of root (usually the personal name of the discoverer) and
a suffix, carrying its own meaning. Such terms are called monobasic. The second group
includes eponyms that are compound terms.

I. Monobasic terms:
1) created by conversion: manmy (pasr.) < Mantoux (French proper name), penmeen (pasr.) <
Rontgen (German proper name). All these units are used only in the colloquial speech.

2) created by combination of root and suffix:

A)root + suffix -un: nukomun'>. The meaning of the suffix -un is “pertaining to or of”.

B) root + suffix -esa: bpyyesa, nacmvopesa, casmoneaas.

C) root + suffix —ua: puxemcus, sucmepua. The suffix —us is with Greek origin (<-eua, -1a) and is
used in forming names of countries, diseases, flowers. It denotes character or condition too?”.

D) root + suffix —usayus: dapconbarusayusa, papadusayus etc.1s

E) root + suffix -epacusa: xaiimopoepagpus, penmeerozpagpua®.

F) root + suffix —-mepanusa: penmeeromepanus20.

G) root + suffix —epama: penmeeroepama®' (=penmeenoba cHumxa).

H)root + suffix —ckonus: penmeerockonua®2,

II. Compound terms
In the Bulgarian clinical compound terms two subgroups could also be distinguished
according to their structure. The first one includes compound terms containing an adjective,

12Joseph Babinski is a French neurologist but with Polish origin.

18He is with Greek origin but lived in Ancient Rome as a Roman citizen.

4In the process of classification, the eponyms of Bulgarian, used as examples in this article, are
presented with their Latin and English equivalents.

15In Latin we can find the suffix -inum: nicotinum. In English - the suffix -ine: nicotine. The suffix -
inum usually indicates a relationship of position, possession, or origin. It is added to a noun base
(especially a proper name) to form an adjective (to see http:/ /en.wiktionary.org/wiki/Category:Latin_suffixes).

e]n Latin and English we can find the units Brucella, Pasteurella, Salmonella. The suffix -ella is added
to a noun to form a diminutive of that noun (to see http:/ /en.wiktionary.org/wiki/ Category:Latin_suffixes).

7In Latin and English we can find the suffix -ia: rickettsia, listeria etc. (to see
http:/ /en.wiktionary.org/wiki/ Category:Latin_suffixes).

18]n Latin and English the Bulgarian suffix -u3zayus has the equivalents -isation/-ization (Engl.) and -
isatio (Lat.) (with alternative forms -atio, -tio and -io): faradisatio, darsonvalisatio, faradisation,
darsonvalization. They are used to form a noun relating to some action (to see
http:/ /en.wiktionary.org/wiki/ Category:Latin_suffixes).

In Latin we can find the suffix -graphia: highmorographia, roentgenographia etc. In English - the suffix
-graphy: highmorography, roentgenography etc. The suffix graphia is with Greek origin and means
“something recorded or pictured” (to see http:/ /en.wiktionary.org/wiki/Category:Latin_suffixes).

2In Latin we can find the suffix —therapia (in roentgenotherapia for example), in English - the suffix -
therapy (in roentgenotherapy). The suffix -therapia is with Greek origin and means “a course of treatment,
therapy” [Arnaudov, 1964, p. 537].

2lIn Latin we can find the suffix ~gramma (in roentgenogramma for example), in English - the suffix -
gram (in roentgenogram and other units). The suffix gramma is with Greek origin and indicates something
written, drawn, or otherwise recorded, as in electrocardiogram [Rothenberg et alii, 2000, p. 243].

2In Latin we can find the suffix -scopia (in roentgenoscopia for example), in English - the suffix -scopy
(in roentgenoscopy). The suffix -scopia is with Greek origin and used in compound words, it means “to
look, to examine with the help of an instrument” [Arnaudov, 1964, p. 475].
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derivated from a personal name by adding the suffix -06(-), -06a, -060 or -e8, -e6a, -e6o, and a
common noun. For example: Koxo8 6ayus? (cvinH. O6ayus na Kox, mybepxyaosua baxmepus,
mybepkyao3en bayus), epaago8 goruxys?t, earenoBu npenapamu?® (CUH. eateHuuHu jexkapcméba),
HeoeasenoBu/mobozareHoBu npenapamu?e, pewmeenoBa cHumxka¥ (CVH. penmeeHoepama), 0asedoBa
mpuada® (cviH. Mmep3ebypecka mpuada), xaumopoBa xkyxuna? (CvH. makcuiapeH cuuyc), wbanobBa
006ubxa’0 (cvH. 006ubxa na 1LllBan, HeBpusema), masnueueb ciou® (cviH. npousboder/eepmunamuben
caot; masnueueba mpexa), mainueueBa mpexa®? (cviH. mainueuef caoi), ebecmaxueBa mpvbas,
pasronueBa mpeba®* (CvH. Mamouna mpeda), masnuzuebo meaue.

The second subgroup includes compound terms containing a common noun, the preposition
Ha (that expresses possession) and a personal name: 6ayus Ha Kox3¢ (cuH. mybepkyio3xa
baxmepus, mybepxyao3sen bayus, Koxob bayus), Braxna wa Ilypxune®, o066ubxa na IBan3® (cuH.
wbanoba 006ubxa, nebpusema), npoba na Manmy® (cviH. peakyus na Manmy), peaxyus wa Manmy*
(cuH. npodba na Manmy), pepaexc na babuncku*' (cviH. penomen Ha babumcku), pegprexcu Ha
Bexmepeb*2, mempada wa @aro®, mpuada na Paro*, enomen na babuncku®> (cviH. pepaexc Ha
Babuncku), ppaxmypa na Honoumpeno,

2In Latin - Kochi Bacillus (Mycobacterium tuberculosis), in English - tubercle bacillus.

*In Latin - graafi folliculus oophorus vasiculosus, in English - graafian follicle.

ZIn Latin - praeparata galenica (galenica (remedia)), in English - galenical preparations (galenicals).

2In Latin - neogalenica (praeparata neogalenica), in English - neogalenicals.

%In Latin - roentgenogramma, in English - roentgenogram.

28In Latin - Basedowi trias (Merseburgi trias), in English - Basedow’s triad (Merseburg’s triad).

2In Latin - Highmori antrum (sinus maxillaris), in English - antrum of Highmore (maxillary sinus).

30In Latin - neurilemma, in English - neurilemma, sheath of Schwann.

*'In Latin - stratum Malpighii (stratum germinativum), in English - Malpighian layer (Malpighian rete).

%In Latin - stratum Malpighii, in English - Malpighian rete (Malpighian layer).

3In Latin - tuba Eustachii (tuba auditiva), in English - Eustachian tube (auditory tube).

34In Latin - tuba Fallopii (tuba uterina), in English - Fallopian tube (oviduct, salpinx).

%In Latin - corpusculum Malpighi (corpusculum renis), in English - Malpighian corpuscle (renal corpuscle).

36In Latin - Kochi Bacillus (Mycobacterium tuberculosis), in English - tubercle bacillus.

%In Latin - Purkinje’ fibrae, in English - Purkinje’s fibres.

3In Latin - neurilemma, in English - neurilemma, sheath of Schwann.

%In Latin - Mantoux” testum (Mantoux’reactio), in English - Mantoux test (Mantoux reaction).

40In Latin - Mantoux reactio (Mantoux” testum), in English - Mantoux reaction (Mantoux test).

4]n Latin - Babinski reflexus, in English - Babinski’s reflex (Babinski’s phenomenon,).

4In Latin - Bechterevi/Behterevi reflexus, in English - Bechterev’s/Behterev’s reflexes.

4In Latin - Falloti tetralogia, in English - Fallot’s tetrad.

“In Latin - Falloti triad, in English - Fallot’s trias.

#In Latin - Babinski reflexus, in English - Babinski’s phenomenon (Babinski’s reflex).

#In Latin - Dupuytreni fractura, in English - Dupuytren’s fracture.

In conclusion we can say that in Latin clinical terminology is followed that the personal name is given
a grammatical form for Genitive, singular and that form is added to the common noun. Terms like
Mantoux” testum and Mantoux’reactio are rare here but are the preferred one in “Nova Terminologia
Medica Polyglota et Eponymica”. Principles for phrase syntax are wavered (Basedowi trias, but stratum
Malpighii). The same is the situation about the usage of capital and small letters. Sometime the adjective is
derivated from the name of the discoverer and it is added to the common noun (praeparata galenica). In
English clinical terminology the adjective is derivated from the scientist’s personal name and it is added
to the common noun. Often the adjective in English is substantivated.

Two ways for expressing possessiveness are also observed - by “’s” and by construction personal name
+ preposition “of” + common noun. In both Latin and English systems the usage of terms formed by the
combination of Greek and Latin terminoelements are found.

There are pairs of synonyms just like the Latin and English eponyms Listeria and Listerella (monobasic
terms), and the Bulgarian wéanoba 066ubxa and 006ubxa na Il6an (compound terms). Such types of
synonyms are called absolute synonyms or lexical doublets and their meaning and stylistic usage is
completely alike [Georgiev et alii, 1996, p. 165]. They could be observed only in scientific terminology
[idem, p. 165-166].

40



Conclusions:

Different patterns of term-formation have different degree of productiveness. The most
profitable of all, from the presented types of construction, are those models which are typical
for the two subgroups of compound clinical terms. The monobasic Bulgarian eponyms with
Greek origin are more creative than those with Latin origin.

It is very interesting how words and language in general, illustrate and depict changes in
human knowledge and life. Ancient doctors rely on their senses to feel and understand their
patients’pain, while modern medicine relies on innumerable complicated instruments to
discover and describe the same - human pain. But neither the ancient doctors, nor
contemporary scientists can discover and explain everything#. New facts and innovations are
permanently appearing, and the new words (especially new terms), created for naming them,
have to be described and classified.
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Abstract

This paper presents an analysis of the progress in Roman portrait during classical antiquity, without reaching
the issue of a footprint that puts Late Antiquity and Christianity on statuary. In this study interest is focused on
the artistic development of ronde bosse imperial sculpture, on the official propaganda which operated at a maximum
level and very directly for this artistic area.

Rezumat

Lucrarea prezintd o analizid a parcursului portretisticii romane in perioada Antichititii clasice, fird atingerea
problemei amprentei pe care si-o pun Antichitatea Tdrzie si crestinismul asupra statuarei. Accentul cade, in acest
studiu, pe evolutia artisticd a sculpturii ronde bosse imperiale, precum si pe propaganda oficiald, care a functionat
itn cazul acestui domeniu artistic, in mod nemijlocit si la nivelul maxim.

Atata originalitate cata a fost in sculptura ronde bosse romand, ea s-a adunat parcd in intre-
gime in genul portretului, de neegalat cu arta nici unui alt popor antic. Este explicabil, astfel,
motivul pentru care statui de zei nu prea gdsim in arta acestor oameni (care totusi iubeau foarte
mult clasicismul grecesc, ale cdrui exemplare sculpturale le colectionau si le reproduceau).
Romanii nu aveau cum sa fie interesati de conventionalele chipuri ale zeilor greci, idealizate dar
prea generalizate. In portretistica romana gasim, in plus fati de greci, pe langa interesul fats de
portret in ansamblu, si noutatea reddrii chipului feminin: matroana romand era o prezenta
suficient de importantd in viata sociald pentru a-si gasi un loc aparte si in artd. Nu eternele zeite
elene erau modelele, ci femeile reale si respectabile. Si iubite - din moment ce artistii, in perma-
nenta dorintd a libertatii de exprimare, pentru redarea frumusetii doamnelor, a accesoriilor sau
a coafurilor acestora la modd, cdutau noi mijloace tehnice proprii sculpturii, cum este acea punte
care le plasticizeaza buclele parului, o bucatd mica de material ldsatd intre suvitele parului, care
creeazd o legitura intre liniile prea rigide ale santurilor dintre ele. Insisi redarea carliontilor
parului cu burghiul este o inovatie tehnica a romanilor, buni mestesugari, carora, in aceasta
privintd, nu le era greu sa experimenteze mereu si care au avut si alte contributii tehnice
valoroase si autentice, cum ar fi marcarea prin adancire a pupilei si chiar conturarea irisului.

Asadar, artistii, pe langa rolul lor de mesageri ai proslavirii celui portretizat, au incercat sa
atinga si coarda sensibild a privitorilor prin intermediul modalitadtilor proprii acestei arte,
sculptura tridimensionald - o arta care se adreseazd vdzului, dar invita si la un altfel de
perceptie, cea tactila, romanii exploatand nevoia de contrast intre suprafete netede si rugoase,
intre plin si gol (la care se adauga si contrastul intre lumind si umbrd, daca ne referim doar la
vizual). Acest lucru, la nivelul strict al genului preferat de ei, portretistica, se putea obtine doar
prin vibrarea in diverse moduri a suprafetei plastice a volumului, precum si prin accentuarea
expresivitatii chipului cu ajutorul materiei, a texturii pietrei sau bronzului, adica a texturii pielii
personajului, urmaritd detaliat, trasatura cu trasaturd, rid cu rid.

Devenitd cea mai puternica natiune din Europa o datd cu sfarsitul rdzboaielor punice, Roma
va incepe politica de expansiune. Incep si forumurile si sanctuarele acestei puteri si fie
populate cu statui ale personalitatilor politice sau militare*, realizate de sculptori intr-un stil
ciudat, in care se compune un corp realizat in manierd clasicd, cu un cap neidealizat, care
pdstreazad aplecarea dintotdeauna a romanilor spre realismul portretistic. Tipic romand prin
rigiditatea fard corespondent in arta greacd este statuia in bronz Arringatore, cca 100 1.Hr.#
(ilustratia 1): un personaj, Aule Metele, 1b. etr., dupd cum spune inscriptia (Aulius Metelius, 1b.
lat.)®%, un oficial redat cu gestul caracteristic oratorului, in toga scurtd, drapatd, cu cizme de
magistrat, a cdrui executie este etrusca. Asadar, el reprezinta trecerea de la arta anterioard,

#8Probabil imitdnd obiceiul grecesc de a plasa statui de atleti, si nu numai, in sanctuare. Cf. Janson,
1986, p. 178.

49Chatelet et alii, 2006, p. 256.

50Janson, 1986, p. 178.
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etruscd, la cea romand. Dar bronzul era rezervat mai ales busturilor. Portretul-bust este inventat
de etrusci, probabil, sub influenta mastilor mortuare ale inaintasilor, al caror cult era foarte
puternic, cum se constata in statuia Barberini, de la inceputul sec. I 1.Hr.5! (ilustratia 2), in care
romanul (al cdrui cap probabil nu e cel original, ci, dupa cum se constata in spdrtura din spate a
togii in partea de sus, este addugat mai tarziu) tine madstile inaintasilor - tatal si bunicul,
probabil>2. Aceste madsti erau purtate de actori in timpul funeraliilor, modelele de ceara ale
stramosilor decorand sili special amenajate, pentru a se afla permanent in familie. Desigur, nu
erau considerate opere de artd, dar chipurile era necesar sa semene cu cei trecuti in nefiinta, fapt
ce i-a determinat pe artisti sd-si formeze un stil in care sa surprindd cu exactitate trasaturile
individuale, nu personalitatea, ca in cazul statuilor grecesti.

Asupra realismului fizionomic - aceste portrete impresioneaza prin redarea neindurdtoare a
tuturor deniveldrilor fetei si a cutelor pielii - se vor concentra toate preocuparile sculptorilor
inca din timpul Republicii. In diverse materiale (teracots, piatrs, marmura) aceste lucriri releva
toate realismul maxim, impins pand la accentuarea expresionistd a modificdrilor datorate
inaintdrii in varstd, avand ca rezultat un chip care, de fapt, devenise expresia retorica a
idealizarii romanului cu o integritate morala care insufla respect, cu o vointa oglindita pe chip
in care isi va afla originea viitoarea redare a ideii de autoritat - de exemplu, un cap din 72-50
iHr. (ilustratia 3). Acest naturalism al simplitatii umane este valabil si in cazul portretelor de
femei, la care batranetea este redata fard afectare, dar cu oarecare delicatete.

Atitudinea solemnd, insemnele rangului, vesmintele pun in evidentd pozitia sociala a acestor
oameni indragostiti de putere, de orice fel de putere, foarte usor de reprezentat in armurd, dar
dificil de redat in nuditatea eroicd a clasicismului elen. Acest fapt este dovedit de statuile de
acest fel ale generalilor, generalul de la Tivoli fiind un exemplu tipic de astfel de redare - cu
mantaua, paludamentum, aruncata pe umadrul stang, cu platosa la picioare® si cu un chip aspru,
ridat, dar cu un corp atletic, clasic grec, cu o carnatie modelata delicat, elenistic.

Se ajunge inca pe la mijlocul acestui secol la o maturizare a portretisticii romane, care va
cunoaste, in cazul portretizarii oficialilor, un realism mai putin brutal, oarecum idealizant, ce
lasa loc redarii aspiratiilor interioare. Interesul pentru cautarile psihologice este rezolvat artistic
fie prin figura lipsita de rigiditate, pasnicd, dar si impundtoare, modelata fin, cu un dinamism
elenistic al parului, a bustului lui Pompei (ilustratia 4) - impadrat ale carui statui deja in sec. I
d.Hr. erau ridicate in locuri publice, el fiind aproape divinizat’* -, fie prin inteligenta rece a
portretelor lui Caesar, fie prin hotdrarea de pe chipul lui Cicero.

i

Ilustrz"z,tié 1 Il;’étf;;ia 1 }li“tta’,tia 1 Hlustratia 1

In ultimile decenii ale sec. I .Hr., propaganda augustani cu ajutorul statuarei se amplifica si
va continua, de altfel, de-a lungul intregii perioade imperiale, sa surprinda evolutia conceptului
insusi: de manipulare a opiniei publice, dar si a artisticului de care propaganda se va folosi tot

mai mult.

51fn care nobilul - pentru ci numai patricienii aveau dreptul si aibd mésti ale strabunilor - isi
dovedeste originea si respectul pentru traditionalul cult al stramosilor, tindnd in maini doud busturi ale
acestora (capul acestei statui nefiind cel original, ci din anul 30 1.Hr.) Cf. Brilliant, 1979, p. 146.

52Croix et alii, 1996, p. 179.

5%Hannestad, 1989, p. 47.

54Piper, 1991, p. 51.
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Traditia republicana se regdseste in realismul incdrcat de emotie al reprezentarilor, care se va
dezvolta in sensul unui clasicism in devenire. Acesta va pdstra invidualizarea fizionomicd, in
cazul omului obisnuit - una dintre directiile artei portretului -, dar va dori si promovarea unui
model eroic, imperial, dupa modelul lui Alexandru cel Mare, a unei imagini a autoritatii
absolute a monarhului elenistic, la care se adauga si interesul pentru redarea calitatilor
psihologice necesare unei asemenea imagini - energie, disciplind, stapanire de sine -, care vor
constitui, cu timpul, prototipul cetdteanului roman. Exemplu al acestei evolutii este
transformarea portretului lui Augustus, de la busturile din tinerete, cu chipul hotarat si
puternic, dar si elenistic-visdtor -, la statuia din Via Labicana, din ultimul deceniu al sec. I 1.Hr.,
unde imparatul, prezentat in alta ipostaza, in vesminte de Pontifex Maximus, de provenienta
greceascd, si cu capul acoperit de toga romana, isi manifestd autoritatea, facand o libatie.

O exceptie a sculpturii ronde bosse romane in general este statuia considerata postuma (din
cauza picioarelor goale)® a lui Augustus de la Prima Porta, Vatican (ilustratia 5).

Idealizarea nu era o caracteristicd a artei romane, dar, atunci cand se dorea glorificarea
personajului (in cazul de fatd, conducdtorul suprem, autointitulat impdrat), era necesard o
operd de o inalta calitate artisticd, sculptorul intorcandu-se spre idealul elenistic. Aceasta
transfigurare era intentionata, fiind vizibila in decoratia simbolistica a armurii®® (impdratul
poartd cuirasa si paludamentum-ul), in atitudinea adlocutio a impdratului, cu un corp construit
dupa toate canoanele clasicismului grec® si reprezentat in contrapostul traditional. Dar era
aplicatd, aceasta modificare de viziune, pentru a exalta nobletea imparatului, intr-o adevarata
capodoperd de 208 cm3, realizatd intr-o viziune romana autentici. In scop propagandistic,
idealizarea isi pune amprenta si asupra figurii, calme si imperative in acelasi timp, usor
individualizata, dar in care nu se mai pune accent pe precizarea varstei, imparatul este infatisat
aici la o varstd ideald, 35 de ani, intruchipand atemporala suveranitate, eternd si divina.

Simbolismul Amorasului calarind pe un delfin de pe postament este evident: sugerarea lui
Venus, strdbuna gintei Iuliilor. Iar evenimentele istorice contemporane ilustrate pe platosd,
inconjurate insd de personaje mitologice si alegorice, simbolizeazd noua era augustand. Si alte
busturi ale epocii lui Augustus releva stadiul la care ajunsese portretistica romand, intrata acum
in sec. I d.Hr.: o eleganta detasare si idealizare in cazul doamnelor, arhetipuri ale matroanelor
care impun respect prin tinuta lor, lipsitd de extravagantd, femei puternice si cu siguranta de
sine, care nu au nevoie de podoabe in coafurd sau bijuterii, cu o fizionomie care reuseste sa
ascundd parcd orice fel de sentimente, de exemplu Octavia (ilustratia 6), sora lui Augustus,
Livia, a doua sotia a sa, ori Agrippina, prima sotie a lui Tiberius, fiul vitreg si succesorul lui
Augustus.

Nobletea este si atitudinald, virtutile sunt incarnate in tipul sculptural al eroului admirat si
respectat, precum si in cel al femeii decente, grave, sprijinindu-si, cuviincios, cu 0o mana
barbia%®®, un exemplu fiind doamna din grupul statuar din bronz aurit de la Cartoceto, cu o
tratare elenistica a vesmintelor si coafurii, in contrast insd cu lipsa de dinamism plastic si
vioiciune proprii elenismului.

Asadar, in portretele succesorilor lui Augustus, clasicismul dur se mai resimte incd in aceste
chipuri ale Iulio-Claudienilor, care, pentru a-si justifica filiatia, vor cauta, prin rigiditatea si
echilibrul reprezentdrilor monumentale, asemanarea cu Augustus. Evolutia se va orienta apoi

%Chatelet et alii, 2006, p. 266; Hollingsworth, 2004, p. 82.

%Cu scena restituirii de catre parti a stindardelor romane si cu personajele, poate Tiberius si personifi-
carea Galliei, zei - asadar, o alegorie a lumii cosmice si a celei terestre. Cf. Hannestad, 1989, p. 104.

5’Comparatia cu Doriforul implicad totusi un expresionism de neacceptat la o statuie clasica greacs, si
anume bratul ridicat in gestul oratorului este nefiresc de mare in cazul unei amplasari a spectatorului in
partea stdngd a statuii, din dreapta insd, asa cum era ea oferitd privirilor in Antichitate, adica din unghiul
de privire optim, bratul amplificd prestanta. latd cum, compozitional, artisticul era pus in slujba
propagandei politice.

Sibidem, p. 97.

®Brilliant, 1979, p. 148.
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spre noi cautari, ca reactie impotriva conventionalismului de la sfarsitul domniei lui Tiberius:
romantismul reprezentarilor lui Caligula, cu o coafurd augustana si cu fata neted si sensibil
modelatd a unui bdiat ingenuu si visdtor, in contrast izbitor cu desfranarea si cruzimea de care
stim ca era capabil (subtil sugeratd de buzele subtiri si crispate orgolios); mobilitatea
trasaturilor flexibile si viclene ale lui Claudiu, dar care cauta sa regdseascd realismul augustan
evident in redarea fard compromisuri a varstei, realism atenuat de humanitas; de asemenea,
patetismul tulburator al portretelor mai tarzii ale lui Nero, cu o fatd umflatd, cu ochii mici, cu
un gat solid continuand capul patrat, fara nici o urma de idealizare traditionala (ilustratia 7), un
tip de propaganda, in acest caz, adresata nu nobilimii, ci multimii de care era, de altfel, sustinut.
Marea sculpturd se va folosi de procedeul roman al alipirii unui corp atletic, idealizat, un cap
realist, rezultdnd o combinatie artificiald, emfaticd, pusa in slujba sacralizarii imaginii imperiale,
ca, de exemplu, in acele statui jupiteriene, mai ales cea a schiopului Claudius (ilustratia 8),
exagerat de impundtor in ipostaza simbolicd de stapan absolut, ca si zeul cu ale cdrui atribute -
sceptru, vultur - apdrea reprezentat, dar si cu vasul de libatie in locul trasnetului. Exaltarea
»barocd” a pozei, atletismul corpului si distinctia vesmantului drapat confera personajului o
majestate suverand, imparatul imprumutand de la zeu puterea, asimilandu-se cu acest garant al
protectiei.

IluStraﬁa 5 - lustmtia 6 Hlustratia 7 " Ilustra,ti 8

Epoca flaviana aduce conceptia artistica republican-realista a portretelor suveranilor, dar un
realism mai matur, care nu putea face abstractie de clasicismul augustan, axat pe redarea
esentei naturii umane, si nu putea uita nici de afectdrile excesive iulio-claudiene. Pe chipul lui
Vespasian sinceritatea trasdturilor fizionomice - riduri, chelie -, a cdror existentd ramane de
necontestat, trece totusi pe planul secund, in spatele unei expresivitdti care cuprinde o gama
intreagd de trasaturi psihico-morale: viclenie, hotdrare, bundvointd, incordare. Oricum, se
exploateaza aici ideea de intelepciune a varstei, nu idealismul tineresc din portretele augustane.
Si mai putina idealizare - deloc, daca s-ar fi putut, dupa gustul acestui imparat cu o origine
simpld, care prefera sa-i fie evidentiat aspectul de soldat. Dar modelajul rafinat, cu umbre
indulcite, trimite la sculptura senzuald a clasicismului grecesc tarziu.

Un oarecare romantism si detasare senind se simt in portretele aulice, un exemplu fiind
statuia lui Domitian de la muzeul din Vatican, in comparatie cu franchetea fireasca, daca nu
chiar brutala a surprinderii celor mai amanuntite particularitati, atat fizice cat si caracteriale,
din reprezentdrile cetdtenilor particulari, de exemplu portretul nesofisticat al unui om de
afaceri, Lucius Caecilius Jucundus, Napoli, Muzeul National, un prototip al capului de familie,
cu o privire autoritara si plind de demnitate.

Frumusetea doamnelor de la curte este insd recunoscutd in aceastd epoca din care dateaza
busturi-portet cu atat mai credibile cu cat sunt originale, un exemplu fiind cel al unei femei cu
trasaturi fine si inteligente, cu un gat gratios si cu pieptandtura care constituie centrul de
interes al lucrdrii, la care plasicitatea sculpturald provine din jocul subtil de lumini si umbre
ritmat de parul carliontat, coafat dupa moda timpului. Sinteza acestor cdutdri este un pitoresc
rafinat care marcheaza epoca flaviand si care va fi semn distinctiv si in epocile viitoare.

Dimensiunea propagandistica din portretisticd este regdsitd in continuare si in sec. al Il-lea
d.Hr. Statuara din epoca lui Traian se intoarce spre ordine inflexibila si spre clasicism, spre
simplitatea unei figuri imperiale senine, nobile, cu o privire hotdrata (ilustratia 9), in care
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ridurile varstei sau ale oboselii sunt redate plastic cu duritate, ca in vremea Republicii, o fata
despre care numai frumoasa sau infrumusetatd nu se poate spune ca este, nici macar prin
pieptdndtura simpld care urmeaza conturul craniului, o figurd in contrast puternic cu stilul
elenistic in care este realizat torsul. Este un chip care traduce simbolic implinirea unei vieti
respectabile, fapt vizibil si in cazul figurii sotiei imparatului Traian, Plotina, ori a Marcianei,
sora acestuia (ilustratia 10). O indepartare a fastului si a strdlucirii, o modestie plina de
demnitate, care era nota timpului in ceea ce priveste portretistica doamnelor de la curte, opusa
elegantei celor flaviene, o noua emfaza, cea a austeritatii, care se va regasi in tot secolul, inclusiv
in busturile Sabinei, sotia succesorului lui Traian, Hadrianus, cu o coafura cu cdrare la mijloc,
cu un coc ca al reprezentdrilor de zeitati grecesti, ori in statuile sale, cu aceeasi pozitie retinuta,
cu mana dusd, pudic, sub barbie. In general, vesmantul barbatilor, toga, se scurteaza si se
simplificd modul de tratare a drapajului®.

In perioada adrianica, o Epocd de Aur, de pace si de prosperitate a Imperiului, imparatul
insusi® introduce spiritul elen in artd, un clasicism care reinvie traditia artistica greaca a
statuarei aflate acum la polul opus robustetii celei traianice. Apare o tipologie sculpturala
noud, senzuald, care este intruchipatd in busturile si statuile favoritului lui Hadrianus,
bithianul Antinous (ilustratia 11), infatisat ca Apollo, Hermes, Dionisos. Perfectiunea unor
trasaturi armonioase, canonice, delicate, melancolice, cu o nuantd romantica, std la baza unei
sculpturi ronde bosse stilizate, conturarea pupilei, un procedeu care apare in acele timpuri,
imprimand tr&iri sufletesti acestor chipuri, care, altfel, ar rimane reci si distante. In statuile
lui Antinous, idealizarea clasicistd copleseste renumita redare fizionomicd in care excela
artistul roman. Numai cd aceastd perioadd artisticd este una de un eclectism provocator.
Acest impdrat - cu aplecare spre filosofie si servindu-se de filoelenismul sdu in scopuri
propagandistice - introduce in sculpturd moda barbii grecesti, in chipul roman atragand
acum atentia contrastul dintre parul carliontat al coafurii elene®, pe care lui Hadrianus {i
pldcea s-o adopte, si fata tratatd foarte neted; portretul este, la randul lui, idealizat dar
modelat plastic prin inovatii exclusiv romane. Acestea se refera la artificii tehnice: burghiul
este folosit pentru a conferi relief pdrului, deci contraste de lumind-umbrd, ochii capdta
expresivitate nemaiintalnitda pand atunci prin pupila incizatd si prin conturarea irisului,
ridurile verticale ale fruntii, pronuntate, conferd o expresie de concentrare privirii, in plus,
statuia ,prinde viata” si prin efecte cromatice, fiind folosite materiale de culori diferite
pentru aceeasi sculptura®.

In timpul domniei lui, portretul nu mai includea doar capul, ci era cuprins intreg bustul,
care avea un rol deosebit prin importanta care putea fi, astfel, acordata vesmintelor - de
exemplu, in acest caz, haine militare, desi domnia sa a fost una pasnica. Tmpératul se lasa
reprezentat chiar ca un conducdtor victorios, calcand in picioare inamicul, acesta de
dimensiuni foarte reduse in raport cu Hadrian - in celebra statuie de la Hierapytna, Istanbul.
Este o exceptie acest tip de reprezentare: in general, imparatul a evitat sa transmita mesaje
politice imperialiste in operele din timpul sdu, aceastd statuie din provincie, nefinisatd,
probabil, nu a primit acordul lui¢*. Imbracat cu paludamentum si cuirass, cu o coroand de
lauri pe cap, impdratul este redat fdara individualizarea trasaturilor, prevestind
conventionalismul fizionomic al suveranilor Antichitatii Tarzii.

Continud si sub Antonini cdutdrile sculpturale ,baroce” ale unei expresivitati duse la
extrem prin contrastul puternic clarobscur obtinut prin factura suprafetelor modelate fin in
opozitie cu cele adanc forate cu trepanul, ori prin incizarea pupilei si a irisului. Aceste
modalitati tehnice aduc acum si transmiterea, prin posibilitatea orientdrii privirii, a unor
stdri sufletesti, melancolice sau exaltate, inexistente anterior in portretistica romand, un
exemplu fiind bustul lui Antoninus Pius (cu o privire contemplativd, precum si cu pdrul si

®0Wrede, apud Turner, 1996, p. 35.

61Un erudit foarte indrédgostit de marea traditie elend, poreclit , Grecul”. Cf. Piper, 1991, p. 51.
62Probabil, dupd moda portretelor lui Pericle. Cf. Croix et alii, 1996, p. 233.

&Piper, 1996, p. 51.

#4Hannestad, 1989, vol. I1, p. 89.
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barba conforme cu moda lui Hadrian, pentru a-si dovedi afiliatia cu impdratul care-l
adoptase). Sau portrete care oglindesc doar senindtatea interioara, ca in busturile flatante ale
lui Lucius Verus, unde se observa foarte bine contrastul factual amintit, si chiar cele ale lui
Marcus Aurelius, cu o fata impasibild, cu pleoape lasate, ceea ce conferea un plus de
spiritualitate®, proprie ambiantei incdrcate de dragoste pentru culturd imprimatd Romei de
acest impadrat-filosof.

Nici in a sa admirabila statuie ecvestra din Piata Capitoliului nu se doreste evidentierea
razboinicului, ci a autoritdtii calme; asemanarea cu modelul existd, dar numai ca fundal al
surprinderii adevarului moral si psihologic. Este un adevarat apogeu al artei portretisticii
romane, tipizantd, dar expresiva, sustinutd aici si de monumentalitatea intregului grup
statuar, construit din volume mari - desi o oarecare lipsd de vigoare, specifica viitoarelor
forme ale Antichitatii Tarzii, diferentiazd realizarea cdldretului de cea a calului, modelat
martial, dar cu naturalete si cu o perfectd stdpanire a redarii miscarii incordate. Marcus
Aurelius este imbrécat ca pentru rdzboi, cu tunica si paludamentum, si este surprins in pozitia
de salut® - a ostirii si poate chiar a noastra, privitorii sculpturii. Este un gest al unui imparat
victorios, dar mai mult de binecuvantare a intregii lumi decat autoritare’.

Maiestuosul monument constituie si astdzi model pentru sculptori; este singura statuie
ecvestra imperiala pdstrata atat de bine (dintre sutele despre care stim cd ornamentau orasele
Imperiului): a reusit sa scape de topire in timpul Evului Mediu datoritd presupunerii ca
apartinuse lui Constantin cel Mare®. ,,Barocul” accentuat deja de Antonini se va sfarsi cu un
,manierism” inerent - cel regasit in bustul - dintr-un palat de pe Esquilin - al lui Commodus
(ilustratia 12), unde totul este exagerat: virtuozitatea tehnica fara seaman a buclelor perfect
aranjate, pretiozitatea tinutei, disproportia caricaturala dintre brate si bata fata de superbia
corpului vanjos, insasi prezenta atributelor lui Hercule: merele din Gradina Hesperidelor,
blana Leului din Nemeea (simboluri ale apoteozei impdratului)®®, precum si piedestalul
extrem de ornamentat, plin si el de simboluri care sugereaza impadratul salvator: acvile,
globul ceresc, cornuri ale abundentei, Victorii. Un ansamblu ,rococo”, plin de falsitate si cu
totul nepotrivit cu desfranarea renumitad a impdratului, dar foarte potrivit cu megalomania
acestuia. Regdsim in bustul lui Commodus tandr cdutdrile psihologice antonine, care se
simteau aici in spatele conventionalismului portretului, regdsim dorinta de a reflecta, pe
chipul mandru, zbuciumul trdirilor interioare.

L]

Ilustratia 9 Hlustratia 10 Hustratia 11 lustratia 12

O data cu Severii, sculptura ronde bosse va intra in faza Antichitatii Tarzii. Accentul pe
umanismul spiritualizat al chipurilor sculptate, anterior timid, este acum pus tot mai mult pe
expresie, care se va accentua in perioada viitorului stil, cel ,constantinian”. Iar in arta

®Nu crestind, stiut fiind cd acest impdrat a intensificat persecutiile crestinilor, amplificand, in
schimb, cultul imperial: in case, imaginea impdratului era adoratd ca cea a unui zeu. Dar aceastd
spiritualizare va ajuta la concretizarea viitoarei conceptii neoplatoniste: ochii sunt oglinda a sufletului
care trebuie sd se facd simtitd in reprezentarile unei persoane. Cf. Hannestad, 1989, vol. I, p. 122-223.

6Cu un brat supradimenionat si cu o amplasare aproape descentratd a impéaratului pe cal, din
acelasi motiv ca si in cazul statuii lui ,Augustus de la Prima Porta” - proiectata fiind a fi privitd din
pozitia optima -, aici, aceastd pozitie fiind acolo unde existd un acelasi unghi de vedere a calului si a
calaretului [ibidem, p. 121].

¢’Croix et alii, 1996, p. 233.

®8Hannestad, 1989, vol. II, p. 119.

6Pentru cd Hercule a fost eroul care a dobandit viata vesnica. Cf. Brilliant, 1979, p. 154.
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crestinismului timpuriu, ultima perioada a Antichitatii Tarzii, statuara nu a fost oficial
respinsd, dar spiritualizarea si lipsa de individualizare au devenit caracteristicile de baza ale
sculpturii, care, oricum, dintr-un domeniu major a devenit o anexa a arhitecturii.

Asadar, cand este vorba despre manifestarea aportului propriu, artistii romani (sau greci,
dar care lucrau dupd gustul romanilor insd) erau atrasi de surprinderea trasaturilor fizionomice
ale oamenilor, dragostea pentru faptul istoric, pentru consemnarea realitatii si a oamenilor
acestei realitati era la baza exersarii permanente a simtului observatiei al sculptorilor si a nevoii
ca aceste fizionomii sd fie cat mai aidoma cu modelul. Din fericire pentru artd, portretizatul era
flatat, in mod foarte ciudat, tocmai de aceastd asemdnare, pe care el insusi o cerea, nu de
lingusirea care era aplicatd doar in cazurile unora dintre impadrati, prin coroana cu care erau
reprezentati, ori prin addugarea unui corp al unui zeu grec. Dar capul, chipul mai ales,
ramaneau cele ale comanditarului, madndru de asemdnarea fara menajamente redatd, chiar daca
acest lucru era uneori in defavoarea lui. Astfel insd, el era unic?, incomparabil si identificabil,
ceea ce era suficient pentru orgoliul fiecdruia, si suficient pentru posteritatea care, astfel, va lua
cunostintd de chipul lui neidealizat. Desigur, prea marea sinceritate si dorinta de exactitate
duceau obligatoriu la lipsa imaginatiei creative, la obtinerea unor efigii, a unor portrete
remarcabile. ...Pentru cd la portretisticd se reduce statuara acestui popor dornic de afirmare, dar
si de ,carpe diem”.

Referinte bibliografice

BRILLIANT, Richard. Arta romand de la republicd la Constantin. Bucuresti: Meridiane, 1979
[Brilliant, 1979].

CHATELET, Albert Bernard, GROSLIER, Philippe. Istoria artei. Bucuresti: Univers
enciclopedic, 2006 [Chatelet et alii, 2006].

CROIX, Horst de la, TANSEY, R.G. Art Through the Ages. Orlando, Florida: Harcourt Brace
Jovanovich, Publishers, 1996 [Croix et alii, 1996].

HANNESTAD, Niels. Monumentele publice ale artei romane. Bucuresti: Meridiane. Vol. I, II,
1989 [Hannestad, 1989].

HOLLINGSWORTH, Mary. Arta in istoria umanititii. Bucuresti: Enciclopedia RAO, 2004
[Hollingsworth, 2004].

JANSON, Anthony F. History of Art. New York: Harry Abrams, 1986 [Janson, 1986].
PIPER, David. The Illustrated History of Art. London: Crescent Books, 1991 [Piper, 1991].
TURNER, Jane. The Dictionary of Art. New York: Grove'Dictionaries, 1996 [Turner, 1996].
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OBPAIIEHWSI BO ®PAHITY3CKOM S3bIKE
JIviiusa BEJKEHAPY,

HIpeTIofiaBaTeJib,
bemsrxuii ['ocymapersenssnt YausepcureT M. A. Pycco, Pecrry6ika Mornmosa

Abstract
The present article addresses the problem of French appellatives from the perspective of structure, semantic and
pragmatic values.

Rezumat
In articol, abordam apelativele din limba francezd, din perspectiva structurii, confinutului si valorilor
pragmatice.

B A3BIKO3HAaHWMN IIOI TEPMMHOM «OOpallleHVe» IOApa3yMeBaeTcsl eOVHNIIA pedeBOV [es-
TEJIBHOCTVI, HaXOAAIIASACSA C TOYKM 3peHMs BBIPKEHNS CeMaHTUKO-(PYHKIIMOHAIBHBIX KaTe-
TOpuUI OVCKypca Ha IepecedeHnI BYX 0a30BbIX KaTETOPUIT — JINIHOCTY/ MHTEHIIMIOHAJIBHOCT
(TTOCKOJIBKY OCHOBHBIMM (PYHKIIVSIMY alIleJIITUBHBIX (POPM cUmMTaroTCd PyHKIMS KOHaTVBHAs
T.e. PYHKILMS HAIlpaBJIeHHOCTY aIlIleIATUBHBIX (POpM Ha ajpecaTa, TaK KaK HaIlpaBJIeHHOCTDb
peun Ha ajgpecara SsBIISIeTCS HEOOXOOVMOV COCTaBJISIOIIEV KOMMYHWKAIMM, ¥ (QYHKIINSL
OOy XKIeHMsI) VI MOIAJIBHOCTY/ OIIEHOYHOCT (TIOCKOJIBKY MMEHHO B peul OCYIIeCTBIIsIeTCs He-
IIOCPeICTBEHHAS CBSI3b MUPOBO3PEHNS], OTHOIIEHNS K OKPY KaIOIIeMy MUPY ¥ SMOIIMOHAIBHO-
T'O COCTOSIHMS CyOBeKTa, ¢ BBIOOPOM JIEKCMKO-CMHTAKCUUECKMX (POPM BBIPaKEHVSI 3TOTO MUPO-
BO3pPEHMS], OTHOIIIEHMS K OKPY KaoIIeMy MUPY ¥ SMOLIMOHAJIBHOTO COCTOSIHVIS; He ITOCIIeIHIO0
POJIb B 3TOVI CBSI3M UT'PaeT TaKKe COLVAIbHO-KYJIBTYPHBI KOHTEKCT KOMMYHVKALIVN).

HecMmoTpst Ha pemraroniyto posib oOpalieHny B KOMMYHMKaILM, MM OTBEIEeHO Yallle BCero
HajIeKo He IJIaBHOE MECTO B JIMHIBUCTMYECKMX VCCIeIoBaHMAX. TaK, B rpaMmaTiyueckmnx Teo-
PVSIX OHM paccMaTpMBAIOTCs, KaK eOVHMIIBL, JIMIIIEHHbIe BCSIKOV CMHTAKCUYECKOV (PYyHKIINM,
SIBJISIIOITMeCs] Ha3BaHMEM aJipecaTa peuy, IIpeXie Bcero’!, v, Hao0opoT, KaK WieHbI IperjIo-
JKEHVIS TPEThErO YPOBHS, KOTOPBIE CBSI3aHBI C OCTIBHBIMY WIEHAMMU IIPeJIOKEHSI OCOOBIM BY-
JTOM CeMaHTMYEeCKOV ¥ IIparMaTIYecKOVI CBSI3U - CBSI3V «COOTHOIIIEHWSI»72 VIV CBSI3M B3aMMO-
3aBVICVIMOCTM IJIarojia VI CYIIeCTBUTEIBHOTO B BOKATVBHOM ITajiexxe’s.

Kak BwAHO w3 BBHIIEN3IOKEHHOIO, TPAKTOBKA OSTMX S3BIKOBBIX eOVHWUI] HJaleKo
HEOTHOPOIHA B SI3bIKO3HAHWI.

«Mexmy TeM, B KOMMYHMKATVBHBIX IIpolleccaX oOpalileHne — OfHa 13 YaCTOTHBIX eIVHIL]
OOIIeHNMs, a WMEHHO ajpecalny, HeCyllas BaKHEWIIYI KOHTaKTHO-yCTaHAaBJIMBAIOIIYIO
dyHKIIIIO»74,

[TpobreMy rpaMMaTidecKoV CYITHOCTH, VI OCOOEHHO posiv oOpalmeHuyt B KOMMYHMKAIN
peliayv BUIHBIE PYCCKVE VI PYMBIHCKME JIMHIBUCTHL, Takue, Kak B.E. Tompaysa, H.V. ®opma-
Hosckas, I'H. Topcyes, JLII. PeokoBa, B.C. KysmnueBa n A. PocerTn, cumras, 4ro JaHHBIe
eqVHUIBI (POPMUPYIOT CaMOCTOATEIbHBIVI KOMMYHMKATVBHBIVI TUII IIPeIJIOKeHWI, TO eCTb
peyveBovI aKT.

Wccnenyst mpobiiemy oOpaltieHni1, Mbl KOHCTaTUpyeM AVMCKYCCHMOHHOCTh JaHHOW IIpo0iie-
MBI, HUTYVe pa3HbIX ToueK 3peHus. Tak, HeKOTopble JIMHIBVICTHI OIIPeeIsIoT oOpaliieHns Kak
CJIOBa WIM CJIOBOCOUYETaHMS, «KOTOPBIMM pacIiojlaraeT TOBOPSIIMI IJIsi 00O3HAUeHMsI CBOETO
(cBomx) cobecemHmKa (OB). DTMM BBIPaXEHMSIM CBOVICTBEHHO OOBIYHO, IIOMMMO WX [IEVIKTU-

7lem. TTemmkosekmit A.M., Pyccxutl cunmakcuc 6 nayurom ocBewjenuu. V1sa. 7, M., 1956, ctp. 407.

72cm., Hanpumep, Pymres AI. O kypce sexyuii coBpementozo pycckoeo asvika //Teopus n MeTommka
IperiofjaBaHMsl PYCCKOTO s3bIKa. YdeHble 3ammcKy JIeHMHTpamcKoro rocymapcTBeHHOro Tpymosoro
Kpacnoro 3mamenm mneparormyeckoro mHcTuTyTa M. AV Tepriena, tom. 298, 1968; Pynmes, A.L.
Cunmarcuc coBpementoeo pycckoeo asvika. M., 1963; Pynues, A.I. Cunmaxkcuc ocioxHenHoeo npedioxerus. M.,
1959, ctp. 179; Yobary, A.V1. ITpobaeme dugpuuuse de epamamuss. Kvammasy: Jlymunaa, 1969, crp. 60-61; AGpa-
MmoBa, A.I'. K 6onpocy 06 obpawjenuu / / «CrnaBsaackmm coopHmK», BeLI (protomnor.), M., 1959, cTp. 125.

7cm. lordan, lorgu, Robu, Vladimir. Limba romand contemporand, 1978; Goian, Maria Emilia. Limba
romand. Probleme de sintaxd. Bucuresti, 1995, crp. 87-89.

74Popmanosckas, 2000, c. 83.
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YeCcKoro 3HaveHus (0003HauaTh «BTOPOE JIUIIO», TO €CTh O0PAaIIaThCs K a/ipecaTy COOOIIeHs:),
elle ¥ 3HayeHMe COOTHOIIEeHMs (B CIydae, KOrZa HeCKOJIbKO (POPM SIBJISIOTCS JIeVIKTUYECKM
SKBUBAJIEHTHBIMM, KaK «ThI» 1 «BbI», yIIOTpeOJIsieMble 11 0003HaUY€eHWsI OITHOTO ¥ TOTO e ajipe-
cara), KpoMme 3TOr0 OHM KOHTAaKTHO YCTAaHAaBJIMBAIOT OCOOBIVI TWII COIIMAIBHOW CBSI3WA.
(«...ensemble des expressions dont dispose le locuteur pour désigner son (ou ses allocutaires).
Ces expressions ont généralement, en plus de leur valeur déictique (exprimer la «deuxiéme per-
sonne», ¢’est-a-dire référer au destinataire du message), une valeur relationnelle: lorsque plu-
sieurs formes sont déictiquement équivalentes - comme «tu» et «vous» employés pour désigner
un allocutaire unique -, elles servent en outre a établir un type particulier de lien social.)7?.

b.I1. ApneHTOB yTBepXaeT, UYTO eqMHUIIBI OOpallleHNs — «3TO CMHTAKCUUYeCcKIe KaTeropui,
... YHKIIVeV KOTOPBIX SIBJISIETCSI YCTaHaBJIeHVe KOHTaKTa MeXay colOecemHmKamm»76. K cuH-
TAKCMUYECKOVI KaTerOpyy OTHOCUT OOpaltieHnst M pyMbIHCKMY dpvutosior Mapwst DMt [ovias.

BelmeyrioMsHyTBIe (DVIIOIOIV CYMTAIOT, YTO OOpalleHNs IPeACTaB/IsaIoT coOot BIy, pede-
BOTO aKTa.

[Tpobrema OCJIOXKHSIETCS TOT/AA, KOITIA YUeHble CTAIKMBAIOTCA C [eJIeHVIeM TaHHBIX eIVHLI
Ha IIPOCTO OOpalleHns - JIeKCeMbl, O0OO3HaYaromye afgpecara peun (Hampumep: Buxrop, vom
crofa!), M BOKaTMBHBIe ITpemioxeHus (Tuma: Bukmop! Tebs 3o6em mamal), TO ecTb caMOCTOS-
TEeJTHO 0(pOpMITEHHBIE B IIPeJIOKEHNSI OOpallieHys, KOTOPBIM IIPUITMCHIBAETCS BCS TaMMa ITparMa-
TUYECKMX 3HAUYeHWMI, CBOVICTBEHHad O6paIIIeHVIHM, COIJIaCHO TOYKW 3peHMs MCCIemoBaTesien
A.A. lITaxmartosa, A.H. Ileunukosa 1 A.®. Kynaruna.

[TomoGHOe pasrpaHVYeHVIe MOXXHO IIPUHSTH TOJIBKO C CMHTAKCIYIECKOV TOUYKM 3peHVIs, HO
He C CeMaHTWMYeCKOV ¥ KOTHWTWBHOW, ITOCKOJIIBKY HeJIb3sl CKa3aTh, UTO HeCaMOCTOSITeJIbHbIE
oOparreHNMs JIMIIIEHB CEMaHTVIKM VIV VUUTOKyTVBHOV (pyHKIv. Ecrv B3siTh I1Ba mpmmepa c
CaMOCTOSITEJIBHO ¥ HEeCaMOCTOSTeIbHO OOPMIIEHHBIM OOpallleHVeM MOCPeICTBOM OIHOW W
TOVI Ke JIeKceMbI: Bukmop, uro Tbl genaems? / Buxmop! YTo Tl Ieraelb? — B IIEpBOM CJTydyae MbI
VIMeeM J1eJI0 C pedYeBbIM aKTOM YIIpeKa, a BO BTOPOM CJIy4ae — C peueBbIM aKTOM HeJI0BOJICTBA.
Taxvim 0Opa3oM, MOXHO CKa3aTh, YTO CMHTaKCH4YecKasi opOPMIIEHHOCTh OOpallieHus BiIvsieT Ha
VJUIOKYLIVIIO VUIV CTelleHb VJUIOKYTMBHOV CVWJIBI IIPeUIOXKeHMs. B 3THX IpeyIoKeHMsIX CMBICIT
IepeiaeTcsl VHTOHAIVIOHHOW CTPYKTypow, uro, no wmeeHmtoo B.JI. ITponwdeBa, Moxer
IIPVIPABHSATh OOpallleHnsI K MeXIOMETHO-IIOOYAUTEIBHOMY OKJIMKY, Tuia «21i!», ITOCKOJIBKY,
ccputasick Ha B.B. BuHorpamosa, MHTOHAIMS «MOXeT OBITh BBIPA3UTEIILHOV, HO He SIBJISETCS
cofiepKaTeJIbHOVI, T.e. He CJIY)XUT MaTepualIbHOV 000s10ukovt MbIcin»”7. [Tostomy IlponHnues
Ipe/yIaraeT pU3HaTh OCHOBHBIM COZEp)KaHMeM OOpallleHVs He VHTOHAIMIO, C KOTOPOV OHO
IIPOVI3HOCUTCSI B peunt, a MoHsTHe 00 ajpecare peun. «OOpaliieHne Bcerza m Ipexie BCero —
CJIOBO WJIV CJIOBOCOYETaHVe C OIpeiesIeHHbIM OOBeKTMBHBIM COlep>KaHVeM, KOTOpOoe B OCHOBE
cBoent mMeeT (pOPMy MBICTIM, TOHATVE 00 ajpecare pednt: OTHOCS €ro K M3BECTHOMY KITaccy
IIpeIMETOB VUIN SIBJIEHWVI, MBI T€M CaMbIM COOOIIaeM IIOHSTIE O HeM.»”8 VI3 3Toro ciemyer 4ro
repBrYHas (PyHKOMS oOpalleHnsl - HOMMHATMBHAS, IIOCKOJIBKY oOOpallleHMe - 3TO IIpeXse
BCEro Ha3BaHMe ajipecaTa Pedn.

B.IL. ITpoHnues mmimeT: «B derioBedeckovt peurt MbICIIb V1 SMOLIMIOHAJIBHO-BOJIeBasl PeaKIys
TOBOPAINETO IPOSIBIISIIOTCS  Pas/IMUHBIM  00pa3oM: OOBEKTMBHOe colepyKaHVe HaXOOUT
BBIp)KEHVEe B JIEKCUKe, a SMOIMOHaIbHO-apPeKTMBHOEe coflepKaHNe IepeaeTcsl MeIOIVMKO
pedeBoro akrta. TakmM o0Opa3oM, B IIOTOKe pedn OCYIIeCTBIIIeTCS B3aVIMOIIPOHMKAIOIIee
eIVHCTBO MBbIIIUTeHMs 1 adpdekTar»’?.

Ecri MBI TOBOpMM, 3HAUWMT, MBI MBICIIVIM, €CJIM MBI MBICJIVM, 3HA9WUT, COOTHOCUM OOBEKT
HaIllMxX MBICJIEVT C OKPYXKaloIllew MOeVICTBUTEIIbHOCTBIO, TO €CTb, IIPOBOOVM €ro II0 BCEM
SKCTPAIMHIBUCTIYECKMM IIapaMeTpaM: BO3PACT, COLMAJIBHBIV CTATYC, IIPOdeccsi, STHIMYeCKast

75Kerbrat-Orecchioni, 1992.
76cMm. AprenTos, 1955.
7IIponnues, 1971, c. 21.

78l Iponnyes, 1971, c. 24.
7TaM xe.
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NIPVHAIEKHOCTh, (POPMaIbHBIN TWINM HeOPMaIbHBII KOHTEKCT OOIeHMs, MeCTO M BpeMsd
BepOaJIbHOTO KOHTaKTa MUTH. Ec/i MBI COOTHOCKMM afipecaTa peuw, HalIpuMep, ¢ OKpy Karoler
HeVICTBUTEIIbHOCTBIO, MBI €r0 He TOJIBKO MAEHTUMUITMPYEM U IO3UIIVIOHMPYEM 71 ce0s, HO 1
MBICJIMM €TO TaKOBBIM B JIOKaJIbHO-BPEMEHHOM ITPOCTPaHCTBE IIOCPEACTBOM ITIarojIoB «OBITh» U
«CyIIIeCTBOBaTh». TakmMM o0pa3oM, IIPOMCXOANT KOHIIENTyaIM3alis ajipecaTa B KapTHe Mypa
TOBOPSIIIIETO.

B.B. BuHorpamos WMCKTIOUWI KaTeropuio JIMIla M3 COCTaBa IIpeOMKATMBHOCT. MBI Xe
cumMTaeM, 4To oOpalreHst HecyT B cebe IpeanKaTUBHOCTB: Bukrop! (=Tbl ecTh Bukrop). Korma
oOpartieHnst, TPOXOAS CJIOKHBIV IIyTh OT BHYTPEHHErO, MBICJIUTEIBHOTO TMOPOXIEHMS [0
aKTyaJIM3aly 4epe3 peub, CTAHOBSTCS MHTOHAIIMOHHO OPOPMIIEHHBIMI, OHM HeCcyT B cebe 1
NpeAVKaTVBHOCTb ¥ VWUIOKYLIMOHHYIO CWIy (OTpakeHMe yIIpeKa, BOIIpOca, VIPOHUM W.T.J.)
DTOT (pakT, Oe3 COMHEHMs, ¥ BKITIOUaeT X B KATETOPUIO peUueBbIX aKTOB.

Ecmm B3gare mBa mpumepa: Docteur! (mpomsHeceHHOe ¢ MHTOHAIMen mpumiamteHus (+
HpUITIaCUTEeIIbHBIN JKecT Wi MUMMKa)) 1 Venez, docteur ! - KaTeropus WUIOKyLIUM OfHaKOBa,
OZlHAKO BO BTOPOM CJIydyae OHa IIOCPeICTBOM CeMaHTMYeCKOro COOTHOIIeHMs ¢ Iepdopma-
TVBHBIM IJIar0JIOM B IIOBEJIVTEIFHOM HaKJIOHEHUM «venez!» IIPoIo3uIIOHaAIIBHO opopMIIeHa.

Taxvm oOpasom, MbI pa3mernsieM Touky 3penwst H.J1. @opmMaHOBCKOVI, KOTOpasi yTBEPKIAET:
«OOpareHne, Ha HaIll B3IJISH, «00MTaeT» He B HOMMHATVBHO-IIPEIMETHOV cdepe SI3BIKOBBIX
€IVIHWII, XOTs M olecrieunBaeTcs OOIIMPHBIM KPYIOM JIEKCeM, HO B HEIIOCPEICTBEHHO KOMMY-
HUKaTUBHOW cdepe, KaK pedeBOVl aKT, T.e. MMHMUMaIbHOe IepdopMaTHBHOe BbICKa3blBaHMeE,
pAoOM C MMIIEpATVIBHBIM HO6y,IH/ITeJIbHBIM pevUeBbIM aKTOM, POIraTMBHBIM BOIIPOCUTEJIBHBIM
PpevUeBbIM aKTOM, BbIpa’Xa€MbIM MEXITOMETHBIMI BBICKA3bIBAHVISIMIL. »80

H.M. ®opmaHOBCKasi oTMedaeT, 4To OOpallieHIe eCcTbh CaMOCTOSITEJIBHBIVI PeUYeBOV aKT C
VHTeHLIVeV/ WUIOKYLIMeN IIpW3bIBa, 30Ba IIPUIVIALIEHNs, IIpeIoKeHns 1.T.[. Benb peuesoir
aKT eCTb BUJIL IEVICTBISL, KOTOPBINI XapaKTepu3yeTcs IIPUCYTCTBIEM CyOBeKTa 11 OOBbeKTa KOMMY-
HMKATVBHOTO KOHTaKTa, IIPOCTPAaHCTBEHHO-BpeMEHHBIMI KOOPAMHATaMM, IIeJIbI0, CIIOCoOoM,
pe3yJIbTaToM, YCIIOBUSIMY, VCIIEIITHOCTHIO. B ciTydae obpartieHus, B KauecTBe CyObeKTa peueBoro
aKTa BBICTYIIAeT aJipecaHT, 0OBbeKTa — ajfpecaTr, K KOTOpOMY HallpaBjieHO oOpallieHye; BepOaIbHbIN
JKe KOHTAKT aKTyaJIM3MpPyeTcs B IIPOCTpaHCTBEHHO-BPEMEeHHBIX ITapamerpax. IIpocTpaHcTBeHHO-
BpeMeHHbIe ITapaMeTpbl M OOpasyioT HeIOCPeNCTBEHHBII KOMMYHMKAIIIOHHBIVI KOHTEKCT.
Ilesp oOpartieHMst - HpPU3BIB, MOOYXOeHMe W.T.II.. K OIpereleHHOMY IeVICTBUIO, YCTaHOBKa
3TUKETHOTO WIM IIPOCTO OJIarOIPpMSATHOTO KOHTaKTa, OCKOpOsIeHMe, BBIpaKeHVie HerooBaHs,
yIpeka, MpoHvM WU.T.1I. OOpaltieHne BBICTYIIaeT 1 KaK CIIOCO0, MHCTPYMEHT JTOCTVDKEHMS 1IeJIL.
PesymbTaT — ycrmemnHocTs gocTvokeHs e, Ho, k coxaieHmto, oOpaliieHre He eCTh pe3yyIbTaT
YCIEITHOCTY KOMMYHMKaIMM, MO0 eCcIM aJpecaHT IIOCTaBUII IIeper, coOOM Iejlb OCKOPOUTH
agpecaTa, TO oOOpallleHVe HOCUT IIeVIOPATVMBHBIV XapaKTep BBUAY TOrO, YTO HaMepeHVie
aZipecaHTa — aKT BepOaIbHOV arpeccuyi, a He IPY>KeCKOV IUIOXOVI IIyTKM, HampuMmep. B sTom
cjlydae KOMMYHVIKaTT/IBHbIVI KOHTAaKT Ha 3TOM MOXET 3aKOHUYMUTHCS V1 IIO3TOMY KOMMYHUKAIIVIsL
HIOTepIMT Heyaady. VI, Hao0opoT, ecitit MbI oOparaeMcsi K COOeCeTHVIKY TTO3UTUBHO-OLIEHOYHO
Vv TTOOYy>KjaeM K IeVICTBIIO, MBI MOXKEM IFapaHTVPOBATh YCIENTHOCTh KOMMYHVIKAIIVV, TaK KaK
XOpolllee, BEXINBOE, JIACKOBOe oOOpalleHMe IIpefpacrojiaraeT ajpecaTa K Oeceme
npopgospkeHmto guastora. Hamprmep:

«- Mais c'est aussi un honneur, mon petit, et tu peux passer sergent.

- Ca, jamais ! mon général.

- Pourquoi?

- Il faut avoir tué pere et mere ! Et puis, excusez-moi, mon général, mais je ne suis pas militaire...
- Bon, fit le général» (Cendrars, B. La main coupée, p. 268-269).

Ha ocHoBe 3TOrO 1IpMMepa, BUAMM Kak fake B POpMaIbHOM KOHTEKCTe B pasroBOpe reHe-
pajla ¥ IJIaBHOTO IlepcOHaXka IMaHMOpaTCKoe KOHTAKTOyCTaHaB/IMBalllee oOpallleHue «i1on
petit»=Moul MUAbLLL, MOT aopoeoit, ()opoeoit mobBapuuy BbI3bIBaeT, B CBOIO OUepeb, pacIioiararolee K

80popmanosckas, 2000, c. 86.
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pasroBopy oOpaitieHme «mon général»=moil eeHepa, IPUBOLASA K CIUIETEHWUIO opa3 B IMaIOTU-
YecKOW CTPYKType, TeM caMbIM oOecriedvBasi yCIEIIHOCTb ¥ IIPOAOJDKUTEIIBHOCTh KOMMY-
HVKATVBHOI'O aKTa.

C TouKM 3peHVs IparMaTiKy, pedeBoit aKT MOXKeT OBITh: JIOKY TUBHBIM, VJUIOKYTVIBHBIM VJIVI
IIEPIIOKY TVBHBIM.

Ha ypoBHe JIOKyTMBHOTO akra, oOpallleHue BKIIOYaeT aKT poHaLMM, aKT pedepeHINM
(pedepeHTHOCTB KO BTOPOMY JIVILY €II. VMJIV MHOX. JIVIIIa VUTV TIePBOTO JIVIIA MH. YVCIa, VI KaK
et  Kerbrat-Orecchioni - 3T BelpakeHMs 00J1agaloT OOBIYHO, ITOMWMO HEVIEKTYECKOTO
3Ha4YeHVs], peJIAIVIOHHBIM 3HaueHVeM (3HaueHMeM COOTHOIIIEHWS): B CJIydae KOIrTla HeCKOJIBKO
dpopM SIBIISIOTCS AEVIEKTMYECKV SKBVBAJIEHTHBIMM — KaK «TBI» W «Bbl», YIIOTpeOsIseMble LIS
0003HaueHVIsI OTHOTO M TOTO JKe JINIIA) VI aKT IIPeIMKaTVBHOCTIL.

Ha ypoBHe WUIOKYTMBHOrO akra - oOpallleHNs, KaK y>Xe€ OTMeYaJoCh, VIMEIOT WIIOKY-
TUBHYIO CIUITY.

Ha ypoBHe Iep/IoOKyTMBHOTO aKTa, paccMaTpyBaeM oOpalreHns ¢ Touky 3peHus (1) pears-
HBIX I10CJIeJICTBIU, (2) BO3IEVCTBUI Ha UYyBCTBa, Ha OKPY XKaIOIIYIO HeVICTBUTeIbHOCTD 1 (3) MX
OOy IV TETTEHOVI CVITBL

V13 BBIITEN3/I0)KeHHOTO BIIHO, UYTO OOpallieHve MOXXeT OBITh OIIpeielIeHO KaK peueBoVl aKT,
paCCManVIBaeMBIT?I B KOMMYHVIKaTUBHO-IIparMaTm4ecKoOM acIIeKTe, KOTOpOMY CBOVICTBEHHAa BCA
ramMma ITparMaTMYiecKmnx 3HaYeHW, rnepegaHHbIX He TOJIBKO VMHTOHALVIOHHBIM IIyTE€M, HO U
JIOTMIKO-CEMAaHTIYeCK/M KOHTEKCTOM OOpaIiieHysI.

C TOUKM 3peHNs CTPYKTYPHO-CEMAHTITIECKIIX OTHOIIEHMVI, OOpaIeHs MOXHO pa3/ieTnTh
Ha IIPOCTBIe OOpallleH s M pa3BepHyThIe CTPYKTYPEL [IpriMeps! mpocThIX 0OparieHmit:

«-J’ai eu si peur, mes petits, si peur, si vous saviez...

- On sait, Maman.

Elle serrait autour de nous des bras immenses, comme si la panique les avait changés en lianes»
(Orsenna, E., Madame Bi, p. 64).

«Comment vis-tu, mon roi ? demande ’homme.
- J'ai peur, amis, dis-je.
- IIs te poursuivent ?» (Kundera, M. La plaisanterie, p. 190).

Bo dpaHIly3cKoM s3BIKe CYIIECTBYIOT eIlle ¥ pa3BepHYyTbIe alllleJISITMBHBIE CTPYKTYPBHI,
BeCbMa HacCBIIIIeHHble CeMaHTMYecKy ¥ mparmaTtmdeckn. Kpome mpocTeix oOpamieHmit Turma:
maleureux, amis, imbécile, mon trésor, mon roi, oh ma nine, oh ma quique, mignonne, polisson, minot,
maman, 0 Cécile, ma colombe etc. CyIIecTBYIOT CHMHTarmMaTu4ecKue CTPYKTyphl oOpallieHus C
IIPOCIIEKTVBHBIM IV PETPOCHEKTMBHBIM XapaKTepoM IIparMaTdecKoy VHQOpMAaIv,
vcamcIIsieMor oT 0a30BOro 3j1eMeHTa, B POJIM KOTOPOTO BBICTYIIA€T CYIIECTBUTEIIBHOE VIV
cyOCTaHTMBUpPOBAaHHOe IpwiaratenbHoe (chéri, génial, ignorant, infime, petit etc). DreMeHTaM
BHYTPU 3TMX CUHTaKCIYIECKNX CTPYKTYP CBOVICTBEHHA KaK COUVHWTEIbHAS CBA3b C IIPVICOENV-
HUTEJIbHBIM COIO30M et, TaK ¥ IIOAYMHWUTENIbHAS CBsi3M. KOMIIOHEHTBI COUYMHWTEILHOV
KOHCTPYKIIM OTHOCUTEIIBHO CaMOCTOSITEJIBHBI II0 OTHOIIEHWMIO APYT K APYTY, KOMIIOHEHTHI
MTOTYMHITETEHOV KOHCTPYKIVV OAYVHEHBI APYT APYTY, ITOCKOIBKY ITOCIEIYIOIIVII JIEMEHT
SBJIAETCSL BCerda OJIEMEHTOM aMIUIM(UKAOWM — CeMaHTMKO-TIparMaTiIecKoro 3HadeHws
IIepeUNCIIeHHOTO yXe 2711eMeHTa. CHHTaKCIecKye CTPYKTYPhl OOpallieHNs IeJIATCs Ha:

(1) omHOYpOBHEBBIE C OIHVIM 0a30BBIM JIEMEHTOM, C IIOAYVHUTEIBHOV CBI3BIO:

«- L’homme intelligent, cest toi, Saltiel! Parle, chéris! du Puissant! Parle, fleur de la nation!
- Oui, homme de distinction.
- Parle, voix de la sagesse!» (Cohen, Al. Mangeclous, p. 98)

- Mes amis de I'tle, dit Saltiel d’une voix noble mais résolue, compagnons de mes labeur, j’ai trouvé par
les veilles de I'esprit le secret du secret!» (Cohen, Al. Mangeclous, p. 98)

«...0 notre maitre en astuce...» (Cohen, Al. Mangeclous, p. 85).

813neck U B pyTrUx MprMepax, Mbl JaeM 0a30BBIN 2JIeMeHT XUPHBIM HIPUQPTOM.
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«- Ma bouche sent trés bon, répliqua Salomon. Elle sent la mimosa et la paquerette et c’est la bouche a
toi, homme noir, qui est la perdition des mouches par le souffle qu’elle leur envoie et qui les assassines
! C’est ainsi que je te réponds, 6 hamegon d mansonges!» (Cohen, Al. Mangeclous, p. 34)

(2) mByxypOBHEBBIe C IByMsl Oa30BBIMII 37IeMeHTaMV B COUMHUTEITEHO CBS3M:

«- Mais comment feras-tu, 6 viande et ossements? demanda-t-il, les jambes croisées a la maniére des
grands-ducs.» (Cohen, Al. Mangeclous, p. 218)

(3) mByXypOBHEBBIE C COUYMHUTEIILHON CBSI3bI0 MeXIy 0a30BbIMM 37IeMeHTaMU ¥ IOgUYVHU-
TeJIBHOV CBSI3bI0 MEXIy KaKIbIM M3 JIBYX Oa30BBIX 2JIEMEHTOB ¥ HeOA30BbIM(11), eMy ITOIUMHEH-
HBIM(11):

«Eh! mais les événements de trois cent mille drachmes, 6 mon chéri et génial..» (Cohen Al

Mangeclous, p. 31)

«- Ouragan et tempéte dans l'oeil de toutes vos soeurs, 6 infdmes et Juifs perdus pour le judaisme.»
(Cohen Al. Mangeclous, p. 136)

« Qu'as-tu, extrémité du macaroni et fond de la cuillere? demanda Mangeclous.» (Cohen Al
Mangeclous, p. 127)

A

«Moi, Mangeclous, je vous donne licence et permission, & charmantes héroines et nobles héros de
passion! Avouez que vous n’en pouvez plus!» (Cohen Al. Mangeclous, p. 141)

«... fils des trente-six péres et neveu des entremetteuses...» (Cohen Al. Mangeclous, p. 317)

(4) IByXypOBHEBBIE C MEepapXMYECKOVI TIOYMHUTEIIBHOV CBSI3bI0 MeXTy 0a30BbIMM M HeDa-
30BBIM(M) JIEMeHTaMI, eMy TOAUMHEHHbIM(M), TiIla ™ ™ wm — ' ~ ', wm — —

«...et comment elles sont arrivées pour te dulcifier et en quelles circonstances et tout et tout, 6 bien-
aimé, 6 fleur du judaisme universel!» (Cohen Al. Mangeclous, p. 31)

«Que diable, laisse-nous devenir ministres, hommes de petite foil» (Cohen Al. Mangeclous, p. 263)

«O voleur de directeur du Ritz, que ta fille meure avant sa mere et que ta femme meure avant toi»!
(Cohen Al. Mangeclous, p. 366)

«O peére doué de toutes vertus, dit I'ainé...» (Cohen Al. Mangeclous, p. 85)

«Vous avez encore tout dépensé, imbéciles Hongrois de la bouse du chameau?» (Cohen Al. Mangeclous,
p. 318)

(5) TpexypoBHeBbIe C IOMUMHWUTEIBHOVI CBS3bI0 MEXK/TY KaKIBIM 13 Tpex 0a30BbIX 3/ IEMEHTOB
v He0a30BbIM(11), eMy TTOIUMHEHHBIM(11):

«...sache, 6 chef de la douane du crotin de la chévre noire...» (Cohen Al. Mangeclous, p. 319)

Taxoe pasHoOOpasme CTPyKTypHBIX POPM M IIparMaTr4ecKux 3HAUeHWV TOBOPUT O TOM,
yTO OOpallleHMsT He TOJIBKO XapaKTepu3yIOT cOOeceTHMKa, OHM ellle ¥ VUIIOCTPUPYIOT
BOCIIPUATVIE €T0 TOBOPSIIMM. TO eCcTh IPOVMCXOAUT COLUMaIbHAS M CyOBeKTVBHO-IMYHOCTHAS
KaTeropmsanys ajgpecara.

Kareropust onenkm spisleTcs 0a30BOVI IS CMHTArMaTWUUYeCKMX OOpaIlieHMV, HeCyIyX
NIpeIVIKATHBIN (XapaKTepM3yIOIINi) KOMIIOHEHT. Takme CTPYKTYpbl CTWIVICTUYECKN O4YeHb
VMHTepeCcHO O0OPMIIEHB], B HUX IIPOCIIEXMBAETCS IIporecc MeTadopr3aLmy, METOHUMUY, TH-
repbomsanym (mpumep: «- C'est pour ton bien, dit-il. Comprends-tu, 6 le plus géant du monde
visible a I’oeil nu, ton tuyau digestif est si petit que les macaronis ne pourraient y pénétrer, et que
c’est ton oesophage qui entrerait dans le macaroni ce qui amenerait ton déceés par subrogation
suffocatoire.» (Cohen Al. Mangeclous, p. 121))

Oco0bI1T MHTepeC BBI3BIBAET VICCIIEOBAHVIE CMHTArMaTMYeCKMX OTPUIIATEIIbHO-OIIEHOYHBIX
CTPYKTYP, IIOCKOJIBKY OOJIBIIIVIHCTBO M3 HUX SIBHO SIBIISIFOTCS MeTadOPM3MPOBAHHBIMY aKTaMW
BepOaJIbHOV arpeccuy, OCKOpOJIEHMSIMIM B ajipec HaIMOHAJIBHOVI HpuHayiexxHoctn (Hongrois,
Juifs, Arabe), pacsl (noir), ipodpeccvm (apoticaire, janissaire) n.T.[. Bce BbIIenprBeneHHBIE TIPY-
Mepbl TAKOrO pofia SBJISIOTCS aKTaMy OCKOpOJIeHMs ajpecara, B CTWIMCTUYECKOV OCHOBE
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KOTOPBIX JIEXUT CpaBHeHMe CBOVICTB 3TOI'0 ajipecaTa C 3TaJIOHHBIMM CBOVICTBAMM YejIoBeKa, YTo
IIPVUBOANT Yallle BCero K IToUepKMBaHWIO HeJIOCTaTKOB ajpecaTa U ero ockopbsenuto. B arom
cjlydae JUIsi CpaBHeHMs IIpMOeraroT K CBOVICTBAM J>KMBOTHBIX, (PJIOPBI M [lake HEKOTOPBIX
rpeMeToB. Ecii 3T cBOVICTBa HPUITMCBHIBAIOTCS YeJIOBEKY, BOZHMKAIOT O0OpalleHNs-300HVIMBI
v OotaumMsl (chacal, bécasse, agnelets, mes jasmins, rose etc.). Kak BUIHO 13 lepeunciieHHbIX IIpU-
MepoB, CMHTarMaTu4eckyie CTPYKTypbl pacIIpOCTPaHSIOTCA 3a CYeT SIIUTeTOB (OIleHOUHBIX IIpU-
JlaraTeJIbHbIX), [IOIIOJIHEHUM K CYIIIeCTBUTEIbHOMY, KOCBEHHOTI'O JJOTIOJTHEH N 1 OIIpefie/IeHNL.

Ob6pariennsim ceovicteHeH psapn dyskivm. Ilo B.E. Tonpauny, dpyHKIMen obpareHns
gBJIeTCd TOoAYepKMBaHMe HalpaB/IeHHOCTV TeKCTa II0 OTHOIIeHMIO K ajpecaTy W ycTa-
HOBJIEHVE COOTBETCTBEHHBIX OTHOIIIEHWII MeXIy TeKCTOM ¥ ajpecaToM, TO eCTb peub UIEeT O
KOHTaKTOYyCTaHaB/IMBarolel pyHKIIUM, a TouHee, 0 PyHKIUM daTndeckor. B sTom cirydae
KOMMYHMKaTVBHasl KOHTaKTOyCTaHaB/IMBaloOIllas MHTEHIINs JIEKUT B OCHOBE pPedYeBOrO aKTa
ropopsmero. [pyras yHKOms oOpalleHMs - XapaKTepu3ylollash WIM OLleHOYHAs, VIV
dyHKIMSA IeMOHCTpallMy JIMYHOTO OTHOLIEeHMs K ajpecaTy, WIM ellle TaK Ha3blBaeMas
dyHKIVA CyOBeKTMBHOV OLeHKM. ['0BOpSIIMy IpUIVChIBaeT HEKMUVI IIPU3HAK ajfipecaTry pedn,
yalle Bcero B HedOpMaJIbLHOM KOHTeKCTe (pigeon=IIpocTaK, HpocTodwisd, IIIyIeL;  mon
chou=pymreHbKa, petite=marieHbKast MosI UTH.). OgHOV M3 BaXHEVIIMX (PyHKOUIT oOpaleHs
gBiisieTcd (PYHKUMS 3TUKeTHasl WIM COLMaJIbHO-peryysiTUBHasA. DTa (PYHKLMS CBOVICTBEHHA
oOparreHMsIM B (pOpPMaIbHOM KOHTEKCTe, T/ie AeVICTBYIOT COIIMAIbHO-TUIIVI3VIPOBAaHHbIE HOPMBI,
CBOVICTBEHHBIE OOIIECTBEHHOMY ¥ KOMMYHVKATVBHOMY IIOBEIEHMIO, I7le TaKie pa3sHOBUIHEIE
daxTOpbl, siBIEHMS BHEA3BIKOBOV HEVICTBUTEIIBHOCTHM, KaK CTelleHb 3HAaKOMCTBa, IepPBUYHBIN
KOHTaKT, COLMaJIbHOe OTCJIOeHMe, BO3pacTHO 11eH3, 3aHMMaeMasi JOJDKHOCTD WIN ITpodeccus,
yUpeXxIeHvie VIV MHCTUTYT BJIaCTV, CUTyaIlus OOIIeHNs, KYJIbTYpHBIE pas3jIidiis, BEIXOOAT Ha
IIepBBI IUIAaH W PeryJamMpyioT BbiOOp opMbl obOpallieHNMs IIOCPeICTBOM KaTeropum
BEXXJIMBOCTY, obecrieunBast 3 PeKTMBHOCTE U YCIEITHOCTh pedeBOro KOHTaKTa. Beibop emyHmy
oOparlrieHns He sBJIIeTCs CBOOOIHBIM, a IMPOAMKTOBAaH HOPMaMM COLMAJIbHBIMU U KYJIBTYp-
HBIMI. BeXUIMBOCTB Kak cTpaTerusi IIOBefleHMs - 3TO HeoThemsIeMas 4acTh OIlpefiesIeHHOV
Kareropuu ¢opm obparliieHu1.

Kpome HasBaHHBIX (PYHKIWI, MBI CYMTaeM, YTO OOpallleHMsIM CBOVICTBEHHa U (PYHKIIVS
SMOIMOHAIIBHOV pasrpy3ku. Tak, korga Mel ropopuM: «[ypak!» v «/IanoT!», Mbl BEIpaXkaeM
CBOe OTHOIIIEeHMe K ajpecaTy pedy, HO KOIZa Mbl TopopuM: «[lypak, mamoT, cydbe OTpojbe,
KpeTuH, KaK Thl IIOCMeJI?» - MBI VICIIBITBIBaeM JOIIOJTHUTEIIBHYIO IICUXO0JIOIMYecKyIo pasrpysKy.
Takme oOpamennsi popMupyroT O10KM, IHe obOpallleHns-OCKOpOIeHNsl CJIedyIoT OIHO 3a
JAPYTUM, IIOCKOJIBKY TOBOPAIIINI HaXOIUTCs B cocTosiHMUM adpdpekra. Harmpumep:

«Imbécile, homme d’ignorance noire, noire comme 1'interstice de tes orteils que j’ai vus pour ma douleur
et me honte I'autre soir, 6 puant véritable, fils des trente-six peres et neveu des entremetteuses, 6 postérité des
faux-monnayeurs, O issu des ordures, 6 Mathathias de vomissement, & Arabe, apprends de moi, puisque
sans instruction tu n’as jamais été bon qu’a chercher des sous dans les ruisseaux ou a pressurer des
bambins de péche, apprends de moi, hyéne du pourcentage, apprends la signification du mot
secrétaire.» (Cohen Al. Mangeclous, p. 317)

«Sache, 6 crapaud, dit-il mélodieusement a Mathathias, 6 homme du plus grand fiel, 6 poche de venin, 6
réflexion tournée uniquement vers le mal, sache, 0 jaune véritable citron de la médisance, & postérité des
balayeurs et descendance des latrines, sache, 6 basilic, que depuis vingt ans j’ai une correspondance active
active avec le docteur Weizmann et il ne se passe de mois que je ne lui envoie des conseils.» (Cohen
Al. Mangeclous, p. 262)

H.W. ®opmaHOBCKast mmirreT: «B TekcTe 3HAYMTETBHOV IPOTSDKEHHOCTY TIOBTOPHOE o0pariie-
HVle UI'paeT POJIb CBOEOOPA3HOV TEKCTOBOV CKpeIlbl, aKTMBM3VPYIOIIEV W IOAIep>KMBaIOIIe
VMHTepec coOeceHVKa, KOHTAaKT BHVMMAaHMS, [OHVMMAaHMS, STUYECKUI ¥ 3SMOIIMOHAJIBHBIN
KOHTaKT»82,

82Popmanosckas, 2000, c. 88.
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B 6r1okax-oOpallieHmsiX, peayiM3yIomyX (PYHKIINIO SMOIIOHAIBHOVI pasrpy3Ku, POJIb TaKOV
CKpeIIbl UT'paeT IJIaroJI B ITIOBEJINTEIbHOM HAKJIOHEHWN. B HaIlmx IIpeIbIIymx IByX IpuMepax
3TO I71aroJIbl «apprends» = y3Haii! u «sache»=3Har1!

Taxk, TeopeTrdecKyie BOIIpOCHI OOpaIlieHNI HaXOAST CBOe MHTEPECHOe PellleHle B SI3BIKOBOTI
npakTrKe. V1 MBI BUAVM, 94TO OOpallleHre — 3TO BUI PeYeBOro aKT U eMy, KaK peueBOMY aKTy,
CBOVICTBEHHBI TaKye CeMaHTWMKO-(PYHKIIMOHAJIbHBIE KaTerOpuM IOUCKypca, KaK KaTeropus
JIVMYHOCTYI, VMHTEHIVOHAIBHOCTY, OILIEHOYHOCTV, BEXIVBOCTY, MOOAIBHOCTV, IIPeVKaTB-
HocTn. DyHKIMM oOpallleHmWsl 3aBUCSAT OT XapaKTepa KOMMYHWKAIIMM, a YaCTOTHOCTBb
yIoTpeOJIeHnsl OT CTelleHW KIMIIVPOBAHHOCTY, KOTOpas OOBSCHSETCS TEeHIEHIIMeN S3bIKa K
5KOHOMMYHOCTA.
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UN TIP DE INTERACTIUNE MEDIATA CONTROLATA.
DEZBATEREA TELEVIZATA ROMANEASCA ACTUALA

Luminita HOARTA CARAUSU,
profesor universitar, doctor in filologie,
Universitatea , Alexandru Ioan Cuza”, lasi, Roméania

Abstract

The present study brings together several observations which refer to special conditions of holding a TV debate,
in a special speech situational context. We address some issues that occurred in a media controlled interaction (a TV
debate). The article presents a case study of a night TV debate, whose moderator is Marina Constantinescu and
whose guest is Gigi Ciiciuleanu, choreographer and a famous dancer, coming from a Romanian diaspora.

Rezumat

Studiul nostru reuneste citeva observatii referitoare la conditiile speciale de desfisurare a unei dezbateri
televizate, intr-un context situational special al comunicdrii. Abordam cdteva aspecte care au apdrut in cadrul unei
interactiuni mediate controlate (de tip dezbatere televizatd). Studiul reprezintd o analizd de caz a dezbaterii
televizate Nocturne, al cirei moderator este Marina Constantinescu si al cdrei invitat este Gigi Ciciuleanu, coregraf
si dansator renumit, roman din diaspord.

1. Dezbaterea televizata - gen televizual

In cadrul discursului mediatic, se evidentiazi dezbaterea televizati, un asa-numit ,gen
televizual”#®, care ar trebui analizat, in opinia lui Noél Nel84, din doud perspective, si anume,
perspectiva conversationald si perspectiva televizuald.

Astfel, avandu-se in vedere prima perspectivd, dezbaterea televizatd este o structura ierarhi-
zata de schimburi verbale, fiind guvernata de reguli institutionale si de ritualuri. Ea este, in ace-
lasi timp, tributard unui context continand elemente fixe legate de locul in care se desfdsoara
dezbaterea, elemente conjuncturale legate de participantii la dezbaterea televizata®. Dezbaterea
televizata este ,0 situatie televizata care plaseaza oratorii fatd in fatd, sub ochii telespectato-
rilor”, locutorii vorbind , adresandu-se, in acelasi timp, persoanelor de fata si publicului”#.

In ceea ce priveste perspectiva televizuald, dezbaterea televizata este ,0 emisiune sau un
fragment de emisiune, animata de obiectivul informatiei si traversatd de dimensiunea
polemico-contractuald a comunicdrii”. In privinta sistemului de reprezentare, emisiunea de
acest tip propune un regim de vizibilitate care se caracterizeaza prin obiectivitate, dar care nu
exclude spectacularul”, contractul sdu de credibilitate sustinandu-se pe , 0 eticd a emisiunii in
direct si a adevarului care nu refuza nici dramaturgia emotiei, nici performanta actorului, nici
activitatea instantei de punere in scena”.

Dezbaterea televizatd este , 0 formd de interactiune verbald organizata cu scopul de a scoate in
evidentd adevdrul, oricare ar fi configuratia sa, in legdtura cu o tema problematizata, implicand
un dispozitiv televizual”. Acest tip de activitate televizuald corespunde ,punerii in scend a
cuvantului menit sd «descopere adevarul»”ss.

Studiul nostru reuneste cateva observatii referitoare la conditiile speciale de desfasurare a
unei dezbateri televizate, intr-un context situational special al comunicdrii. Abordam cateva
aspecte care au aparut in cadrul unei interactiuni mediate controlate (de tip dezbatere
televizatd). Studiul reprezinta o analizd de caz a dezbaterii televizate ,,Nocturne”, al cdrei
moderator este Marina Constantinescu si al cdrei invitat este Gigi Caciuleanu, coregraf si
dansator renumit, roman din diasporad (vezi anexa 1).

2. Perspectiva conversationala
Asa cum s-a mentionat anterior, dezbaterea televizatd este o structurd ierarhizatd de
schimburi verbale. Ea este determinata de prezenta a cel putin doi protagonisti, care, alternativ,

8Charadeau, Ghiglione, 1997.
84Nel, 1990, p. 17.

85ibidem.

86ibidem.

87idem, p. 25.

8Charadeau, Ghiglione, 1997, p. 81.
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joacd rolul vorbitorului si al receptorului, inscriindu-se intr-o asa-numitd ,sincronizare
interactionala”®. Vorbitorul, care isi planificd discursul la nivel cognitiv, trebuie sd semnaleze
acest proces de planificare receptorului, pentru a-i indica faptul ca mai are sd-i spund ceva sau
cd este dispus sa-i cedeze cuvantul, marcand, astfel, posibilitatea unei interventii a partenerului.
Rolul receptorului, insd, consta in a asculta, in liniste, discursul vorbitorului si a-i semnala,
frecvent si in mod regulat, ca il asculta, cad intelege, ca este de acord cu ceea ce acesta spune,
satisfacand, astfel, scopul , controlului vorbitorului”, fara a intrerupe fluxul dialogului. Cu alte
cuvinte, pentru a exista schimbul comunicativ, nu este suficient ca doi sau mai multi locutori sa
vorbeasca in mod alternativ, ci trebuie ca ei si-si vorbeascd, adicd sa fie ambii ,angajati” in
schimbul comunicativ si sd producd ,semne” ale acestui angajament mutual, recurgand la
diverse ,procedee de validare interlocutiva”.

Interactiunea verbald din cadrul dezbaterii televizate pe care o analizam este structurata in
acte de vorbire ,in doi membri” numite perechi de adiacentd”. Secventele in discutie formeaza un
schimb conversational de replici, avand caracter dialogic si inscriindu-se sub semnul
obligativitatii®2. Referitor la dezbaterea televizata pe care o analizam, perechile de adiacenti se pot
observa in cadrul diverselor secvente ale actelor de vorbire, ca de exemplu, intrebare/riaspuns:

»MC: pentru céd erati rebel oare? + sau de ce?

GC: cred ca nu-mi plidcea foarte mult. ++ adicd nu vedeam 1 ++ unde ma duce dansul academic 1 +
pentru cd 1 ++ hai sd fim drepti. + pentru un bdiat T +++ mai ales T mai ales pe vremea aceea T + in cel
mai bun caz erai T +

MC: prim solist [al T

GC: aveai] rolul principal 1 + si erai 1 ++4a 1 + erai 1 + printul din lacul lebedelor. ++ si-atunci trebuia
s-astepti in actul trei 1 + ca sa faci trei T ++ & T + xxx si trei migcdrele in spatele balerinei T + nat + nu
mi se pare interesant. ++ eu vroiam sd fac teatru| ++ vroiam sd fac clown 1 + d 1 + de fapt ficeam deja
teatru de pdpusi 1 ++ de la varsta de zece ani T +7;

»MC: dar nu era oare 1 +++ nu. ++ altceva vreau sa va-ntreb. ++ credeti cd 1 + acest 1 + altfel de dans
1 + se poate face 1 + 4 1 + fdrd sd ai 1 + pasii acestia de + de studiu clasic?

GC:in 1 ++ foarte mult m-a 1 ++ m-a 1 +++ mancat acest T + aceastd problemd 1 + ++ acuma casa | +
casd 1 +spun asa T + tot asa ex abrupto si foarte repedet + este NU. + adica poti sa nu treci prin
clasic. +++ pdrerea mea este asta ACUM. +++ foarte multd vreme nu am gandit aga. + sinici T +4 1 +
cu dansatori pe care viata a facut ca 1 + am fost foarte repede 1 + foarte iute 7 + [chiar din plecare {
MC: foarte iute da].”

In punctul relevant pentru schimbarea emitatorului, intrd in actiune doua reguli de alocare a
rolului de emitdtor, si anume, desemnarea emitdtorului urmator de cdtre cel care vorbeste si
autoselectarea ca emitator®. Astfel, psihologii au descoperit cd ,intre momentul in care o
persoand isi termind mesajul si momentul in care cealaltd incepe sd vorbeascd poate fi un
interval de timp atat de scurt incat poate fi considerat aproape inexistent - in anumite cazuri
este mai mic de 50 de miimi de secunda”®, acest lucru numindu-se , tranzitie lina”%, pentru ca
trecerea de la un vorbitor la altul este atat de neteda.

Cele douad reguli ale accesului la cuvant permit ocurenta unor fenomene, printre care se
numara suprapunerile unor interventii comunicative, suprapuneri ce pot fi definite ca fiind
»vorbirea simultand a doi (sau mai multi) participanti la o conversatie”%. Exista doud tipuri de
suprapuneri, si anume, suprapunerile propriu-zise, care ,apar in punctul relevant pentru
schimbarea emitdtorului, cand locutorul in curs nu-si desemneaza succesorul, mai multi
participanti fiind la fel de indreptatiti sd-si asume rolul de emitdtor”. Suprapunerile sunt, in

89Kerbrat-Orecchioni, 1996, p. 4.
DOibidem.

Meibauer, 1994, p. 134.
9Hoarta Cdrdusu, 2003, p. 54.
%lonescu Ruxandoiu, 1999, p. 45.
%4Collett, 2005, p. 88.

%ibidem.

%Jonescu Ruxdndoiu, 1999, p. 46.
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acest caz, un rezultat al competitiei pentru rolul de emitdtor, si suprapunerile - rezultat al
intreruperii locutorului, care sunt ,, produse inainte de incheierea interventiei locutorului in curs,
ca urmare a intreruperii acestuia de catre un alt participant”, acest tip de suprapuneri fiind
,forme de violare teritoriald, grave prin aceea cd pot constitui preludiul unui conflict””.

In dezbaterea televizatd analizati, suprapunerile apar deoarece vorbitorul in curs este
intrerupt de catre celalalt participant la interactiune:

»,GC: PLIN. + PLIN de oameni 1 ++ intr-o sald 1 + la teatrul evreiesc cred cd era 1 ++ era printr-o 7T +
intr-o sald | +++ PLINA. ++ plind de oameni 1 + unde i se ddduse si unloc | ++sa 1 + sd T + lucreze 1
++ si am descoperit 7 +++ GESTUL. +++ am descoperit 1 + MAIASTRA 1 + cum ii spuneu | +++ a1
+ am descoperit faptul T + cd o T + o mand 7 ++ un brat 1 ++ o privire T +++ & 1 + este nu numai o 1
+++ un dans 1 ci si un proces al mintii. + un proces al gandirii. + dansul care-l vdzusem atunci se
numea GANDUL. + pe o muzicd FOARTE spirituald 1 + a lui olivier [messiaen.

MC: messiaen].”;

,MC: prim solist [al 1

GC: aveai] rolul principal 1 + si erai T ++ & 1 + erai 1 + printul din lacul lebedelor. ++ si-atunci trebuia
s-astepti in actul trei 1 + ca sa faci trei T ++ & T + xxx si trei migcdrele in spatele balerinei T + nat + nu
mi se pare interesant. ++ eu vroiam sd fac teatru| ++ vroiam sa fac clown 1 + d 1 + de fapt ficeam deja
teatru de pdpusi 1 ++ de la varsta de zece ani T +”;

,GC: eram DIRECTORUL | + teatrului meu de papusi. ++ si proprietarul si [directorul.

MC: si regizorul].

GC: si animatorul. + si actorul 1 + si regizorul T + si scenaristul 1+

MC:si t ++ am impresia cd v-ajutau 7 ++ mdtusa 1 + mama T +

GC: ei 1 + métusa 1 sigur. + MAMA DIA?T [familia |

MC: mama dia] care rimanea usor FASCINATA de ce faceti 1 si 1 + nu misca papusa cand [trebuie

GC: nu misca 7] ++ si o muscam de cot 1 + ca pdpusa sd inceapd sd se miste. +++ si atunci 1 ++ unul
din spectacolele pe care le-am fdcut la tirgu mures 1 + mult mai tarziu T + & 1 + la teatrul de papusif +
d 1 + initial 1 + teatrul ariel 7 + care a devenit under ground 1”;

,GC: nu existd. ++ adicd esti 1 + & 1 + mereu pd 1 + in prezent 1 +si cum ai spus vorba prezent a si T +
l[asi?

MC: trecut].”;

,GC:in 1 ++ foarte mult m-a | ++ m-a 1 +++ mancat acest | + aceastd problemd 1 + ++ acuma ca sa 1
+casd ] +spunasa | + tot asa ex abrupto si foarte repede? + este NU. + adicd poti sd nu treci prin
clasic. +++ pdrerea mea este asta ACUM. +++ foarte multd vreme nu am gandit asa. + sinici T +ad 1 +
cu dansatori pe care viata a facut ca 1 + am fost foarte repede 1 + foarte iute T + [chiar din plecare 1

MC: foarte iute da].”

Folosind marci care indicd momentul interventiei, ascultdtorul poate indica daca vrea sa
evite sau sd preia rolul vorbitorului, iar vorbitorul in curs poate indica daca vrea sd pdstreze
rolul de emitdtor sau sd il cedeze receptorului.

Exista mai multe moduri in care ascultdtorul poate sa-i arate vorbitorului cd vrea sa
vorbeascd. Carla Bazzanella®® numeste acest tip de semnale madrci care servesc la preluarea replicii,
considerand ca acestea ,ajutd la stabilirea contactului lingvistic si la preluarea cuvantului”®.

Ca semnale care servesc la preluarea replicii, ajutand la stabilirea contactului lingvistic intre
protagonistii actului lingvistic si la preluarea cuvantului de cdtre ascultdtor, sunt utilizate, in
dezbaterea televizata analizatd, marci pragmatice de tipul si si deci:

»,GC: eram DIRECTORUL | + teatrului meu de pdpusi. ++ si proprietarul si [directorul.

MC: si regizorul].

GC: si animatorul. + si actorul 1 + si regizorul 1 + si scenaristul 1+

MC: si 1 ++ am impresia cd v-ajutau T ++ mdtusa T + mama | +

GC: ei T + métusa 1 sigur. + MAMA DIAT [familia |

MC: mama dia] care rimanea usor FASCINATA de ce faceti 1 si T + nu misca papusa cand [trebuie”;

“Jonescu Ruxdndoiu, 1999, p. 46-47.
*8Bazzanella, 1995, p. 232.
Yibidem.
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,GC: am fost formator de dansatori. ++ am vrut si-i formez s danseze cum 1 + gandesc eu. ++ si-
atuncea T + sau cum gandesc eu gandind ei ca mine. ++

MC: da.

GC: deci 1 + pe undeva 1 + nu numai un lucrude 1 de 1 de T + de 1 + de 1 + corp. + si-atunci nu mi se
péarea foarte important. + am zis dom’ le T ++ tu corpul lucreaza-ti-1 cum vrei si dup-aia gandesti ca
mine. +++ dup-aia mi-am elaborat un fel de tehnicd 1 + de 1 + de 1 + de 1 + chiar de 1 + de training 1
++ de 1 + de 1 + lucru [cotidian.

MC: preggdtire] T + da.”

Mircile pragmatice ale acordului indicad acceptarea unei teze, a unei concluzii a partenerului, si,
de aceea, ocurenta lor presupune dialogul. Se aprobd, se impartaseste opinia alocutorului, cu
alte cuvinte, se considera ca ceea ce afirma alocutorul este adevarat. Asentimentul este marcat,
in dezbaterea televizatd pe care o analizam, de mudrcile pragmatice ale acordului de tipul da si exact.
Marcile pragmatice ale acordului, confirmadrii, adeziunii indica acordul din partea interlocuto-
rului, in privinta asertiei transmise de catre vorbitor:

»MC: a trebuit sd méancati T + exact]. s inghititi acest tip de dans 1 + ca sa 1 + ii simtiti gustul si
[tentatia.

GC: da]. + lumea 1 + & T + confunda foarte des 1 ++ faptul de a DANSA 1 + cu faptul de a DANTUI.
+++ si aia-i frumos. ++ si isaia dantuieste. +++ dar 1 + dar 1 + intr-o anumitd formd. + or 1 + ceea ce e
FOARTE frumos 1 + si PARADOXAL 1 ++ este cd forma nu se naste din forma si pentru forma. ++ se
naste dintr-un fel de T ++ de nevoi umane 1 + omenesti. ++ nu e ceva T + vai 1 + asta-i balerina 1 +
machiatd frumos 1 + cu ochii asa 1 + cu 1 cu 1 pdrul strans si 1 + si face lucruri care nimeni nu poa’ sa
le facd. + da. ++ face lucruri. +++ pe care nimeni nu poa’ sd le facd. ++ dar trecAnd PESTE ba 1 +
transcendand balerina sau balerinul 1 ++ deodatd poti T + trecand printr-un lucru nemaipomenit 1 +
printr-un proces alchimic sd zic eu | + de transformare 7 + sd 1 + sd 1 + redevii copil. ++ sd redevii T +
d 1 + neaos. ++ sd redevii T + 4 T + inocent. ++ inocenta asta pe care-a regdsit-o miro. ++ miro nu facea
1 + ce facea pentru cd nu stia sa deseneze. +++ este pentrucda +af+a 1+ A VRUT 7 + sd facd acest
lucru 1 + asa cum 7 + a | + ai fi intr-un proces al 1 + al 1 + integrarii T + al T + + s-a T + a mancat
realitatea. ++ a luat si-a bagat-o pa gat pd nas pa urechi 1 + si dup-aia a iesit sub [forma asta miro sau
picasso.

MC: a topit-o] T + cum spuneti.

GC: exact.”

Sorin Stati'® distinge acordul de confirmare, aceasta din urma fiind , 0 reactie la o cerere expli-
citd de confirmare formulata de partener”10. Dg, ca marcd a confirmadrii, ocurd intr-un schimb
de replici intre cei doi protagonisti ai dezbaterii televizate analizate, Marina Constantinescu si
Gigi Caciuleanu:

»,GC: PLIN. + PLIN de oameni 1 ++ intr-o sald 1 + la teatrul evreiesc cred cd era 1 ++ era printr-o 7T +
intr-o sald | +++ PLINA. ++ plind de oameni 7 + unde i se ddduse si un loc | ++sd 1 + sa T + lucreze 1
++ si am descoperit T +++ GESTUL. +++ am descoperit 1 + MAIASTRA 1 + cum ii spuneu | +++ a1
+ am descoperit faptul T + cd o T + o mand 7 ++ un brat 1 ++ o privire { +++ & 1 + este nu numai o 1
+++ un dans 1 ci si un proces al mintii. + un proces al gandirii. + dansul care-l vdzusem atunci se
numea GANDUL. + pe o muzicd FOARTE spirituald 1 + a lui olivier [messiaen.

MC: messiaen].

GC: da. + acest gand T m-a 1 + m-a uluit. + mi 1 + mi-am dat seama cd se poate dansa 1 + pe altceva
decat 7 ++ hai sd-i dam printesei un mar 1 + sau hai sd vedem ca daca ea s-a otravit T + din acest mar 1
+ sau 1 + hai sd vedem dacd frumoasa din padurea adormitd a dormit chiar o sutd de ani sau mai
putin 1 +++ adici 1 + deja problematica DINTR-ODATA 1 ++ mi s-a urcat 7 ++ hai si spun de la
PAMANT 1 + in cer. ++ DINTR-ODATA 1 + acel 1 ++ eu aveam atuncea paispezece ani 1 +si 1 +
pentru c-atunci ne-a preluat dumneaei. +++ si T ++ ATUNCI am descoperit cd dansul T + ASTA este
pentru mine. + si T ++ ATUNCI am inceput sd lucrez cu ea T si ATUNCEA dumneaei m-a luat. + in
scoald nu eram foarte bun. +++ & 7 ++ nu eram T +++”.

Dezacordul se exprimd, mai intai, prin reluarea, in forma negativd, a frazei contestate sau prin
marci pragmatice de tipul: din contrd, nu sau printr-o expresie echivalenta. Locutorul isi exprima

100Stati, 2002, p. 54; Stati, 2002, p. 72.
W1Nastase, 2003, p. 219.
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dezacordul, refuzul vizavi de interventia locutorului, utilizand formule explicite de tipul: ,Nu
sunt de acord”, , Este fals” si fraze performative de tipul ,Contest afirmatiile tale”. In dezbaterea
televizata la care facem referire, functioneazd, ca marca a dezacordului, adverbul de negatie nu:

»MC: dar nu era oare 1 +++ nu. ++ altceva vreau sa va-ntreb. ++ credeti cd 1 + acest 1 + altfel de dans
1 + se poate face 1 + 4 1 + fdrd sd ai 1 + pasii acestia de + de studiu clasic?

GC:in 1 ++ foarte mult m-a 1 ++ m-a 1 +++ mancat acest T + aceastd problemd 1 + ++ acuma casa | +
ca sd 1 +spun asa 1 + tot asa ex abrupto si foarte repede? + este NU. + adica poti sd nu treci prin
clasic. +++ pdrerea mea este asta ACUM. +++ foarte multd vreme nu am gandit asa. + sinici T +&d 1 +
cu dansatori pe care viata a facut cd 7 + am fost foarte repede 1 + foarte iute 1 + [chiar din plecare 1”.

De remarcat si prezenta in actul conversational a madrcilor pragmatice ale atentiei in cursul
actului conversational. Intr-un anumit punct al conversatiei, interlocutorul vrea sia semnaleze
propria disponibilitate la realizarea comunicarii si propria participare, cu marci pragmatice de
tipul: da (da fatic), asa (asa fatic) etc:

»GC: aveai] rolul principal T + si erai T ++ & 1 + erai T + printul din lacul lebedelor. ++ si-atunci
trebuia s-astepti in actul trei T + ca sd faci trei T ++ & T + xxx si trei miscérele in spatele balerinei 1 +
nafl + nu mi se pare interesant. ++ eu vroiam sa fac teatru| ++ vroiam si fac clown | + def + de fapt
fadceam deja teatru de papusi 1 ++ de la varsta de zece ani T +

MC: da 1 (rade) +

GC: eram DIRECTORUL | + teatrului meu de papusi. ++ si proprietarul si [directorul.

MC: si regizorul].”;

,GC: am fost formator de dansatori. ++ am vrut si-i formez s danseze cum 1 + gandesc eu. ++ si-
atuncea T + sau cum gandesc eu gandind ei ca mine. ++

MC: da.

GC: deci 1 + pe undeva 1 + nu numai un lucru de { de 1 de 1 + de 1 + de | + corp. + si-atunci nu mi se
péarea foarte important. + am zis dom’le 1 ++ tu corpul lucreaza-ti-1 cum vrei si dup-aia gandesti ca
mine. +++ dup-aia mi-am elaborat un fel de tehnicd 1 + de 1 + de 1 + de 1 + chiar de 1 + de training 1
++ de 1 + de 1 + lucru [cotidian.”.

Perspectiva generald asupra politetii este una ,fundamental prescriptivi”, fiind inteleasa ca
,un set de norme sociale - variabil de la o comunitate la alta - din care decurg reguli practice
de comportament - inclusiv reguli privind comportamentul lingvistic - pentru membrii fiecdrei
comunitdti considerate”12, Politetea, ca , principiu universal si parametru esential al dialogului
intercultural”, constituie ,un mecanism esential in reglarea echilibrului ritual intre actorii
sociali si deci in fabricarea acordului, satisfactiei reciproce prin intermediul fortei limbajului, si
nu al limbajului fortei”105,

In vreme ce politetea negativd ,este legatd de evitarea sau redresarea situatiei”1%4, politetea
pozitivi vizeazd ,dorinta fiecdruia de a se bucura de aprecierea si acordul semenilor s&i”10,
Politetea pozitiva ,are o functie integrativa”, insistand asupra ,elementelor de comunitate”, in
timp ce politetea negativd se bazeazd pe ,mentinerea (si chiar pe sublinierea) distantei dintre
indivizi”106,

Politetea pozitivia ,reflectd un efort de apreciere intre colocutori, presupunand tratarea
receptorului ca membru al grupului caruia ii apartine emitdtorul, ca persoand cunoscuta,
agreatd si apreciata”1%’. Politetea pozitivd consista in faptul de ,,a produce orice act de vorbire
pentru destinatar, cu un caracter esential , antiamenintdtor”: manifestdri ale acordului, oferte,
invitatii, complimente, multumiri, formule de bun-venit etc”108.

Una dintre stategiile acestui tip de politete este satisfacerea eului pozitiv al receptorului prin
oferirea continud de ,cadouri” (bunuri materiale si spirituale, simpatie, intelegere,

102Jonescu Ruxandoiu, 2003, p. 65-66.
1BRoventa Frumusani, 2004, p. 48.
104idem, p. 46.

105Jonescu Ruxandoiu, 1999, p. 107.
106idem, p. 108.

W7idem, p. 79.

108K erbrat-Orecchioni, 1996, p. 61.
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cooperare)'®, cu alte cuvinte, formularea unor constatiri despre receptor care si reflecte atentia
acordatd celor mai diverse aspecte referitoare la conditia acestuia: interese, dorinte, necesitati, bunuri.
Se inscrie, astfel, in politetea pozitivd maniera in care Marina Constantinescu, moderatorul si
realizatorul dezbaterii televizate in discutie, isi prezintd, la inceputul emisiunii, invitatul:

~MC: Doar despre dans 1 + teatru 1 si muzica 1 ++ in istoria culturii T +++ & 1 ++ intr-un SPATIU 1
++ pe care incercam sa-1 refacem acum 1 ++ magic 1 + spiritual 1 ++ intr-un 7 + spatiu al creatiei pure
| autentice 1 + de un devotament T + EXTRAORDINAR. NOCTURNE de la teatrul TANDARICA.
+++ de-a lungul timpului T am avut sansa ca-n studioul | + nocturnelor 7 + si-i avem | + fie pe
miriam rdducanu T + fie pe johnny raducanu. ++ UN ELEMENT 1 + lipsea din acest trio 1 + spiritual 1
+ din acest trio fata de care | + de fapt T +++ incerc sd m-apropii T +++ cu mintea si cu sufletul T ++
de cate ori credm ceva la nocturnele noastre. ++ GIGI CACIULEANU. ++ anii au trecut 1 ++ si
probabil T + c-asa a fost sd fie ca ACUM | ++ in acest moment | + sd fie si gigi cdciuleanu cu noi
impreund 1 ++ ca sd refacem in aceastd cutie magicdl ++ gandul 1 + pentru care aceastd emisiune se
numeste NOCTURNE. +++ m& bucur foarte mult ¢ 1 +++ IN SFARSIT { ++ in sfarsit T & 1 +++
refacem ceva din ceea ce spuneam mai devreme. +++ & 1 ++ vd multumesc c-ati acceptat invitatia
noastrd T ++ si 1 ++ & 1 ++ madrturisesc ca T +++ aceastd intalnire nu este deloc lipsitd de emotie T ++
pentru c-asa cum vd spuneam 1 +++ v-astept de mult. ++ si NOCTURNELE noastre aveau nevoie de
gigi caciuleanu. ++ de mintea lui | ++ atat de vie si de deschisa. +++ & T ++ am sd-ncep foarte ex
abrupto. +++ unul din lucrurile | +++ care m-a impresionat intotdeauna 1 + la dumneavoastra { +
este T +++recunostinta 1 ++ pe care-o aveti fatd de un 1 ++ mare artist 7 +++ un a 1 ++ mare spirit 7
++ un om VIU 1 + deschis la tot ceea ce inseamna miscare 1 + teatru 1 + la ce este VIU SI ADEVARAT.
++ pe-acest pdmant. ++ sinteti printre putinii artisti T + si personalitdti T + care nu ezitd 1 + si cautd
motiv T + si prilej T + sd aducd multumirile lui fatd de miriam rdducanu. +++este un lucru care T ++
marturisesc 1 + este tot mai rar 1 + in lumea noastra. +++ aceastd REVERENTA. +++ pe care cineva o
face in fata maestrului. +++ & 1 +++ miriam imi spunea sd nu suferi cd nu sint nici eu acolo 1 + pentru
cd gigi este prelungirea mea. +++cine este miriam 1 ++ rdducanu PAPA cum i spunem cu totii 1 +++
pentru gigi ciciuleanu 1 +++ cel de ASTAZL”

Prezentarea lui Gigi Caciuleanu facuta de cdtre Marina Constantinescu contine madrci ale
adresdrii cdtre telespectatori, in cadrul dezbaterii televizate transcrise:

,1 am avut sansa ca-n studioul | + nocturnelor T + sd-i avem | + fie pe miriam raducanu 1 + fie pe
johnny raducanu.”;

51 NOCTURNELE noastre aveau nevoie de gigi cdciuleanu. ++ de mintea lui | ++ atat de vie si de
deschisa.”.

Discursul lui Gigi Caciuleanu este unul argumentativ prin excelenta. Astfel, una dintre
strategiile argumentative!l® utilizate de citre dansator este repetitia, repetarea unui sunet, a
unui cuvant sau a unei structuri morfo-sintactice ajutand vorbitorul (in cazul nostru, Gigi
Céciuleanu) sd insiste asupra unei idei, care, altfel, ar trece neobservata de cdtre ascultdtor (in
cazul nostru, Marina Constantinescu si telespectatorii programului national TVR1):

,GC: eram DIRECTORUL | + teatrului meu de pdpusi. ++ si proprietarul si [directorul.

MC: si regizorul].

GC: si animatorul. + gi actorul 1 + si regizorul 1 + si scenaristul 7+”;

»,GC: si nu pasdre. ++ de altfel T + una din 7 + unul din argumentele pe care doamna PAPA 1 +
miriam rdducanu 1 + mi-l ddduse-n momentul cdnd tocmai { ++ mi se spunea 1 + de ce lucrez cu
miriam 7 + cd asta nu e viitor | + ca ce-i aia 1 + cé aia nu-i dans T ++ aia nu-i dans T ++ aia nu-i dans 7 si
ea mi-a zis tocmai atunci ficuse un dans 1 + care se chema ZBORUL. ++ pe o muzicd superbd de
johny hooker 1 ++ in care dansa nu falfaia din aripi. ++ cum fac lebedele. +++ si aia-i frumos. ++ dar
ea nu facea asta. +++ la T + la ea bratele erau sipite de corp 1 +++ si capul doar se T + adica 1 + axul se
schimba. ++ ceea ce se-ntampld 1 + d 1 + de fapt si c-o pasdre cand zboard 7 ++ este T +4 1 + ea nu
falfaie. ++ foarte rar falfaie.”.

Dacd, in acceptie lingvisticd, anafora este ,folosirea unui pronume care are acelasi referent cu
un termen anterior; un pronume care se referd la aceeasi entitate la care s-a mai referit un alt

19]onescu Ruxandoiu, 2003, p. 80.
10 Referitor la problema strategiilor argumentative, vezi Hoarta Carausu, 2008, p. 329-340.
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cuvant anterior este anaforic”111, in acceptie retoricd, anafora este ,repetarea unui cuvant sau a
unei expresii la inceputul unor propozitii succesive” 112

»,GC: da. + acest gand 1 m-a T + m-a uluit. + mi T + mi-am dat seama cd se poate dansa 1 + pe altceva
decat 1 ++ hai sd-i dam printesei un mar 1 + sau hai sd vedem ca daca ea s-a otravit T + din acest mar 1
+ sau 1 + hai sd vedem dacd frumoasa din padurea adormitd a dormit chiar o sutd de ani sau mai
putin 1 +++ adica 1 + deja problematica DINTR-ODATA 1 ++ mi s-a urcat 1 ++ hai si spun de la
PAMANT 1 + in cer. ++ DINTR-ODATA 1 + acel 7 ++ eu aveam atuncea paispezece ani T + si T +
pentru c-atunci ne-a preluat dumneaei. +++ si T ++ ATUNCI am descoperit ca dansul T + ASTA este
pentru mine. + si T ++ ATUNCI am inceput sd lucrez cu ea 7 si ATUNCEA dumneaei m-a luat. + in
scoald nu eram foarte bun. +++ & 7 ++ nu eram T +++”,

Recurgand, in cadrul dezbaterii televizate in discutie, la invocarea numelor unor personali-
tati ale culturii universale - de exemplu, numele lui Olivier Messiaen (compozitor francez), cel
al lui Joan Miro (pictor spaniol), cel al lui Constantin Brancusi si al lui Pablo Picasso, cel al lui
Johnny Hooker (muzician american), numele pictorilor rusi Ivan Aivazovsky si Vassily
Kandinsky (in cadrul partii netranscrise din cadrul dezbaterii televizate analizate) - , Gigi Caciu-
leanu vrea sa sustind opinia impartasita, de altfel, Marinei Constantinescu, in cadrul dezbaterii
televizate la care facem referire, potrivit cdreia dansul lui Miriam Rdducanu nu era numai dans,
era culturd. De aceea, si dansul lui Gigi Cdciuleanu, discipolul Mdiastrei, este, asa cum el insusi
afirma in cadrul dezbaterii televizate urmarite, culturd, spirit, cizelare, zbor si nu pasire:

,GC: esti in alt prezent. ++ adica nu 1 ++ nu numai cd esti trecut T + da’ 1 + treci dintr-un
prezent intr-altul. ++ acuma 7 ++ & T +++ problema cu adevdrul in miscare T + este o
problemd care ma chinuie de foarte multd vreme si 1 +++ tocmai asta am descoperit la
miriam rdducanu. ++ in ACELASI TIMP 1 +++ EXACT ADEVARUL care este in sculptura
lui Brancusi. ++ in acelasi timp e un adevar esential. ++ este REALMENTE un SPIRIT. ++ nu
numai materie 1 + ci spirit T ++ si-n acelasi timp 7 + este o CIZELARE 1 ++ o cizelare fara 1T +
fara T +a 1 + fard sfarsit T + a acestei pdsari care devine la un moment dat ZBOR.”.
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GLIMPSES OF ENGLISH TEMPOASPECTUAL BLENDS!13
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Abstract

The present contribution investigates in a first section what its author took the liberty to call ‘transposition of
temporal reference’, including: Simple Present for past/future time, Present Progressive for future time, Past
Simple/Progressive for present time, Past Perfect Simple/Progressive for hypothetical past, hypothetical Simple Past
for future time, and Past Progressive for future time in the past.

The second and final section submits to the reader four types of extended structure featuring tempoaspectual
blends - with two, three, four and five modal and/or passive and/or lexical auxiliaries — , some of them bona fide
ill-conceived lexematic monstrosities.

Rezumat

In prima parte a articolului, autoarea cerceteazi asa-numita ,transpunere a referintei temporale”. Déansa
analizeazd prezentul simplu cu sens de trecut sau viitor, prezentul continuu cu sens de viitor, trecutul simplu sau
continuu cu sens de prezent, mai-mult-ca-perfectul sau perfectul continuu cu sens de trecut ipotetic, trecutul
simplu ipotetic cu sens de viitor si trecutul continuu cu sens de viitor in trecut.

A partea a doua si cea finald a articolului, autoarea analizeazd patru tipuri de structuri verbale extinse cu doud,
trei, patru si chiar cinci verbe modale si/sau verbe la diateza pasivd si/sau unititi auxiliare.

1. Preliminary Remarks

With a plethora of factors at work blurring the notoriously tenuous distinction between
‘time-correlated” Tense (cf the grammatical category “which correlates most directly with
distinctions of time”114), and ‘temporal-structure” featuring Aspect (cf the grammatical category
“representing distinctions in the temporal structure of an event”115), one might with good
reason express doubt whether establishing hard and fast principles for differentiating them is at
all a sensible task. English, the highly regarded Professor of Linguistics claims, “exhibits a
minimal tense system with a two-way contrast between past and non-past forms”116, more
precisely it has only two tenses (past and present) marked morphologically, all other time
characteristics being expressed by aspect.

And indeed, with both aspect and tense referring to time - though in clearly different ways -
and, furthermore, with distinctions within each category marked mostly on verbs, the two
grammatical categories are so closely knit together in English that, in time, the bond between
them has been rendered, so to say, shatter-proof. Which facts induced me to dwell on the
semantics of such tempoaspectual’’” blends in this particular unit.

2. Transposition of Temporal Reference

2.1. Non-Past Tempoaspectual Blends Relating to Past Time

2.1.1. Simple Present for Past Time

2.1.1.1. The historic SP

The historic SP is used as a stylistically marked device to refer to past time mainly in casual
conversation, when relating incidents or recounting plots of books or films (also called “popular
narative style’). Its major discourse effect is conveying dramatic immediacy by foregrounding
the key event in a narrative, a strategy optionally reinforced by prefixing a signal-adjunct to the
subject-verb string, e.g.:

“Grandfather was dozing in front of the television, when all of a sudden the encyclopedia on the shelf
above his head falls to the floor with a thud and the table starts wobbling.”

13The present research is part of the ongoing project “Lexico-Morphological Idiosyncrasies of
Romanian as Compared with European Romance and Germanic Languages. Similarities and Contrasts”,
sponsored by the Romanian National Council for Scientific Research in Academic Education.

14Trask, 1993, p. 276.

15Trask, 2007, p. 26.

Hoidem, p. 294.

17] am more than willing to take both the blame and the credit - if any - for this label I took the liberty
to coin.
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The historic present can in addition be employed in fictional narrative for imaginary events
in the past, in stage directions, captions to photographs and newspaper headlines, e.g.:

“Teacher Strikes Idle Kids.
Doctor Testifies in Horse Suit”118.

A subtype closely related to the historic present is the use of SP for more vivid commentaries
on no longer living artists and their work, e.g.:

“Van Gogh is at his best in bright colours and circular patterns.”

2.1.1.2. The reporting present
The reporting present is used for communication, or reception thereof, in recent past time, to
suggest that the reported information is still valid, e.g.:

“She tells me he desperately needs the job.
I hear you're leaving”.

The SP is also preferred for reports originating with no longer living world authorities on
certain subjects, as well as highly revered books such as the Bible, e.g.:

“The Bible says that the love of money is the root of all evil.”

2.1.2. The Historic PsPg

(s. general discussion of the “historic” subtype in I1.1.1.1 above).

Unlike SP, which can be stylistically deployed in fictional narrative, PsPg is confined to the
popular type, e.g.:

“Just when we finally got all dressed up for the party and ready for the cab, ... our telephone isn't

working!”

2.2. Non-Past Tempoaspectual Blends Relating to Future

2.2.1. SP for Future

SP for Future can be used in both main and subordinate clauses. In matrix clauses recourse
to SP is a stylistically marked device typically connoting a degree of certainty attributed to the
future, which only semantico-pragmatic descriptions of present and past tense boast as a rule.
For instance, it is used to refer to immutable events, with futurity additionally signalled by
insertion of time position adjuncts, e.g.:

“Full moon is in two days”,
or programmed events, particularly with certain dynamic transitional verbs or stative ones,
e.g.

“The train arrives in Munich at 6 a.m. tomorrow.
She's on leave next week.”

SP for future time is more commonly employed in subclauses, open conditionals and
temporals in particular, e.g.:

“We'll have the party in the garden if the weather's good.”

2.2.2. PsPg for Future

PsPg for Future is used to refer to intended events, more precisely future events, the
occurrence of which is already now taken for granted, usually with a time adjunct acting as
semantic chaperone, e.g.:

“He's flying to Japan next week.”

"8Unfortunately, discussion of the humour-generating ambiguity underlying both these headlines
falls outside the scope of the present book.
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2.3. Past Tempoaspectual Blends Relating to Present Time

2.3.1. PS/PPg for Present Time

2.3.1.1. PS/PPg as means of conveying reported speech or thought

As prescriptive grammar has it, a PT in the reporting verb is bound to induce a
corresponding temporal backshift!!® in the subclause verb as well, except when the time-
reference of the original utterance is still operative at the time of reporting, in which case
recourse to present tense is viewed as a more felicitous strategy, e.g.:

“My brother told the police officer he knew none of the suspects.
She told me just yesterday that she is now a regular BA.”

Compare now:
“They didn't realise the danger they were in” and “They didn't realise she is the headmistress”.

The use of PS is also possible in the last sentence, if most likely to give rise to a rather
undesirable ambiguity in terms of strictly temporal validity of subclause predication.

2.3.1.2. The attitudinal PS/PPg
The attitudinal PS/PPg is optionally used to render enquiries and requests more tentative -
hence more polite -, in other words to make the imposition on the hearer less direct, e.g.:

“Did you want to see me now?
I wondered whether I could have a word with you in private.”

Addition of the progressive is apt to enhance tentativeness, and politeness of the utterance as
aresult, e.g.:

“I was wondering whether I could have a word with you in private.”

2.3.1.3. The hypothetical PS/PPg

The hypothetical PS/PPg is used in the subclauses of ‘remote” as ‘counterfactual” conditional
sentences to indicate that the fulfilment of the condition is regarded as impossible, contrary to
fact or unlikely at best, e.g.:

“If she really loved him, she would stand by him during his trial” (but I assume she does not love him
enough to be able to do that).

A further use akin to the one exemplified above is that which occurs in hypothetical
subclauses immediately dominated by wish, as in:

“I wish you were coming with me” (which you obviously aren’t)
“I'wish I were a bit taller” (which unfortunately I'm not).

The form were - as employed in the last sentence for all persons of be - is the only relic still
in use of the subjunctive which was originally required by the semantico-pragmatic conditions
described above!?. Informal English tends to regard this use of were as rather ‘stilted” and
prefers was instead (for 1st and 3rd person singular).

2.3.2. PPfS/PPfPg for Present Time

2.3.2.1. PPfS/PPfPg as a means of conveying reported speech or thought

As with PS (s. 3.3.1.1. above), recourse to PPfS shifts the predication, but this time even
further back into the past, e.g.:

“He told me he had been waiting for half an hour” (direct speech: I have been waiting for half an hour).

2.3.2.2. The Attitudinal PPfS/PPfPg for Present Time
With PPfS/PPfPg the predication is viewed even more tentatively than with PS/PPg (s.
discussion of the subtype 2.3.1.2. above), e.g.:

19The verbs in the reported speech are thereby related to the time of the reporting, with the resulting
relationship indicating the by now notorious "sequence of tenses’.
120cf Downing & Locke, 1992, p. 361.
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“I had wondered/been wondering whether you are/were available to help with the show on the 4th of

July.”

2.4. The Hypothetical Ppfs/Ppfpg # ‘Past in the Past’

Whereas with present reference the hypothetical implication is generally confined to
negative expectation or assumption - with the positive still waiting in the wings (s. 3.3.1.3.
above) -, with past reference it is tantamount to a poorly disguised rejection of the condition,

e.g.:
“If he hadn’t been driving his car round that bend at breakneck speed, the accident wouldn’t have
happened” (but he unfortunately was driving at breakneck speed when the accident happened).

2.5. Past Tempoaspectual Blends Relating to Future
2.5.1. The Hypothetical PT with Future Reference
(see previous discussion of hypothetical meanings of PS and PPgin 2.3.1.3.) e.g.:

“If you really applied yourself/were to apply yourself, you could do the next assignment.”
The hypothetical implication is: ‘but I expect you won't’.

2.5.2. PPg for Future Time in the Past
PPg can be used to express future arising from arrangement predetermined in the past, e.g.:

“She was going on vacation the next day.”

3. Types of Extended Structure. Featuring Tempoaspectual Blends

Though not infrequently fairly long word strings themselves, tempoaspectual blends can
further combine with up to three auxiliaries - modal, passive and lexical ones - to form a so-
called ‘extended’ verbal group structure'?l. The main types and subtypes of such extended
structures are being illustrated below, with the lexical verb leave at the head, and may and be due
to standing for modal and lexical auxiliaries respectively. Marking of the tense - which will be
the canonical present, 34 person singular all through the series of examples - is on the ‘leading’
auxiliary (also called “operator’).

3.1. Extended Structures with Two Auxiliaries:
1) modal + progressive:  may be leaving

2) modal + perfect: may have left

3) lexical + progressive:  is due to be leaving

4) perfect + lexical: has been due to leave

5) perfect + passive has been left

3.2. Extended Structures with Three Auxiliaries:

1) modal + perfect + progressive: may have been leaving

2) perfect + progressive + passive:  has been being left

3) perfect + lexical + progressive: has been due to be leaving
4) modal + lexical + progressive: may be due to be leaving
5) modal + progressive + passive:  may be being left

6) modal + perfect + passive: may have been left

7)  modal + perfect + lexical: may have been due to leave
8) lexical + progressive + passive:  is due to be being left

9) perfect + lexical + passive: has been due to be left

3.3. Extended Structures with Four Auxiliaries:
1) modal + perfect + lexical + progressive: may have been due to be leaving

)
2) modal + perfect + progressive + passive:  may have been being left
3) perfect + lexical + progressive + passive:  has been due to be being left
4) modal + perfect + lexical + passive may have been due to be left

21cf Downing & Locke, 1992, p. 320.
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3.4. Extended Structures with Five Auxiliaries
1) modal + perfect + lexical + progressive + passive: may have been due to be being left

Except for set V.1, where all examples are perfectly acceptable - from a semantico-pragmatic
viewpoint, to be more precise -, one third of the examples in set V.2 - 2, 5 and 8§, all of them
simultaneously marked for progressive aspect and passive voice, associated with the perfect, a
modal or a lexical -, half of those in set V.3 - 2 and 3 in particular, featuring the ’eternal
triangle” perfect-progressive-passive, plus a lexical or a modal auxiliary - and, to a certain
extent, the one illustrating Extended Structure V.4 sound rather awkward - to say the least -,
both as they stand and when appropriately contextualized. However, general opinion on
discarding such hyperextended structures as verbal infelicities varies considerably.
Unfortunately, neither scope limit nor space availability allow me to address the issue in more
detail in the present chapter, so I shall have to confine my references to the extreme views.

Thus, Downing & Locke, for instance, cite “must have been about to be being driven” as
exemplifying the “only meaningful structure [...] possible with this combination of
grammatical elements and semantic features”122. Sitting at the opposite end of the ‘negotiating’
table is Trask, who informs readers that some English speakers find “ill-formed” even such
more benign extended structures with only three auxiliaries as exemplified by “My house has
been being painted for two weeks now”12,

To be perfectly candid about it, the examples I singled out above as awkward sounding look
indeed more like ill-conceived lexematic monstrosities, the product of a logician’s mind set on
working out the combination possibilities of the five variables involved: progressive, perfect,
passive, modal and lexical. And even if one were to go out of her/his way to make them look
less ill-assorted and sound more context-friendly, they still would grate on the average native
speaker, who, as a rule, is sensible and resourceful enough to circumvent such hyperextended
structures and resort instead to more pragmatically-oriented language devices for conveying
the rather tortuous semantics underlying the former.
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Abstract

The present article attempts to analyze the role of parentheses in the text in order to demonstrate the real
functions of these language units. Being analyzed within the sentence, they seem to be easily avoided, replaced
without deteriorating the structure of the sentence. Only within the text boundaries parentheses act as important
markers of the relations of motivations between parts of the text contributing to text cohesion. They can unite in one
communication discourse closely and distantly located blocks of texts, creating an orderly structure of the text,
systematizing the ideas in logical chains, introducing more clarity to the information intended by the writer.

Rezumat

In articol, se face o incercare de a cerceta cuvintele incidente englezesti din perspectivi textuald. De obicei, in
linguvistica englezd, cuvintele Tn cauzd sunt concepute doar drept unititi auxiliare ale propozitiei. Luate Tnsd din
perspectiva textului, aceste unititi se prezintd ca parametri ai coeziunii acestuia, deoarece motiveazd alte unititi
structurale ale textului, unindu-le intr-un tot intreg logic si contribuind astfel la transpunerea intentiei autorului
textului.

The theories of text analysis have produced a great number of interpretations and definitions
as far as the text concerns, dealing with the definitions of the text, text integrity, text cohesion
and coherence, etc. Still this issue is opened for discussions. This research makes an attempt to
prove that parentheses have a linking function in the text, connecting close and far located parts
of the text, contributing to text cohesion, acting as markers of relations of motivation that unite
different parts of the text in one communication discourse. Parenthetical constructions are the
very elements that help to create an orderly structure of the text, systematizing the ideas in
logical chains, introducing more clarity to the information intended by the writer. The roles of pa-
rentheses have been studied and analyzed by many grammarians within the frame of the sen-
tence, which unfortunately did not reveal the real functions of these language units in English.

Actually, the real role of parentheses can be determined only within the text boundaries. L.
Hjelmslev confirmed that it is the text and not the sentence that can be considered the highest
unit of the language, because initially the language exists in the form of texts, consequently, - it
is a linguistically meaningful initial sign of a language, it is the direct basic datum for any
linguistic analysis, while the other language units can be deduced from the text by means of
linguistic analysis.124

The Russian linguists E. Kubreacova, L. Hjelmslev, L. Saharniy and A. Metzler are offering a
battery of theories about the text, some of which seem to us relevant enough to the study of the
role of parentheses in text cohesion. It is the text that carries the whole of the information
intended by the author and not its components, which, however, are each scraps of the writer’s
intentions. A text is a unity of ideas each of them having its own place in the structure into
which they fall. We can’t get a preliminary glance over the picture intended unless we read
cautiously all of the text and try to digest it cramp by cramp, piece by piece.125

But how can the reader attain a better understanding of the text? How is it possible to
understand the real intentions of the author and not be misled by some dubious word or
expression? One of the ways that is sure to provide with the most eloquent information about
the author’s position in the text is the study of the elements that carry “personality-marking”
coloring of the writing, that is, the study of the role of parentheses in the text.

Parenthetical elements are first of all the bearers of the emotional side of the text. It is with
their help that the author “imposes” his (her) perception of the information, his (her) feelings
over the reader. The reader sees the things through the writer’s eyes, he (she) is led by the
writer into the chosen direction, that helps him (her) go through the same events with the
characters, experience the same feelings. The reader may be well aware of this fact, thus having

124EieMmerieB, 1980, c. 284.
2 adanTosa, 2001, c. 59.
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the chance to compare them with his (her) own perceptions and in this way being able to draw
his own conclusions.

The text is regarded as a succession of different speech acts connected by relations of
motivation between its fragments, which are nothing else but speech acts. If talking about the
relations of motivation between the elements within the structure of the text, undoubtedly, the
use of parenthetical constructions can become helpful in detecting and decoding these relations.
Parentheses are the markers of the conclusions one can make after a critical evaluation of the
information, after understanding the logical connections between the parts of the text. In order
to get a better idea about the roles of parenthesis in the text it is worth mentioning the notion of
the “text block”, used by A. Metzler, who asserts: “The text block is a communication fragment,
within which some components create the necessary conditions for the existence of others,
coming forward as motivational factors for them.”120 Examining the parenthetical constructions
within the boundaries of the four types of text blocks makes it easy to notice their functions of
formal markers of these relations between sentences; between close and distantly located
paragraphs, contributing to text cohesion. The four levels of “text blocks” seem to be a
favorable framework for the analyses of the roles of parentheses in text cohesion.

The examples of parentheses analyzed proved that these language units are active elements
that help to establish relations of motivation between different parts of the text, in such a way
creating text blocks that are united by one theme. Let’s consider the cohesive functions of
parentheses in a text block of the first level and namely, within one sentence. For example:

“All Forsytes, as is generally admitted, have shells, like that extremely useful little animal which is made
into Turkish delight; in other words, they are never seen, or if seen would not be recognized, without
habitats, composed of circumstance, property, acquaintances, and wives, which seem to move along
with them in their passage through a world composed of thousands of other Forsytes with their
habitats” (J. Galsworthy, The Forsyte Saga).

In this paragraph the writer uses two parenthetical elements which, undoubtedly, have
specific roles in the reader’s perception of the text. The first parenthesis “as is generally
admitted”, qualifies the author as a reliable witness and connoisseur of the hidden sides of the
Forsytean life. The sender of the message seems to know everything about the Forsytes,
beginning with their prim appearance and ending with the secret desires of their greedy hearts.
The author knows them so well, that it seems to him that everyone should know such details.
The parenthesis, as is generally admitted, does not admit even a shadow of uncertainty about this
fact. Of course, the author implies a shadow of irony here; making inkling that the Forsytes
considered themselves to be the center of the Universe and everything referring to them had to
be general knowledge. What follows is in full contradiction with the irony of the writer: “all
Forsytes.... have shells, like that extremely useful little animal which is made into Turkish
delight”. This statement is in full contradiction with the parenthesis mentioned above. Each
word in this statement is ironical, first of all J. Galsworthy compares a Forsyte to a “little
animal”, secondly the author employs the hyperbole “extremely useful”, which adds to the
bulk of irony, completing the description with the metaphor “made into Turkish delight”
which is highly ironical. No Forsyte could even admit anyone thinking them to be “little
animals made into Turkish delight”. The writer still mocks at them using this simile. He does
not leave any choice to the reader, introducing in the middle of such an ironical description the
parenthesis, as is generally admitted. First of all it serves as a bearer of relations of motivation
within this sentence, helping the reader to get the impression the writer intended to produce
and the impression the Forsytes wanted to create. The reader is not conscious of the fact how
much he is influenced by the writer, thus following the route chosen by the author. And this is
achieved by the use of the parenthesis, as is generally admitted.

The use of the second parenthesis “in other words” in the same sentence fulfills the
explanatory function, helping to introduce the second part of the sentence, which contains
details about the idea formulated in the first part of the utterance, which is very significant to

26Meruiep, 1984, c. 48-53.
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the whole novel, defining the notion of the Forsytes. Both these parentheses help to create a
serious, stern atmosphere and an important characteristic for the Forsyte family.

So, we can conclude that, the author tended to hide his irony behind these two parentheses,
which at first sight seem to make the whole message serious and important, being in harmony
and in the manner of the Forsytes, giving to the whole sentence a special coloring but the real
intention of the author is evident.

The next example from the same novel, “The Man of Property” after J. Galsworthy, is an
interesting illustration of a case when a parenthesis not only serves as a marker of relations of
motivation between parts of the sentence, but helps to create a gradation in the description of
one of the main characters of the novel - Irene Forsyte:

“Irene came out at once, and stepped in - he afterward described it at Timothy’s -“as light as-er-
Taglioni, no fuss about it, no wanting this or wanting that”; and above all, Swithin dwelt on this,
staring at Mrs. Septimus in a way that disconcerted her a good deal, “no silly nervousness!” (J.
Galsworthy, The Forsyte Saga).

The parenthesis “and above all” in this block of text bears a lot of meanings. At first sight
one might think it is the continuation of Swithin’s words, who is admiring Irene’s qualities pre-
sented in the form of gradation, reaching the climax with the help of the words “no silly
nervousness!” It is interesting to note that the parenthesis “and above all” is not uttered by
Swithin. The author uses it so deliberately that the reader takes it for Swithin’s words. Here is
the trick - the parenthesis is used here on behalf of the author himself, expressing his vision of
the facts, which introduces a double emphasis to the following word combination. Besides, the
parenthesis “and above all” is used to connect the first segment of the sentence with the last one
- “no silly nervousness”. Without this parenthesis the reader can remain confused because of
the peculiar position of the last element at the end of the sentence, which seems to be remote
and detached from the main body of this sentence and from the statement in general. The
sentence “... no wanting this or wanting that” uttered by Swithin, does not seem to be
connected to the final words: “no silly nervousness”, which even seem to lack logical
succession. It is the parenthesis “and above all” which creates a linkage between the first part of
the sentence and the final words. So parentheses can unite parts of a sentence organizing such
blocks of texts, producing its cohesion.

The following example shows the explanatory function of the parenthetical constructions,
which at the same time contribute to the logical organization of the sentence:

“All the officers saluted her when the regiment marched by the balcony on which this brave woman
stood and waved them a cheer as they passed; and I daresay it was not from want of courage, but from
a sense of female delicacy and propriety, that she refrained from leading the gallant - personally into
action” (M. Hastings, The Right Mix).

It is not occasional that the author uses the parenthesis “I daresay” in this context. It is evi-
dent that these are the writer’s direct words and not his ideas reflected through his characters’
speech. Still the author doesn’t want to impose his views on the reader and instead of affirming
that it was because of her delicacy and propriety that the woman behaved like that; he offers
the reader the possibility of thinking and drawing out his(her) own conclusions. In such a way
the parenthetical element, “I daresay”, makes the statement not so categorical, giving flexibility
to the reader.

The second level of “text blocks” is marked by the relations of motivation between the
sentences of the same fragment of a micro text, which are in contact with each other and which
all together express one monolithic complex idea. The relations of modal character that unify
the structure of this “text block” are mostly determined by a hypothetical character'?” and
represent a gradation from some reliable, well-known information to the probable one, to some
sort of conclusions.

“Five o’clock brought three of the brothers, Jolyon and James and Swithin: Nicholas was at Yarmouth,
and Roger had a bad attack of gout. Mrs. Hayman had been by herself earlier in the day, and, after

2’Meruiep, 1984, c. 48-53.
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seeing Ann, had gone away, leaving a message for Timothy - which was kept from him - that she
ought to have been told sooner. In fact, there was a feeling amongst them all that they ought to have
been told sooner, as though they had missed something: and James said: ‘I knew how it'd be; I told
you she wouldn’t last through the summer.” (J. Galsworthy, The Forsyte Saga)

The parenthetical element “in fact” has the concluding function in the context. The Forsytes
are depressed and at the same time perplexed. It is hard to believe they are predisposed to
death like all the others. They have never been like “the others” and they would never have
thought that death would have something to do with them. It was unbelievable, one of the
segments of their chain was gone and it meant the others would follow the first one. There was
no more safety about the clan, and now when a member of their family died, there was a
feeling about them that something was missing. The use of the parenthesis “in fact” emphasizes
the fact that the reason of these people’s worry is not the loss of a close person, but the
realization of the fact that “the important ones” had to be informed sooner, which once again
emphasizes their true nature of egocentric people.

“Oh! It was Jody Jessup, the little fifth - grader. It was strange seeing her here in the store during a
school day, but then, Tom wasn’t usually in the store during the school day either. In any case, he was
happy to see her bright smile again (Frank E. Peretti, Piercing the Darkness).

The parenthesis “in any case” indicates the concluding idea that no matter what the reason
for Jody’s presence in the store was, Tom was happy to see her there. The paragraph begins
with the citation of the fact that the girl in the store is Jody, then the author speculates on the
reasons that brought her there, and then as a conclusion the character emphasizes that the only
thing that matters is her bright smile. The parenthetical element, “in any case”, here
consolidates the structure of the text fragment and contributes to a better understanding of the
scale of priorities in Tom’s life.

“Perhaps the love is occasionally on the man’s side, perhaps on the lady’s. Perhaps some infatuated
swain has ere this mistaken insensibility for modesty, dullness for maiden-reserve, mere vacuity for
sweet bashfulness, and a goose, in a word, for a swan. Perhaps some beloved female subscriber has
arrayed in ass in the splendor and glory of her imagination; admired his dullness as manly simplicity;
worshipped his selfishness as manly superiority (...). I think I have seen such comedies of errors
going on in the world. But this is certain that Amelia believed her lover to be one of the most gallant
and brilliant men in the empire: and it is possible Lieutenant Osborne thought so too.” (Frank E. Pe-
retti, Piercing the Darkness)

The frequent repetition of the parenthesis “perhaps” is very significant in this text block, as
it gradually prepares the reader for the last sentence which is inferred from the rest of the
paragraph, bringing the reader to the main idea of the passage. The tension increases beginning
with the first sentence of the fragment until it reaches the culminating point in the last sentence.
Amelia’s erroneous vision has no boundaries. It cannot be called even a comedy of errors, the
author mentions, it is something grotesque, beyond human understanding, it is more than silly.
The author leads the reader to the climax with the help of the parenthesis “perhaps”, keeping in
focus the most important information.

So, the parentheses used in the “text blocks” of the second level determine the relations of
motivation between the units belonging to one paragraph, creating one unified logically
arranged sequence of ideas.

Let's consider some examples of parentheses that unite different paragraphs in one
discourse, marking the relations of motivation between two or more paragraphs which are
situated in close contact with one another, forming “text blocks” of the third level. For example:

“Santinelli didn’t need the answer he didn’t get. He just replaced his reading glasses and went to the
next sheet of paper. “Now for the complications - the real complications. First of all, the most obvious:
Sally Beth Roe is alive...somewhere. She is living, breathing, walking about, and I'm sure totally
cognizant of that there was a ruthless attempt on her life. If she doesn’t know who was responsible,
I'm sure she has a very good idea. And how am I so sure? Let me tell you the next complication.

According to a reliable source who shall remain nameless, Alicia Von Bauer was wearing a ring when
she committed - excuse me, tried to commit - the murder. At our request, the medical examiner
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checked the body for that ring, and found that it had been removed from the third finger of the right
hand with the help of cooking oil (...)

And then there is the matter of the ten thousand dollars. That is also gone, without a trace. Von Bauer
may have placed it in a secret account somewhere, but that is unlikely, knowing the delicate nature of
his mission.” (Frank E. Peretti, Piercing the Darkness)

The arguments brought by the character are well systematized due to the formal
introduction of the first parenthesis “first of all”. This element creates the relations of
motivation between the paragraph it belongs to and the next two paragraphs, thus connecting
them within a text block. Although the parenthetical construction is used only in the first
paragraph, it makes a logical association between the phrase “Let me tell you the next
complication”, its possible substitute “second”, and consequently between “and then” and
“third”, even if some of them are omitted. It is evident that the dominant position in the
motivational relations between the paragraphs belongs to the first one due to its parenthetical
marker “first of all”. It puts the beginning of an enumeration which follows. The following
example represents the relations of motivation between the two succeeding paragraphs, both of
them being marked.

“And first, in the security bred of many harmless marriages, it had been forgotten that Love is no hot-
house flower, but a wild plant, born of a wet night, born of an hour of sunshine; sprung from wild
seed, blown along the road by a wild wind. A wild plant that, when it blooms by chance within the
hedge of our gardens, we call a flower; and when it blooms outside we call a weed, whose scent and
color are always wild!

And further - the facts and figures of their own lives being against the perception of this truth - it was
not generally recognized by Forsytes that, where this wild plant springs, men and women are but
moths around the pale, flame-like blossom.” (J. Galsworthy, The Forsyte Saga)

The connection between the two paragraphs is evident as both of them touch upon the same
theme - the theme of love. The difference is in the fact that in the first paragraph we have a
most beautiful definition of love, while in the second one the attempt is made to understand the
notion of the Forsytes. The two parentheses help to the production of both grammatical and
logical linkage between the two paragraphs, uniting them in a text block of the third level.

“The power of a good idea is that it dispels common confusions. Bernake’s global savings glut is just
such a notion. It helps explain (a) the huge U.S. trade deficits; (b) the weakness of the current
economic recovery, and (c) the difficulty of doing anything about(a) and (b). As a rule, saving is good.”
(M. Hastings, The Right Mix)

The author of the article tries to prove that although saving is good, the problem of today’s
global economy is that people in many countries are saving too much and spending too little.
He explains his position, and still he tries to see both the sides, not to run to extremes. In this
case the parenthesis, “as a rule”, is very appropriate, as it stands for the intended “It usually is
good, but there should be measure in everything”. This parenthesis unites the two paragraphs
which show the different sides of the problem and it creates a bridge between them, uniting
them in a text block.

The roles of parentheses in text cohesion are noticed in text blocks of the fourth level, where
parentheses mark the relations of motivation, which are neither inferred from the connection
between composed sentences within a paragraph, nor from the connections between the
paragraphs which create one whole, but which unite different parts of the text in a common
theme. “(...) the parenthetical elements due to their ability to pragmatically adequately and
spontaneously correlate some fact or the knowledge of this fact with the opening of the theme
of the discourse and with the goals of both the sender and the receiver of the information, are
able to mark not only the connections between the components of a compound sentence, but
also the relations of motivation between distantly situated paragraphs!?. These relations are
based upon the background knowledge of the text. For example:

28Meruiep, 1987, p. 128.
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“Am I making this clear to you? To put it simply, I can’t afford it, monetarily or reputationally” (Frank
E. Peretti, Piercing the Darkness).

The lawyer Corrigan has a long talk with the two Christians, Mark and Tom. He can’t take
up their case and he explains the reasons. He has just established a new policy in his office not
to defend Christians anymore as they usually cannot pay for his services and, besides, the
Christians are not credible in the court as they believe in God and in absolutes which is
inadmissible from the point of view of law. Mark tries to prove his position and tries to
persuade Corrigan to take up his case, but the lawyer stands firmly his ground and he refuses.
At the end he says it plainly: “To put it simply, I can’t afford it, monetarily or reputationally.”
This conversation runs on along seven pages of text. The parenthetical construction “to put it
simply” refers to all of it, thus introducing one whole theme of the fragment under
consideration, bringing clearance to the issue in question.

“ Fortunately, both sides still seem deeply committed to peace” (Z. Hussain, Getting Back on Track).

The Pakistan President, Pervez Musharraf, and Indian Prime Minister, Manmohan Singh,
pledged to explore “all possible options for a peaceful, negotiated settlement”, including the
disputed territory of Kashmir. The article shows that not everything is settled yet, there are still
problems to be solved, but, he draws the conclusion that “Fortunately, both sides still seem
committed to peace.” The parenthesis, “fortunately”, introduces the rest of the sentence, which
has the concluding function in the whole article, showing the real attitude of the high
representatives of both countries.

So, all these examples prove that parentheses are very productive language units playing an
important role in text cohesion. They can unite in one logical structure parts of a sentence,
sentences within one paragraph, closely and distantly located paragraphs, which can be united
by one theme and one idea. They categorically can not change their location or be removed
within a text frame. So parentheses can become important elements in literary text analysis, as
indicators of relations of cause and effect, of relations of motivation between parts of the text,
helping to decode the themes and ideas, and to characterize the main characters.
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Abstract

The present contribution is intended to offer a few glimpses of the English Voice, with a major focus in the first
section on the mediopassive and the various labels attached to it%.

Section Two takes the reader to coreferentiality and the vexed problem of English reflexives.

It is as late as Section Three that the English Passive finally looms as large as ever. Here three issues are being
addressed: the distinct functions of the passive participle - identical in structure to the perfect participle; the role of
agent by-phrases, which have been lately promoted from peripheral constituents to active participants in verb
complementation; semanticopragmatic conditions accounting for ellipsis of the agent in passive constructions.

The final section features the grammatical device * promotion to subject’ as a semantic rival of the canonical
passive, while charting their main diverging contextually-based trends.

Rezumat

In articol, autoarea abordeazi unele aspecte ale diatezei verbelor din limba englezd. In cercetare, dansa porneste
de la wvalorile gramaticale gi stilistice ale mediopasivului in aceastd limbd, ca, mai apoi, si analizeze
coreferentialitatea si pronumele reflexive din ea. Doar in partea a treia a articolului, autoarea cerceteazi diateza
pasivd a verbelor englezesti prin abordarea (1) functiilor distinctive ale participiului pasiv, care este identic ca
structurd cu participiul perfect, adicd participiul trecut II; (2) complementului de agent, conceput ca complement
central si nu doar periferic in limba englezd; (3) conditiilor semantico-pragmatice care justificd omiterea agentului
in constructiile pasive din aceastd limbi.

In Trask’s wide-ranging and forward-looking ,Language and Linguistics” voice is briefly
defined as “the grammatical category governing the way the subject of a sentence is related to
the action of the verb”13!. The British linguist further subdivides English voice simply into active
(“the subject typically expresses an agent, and the direct object expresses a patient”132) and
passive (“the subject is typically a patient and an oblique object, if present, expresses an
agent”133),

Other languages boast additional voices, for the rendition of which protean English has
recourse to more or less original means, as indicated below.

1. Mediopassive

(also middle, or patient-subject construction): “a construction in which an intrinsically transitive
verb is construed intransitively with a patient at subject and receives a passive
interpretation”13, e.g.:

, The concert tickets cost too much and sold badly.”
,, This fabric doesn’t wash well.”

Only a minority of English verbs (called labile verbs!®) are available for this idiosyncratic
pattern, which is therefore best regarded as a lexical, not as a syntactic one (cf reflexive passive
in German and Spanish: ,Das Buch liest sich schnell” and ,Se les acusé”, pseudoreflexive
constructions in Italian: ,,Qui si parla inglese”, or the impersonal reflexive in Romanian: ,,Cartea
se citeste usor”).

12The present research is part of the ongoing project “Lexico-Morphological Idiosyncrasies of
Romanian as Compared with European Romance and Germanic Languages. Similarities and Contrasts”,
sponsored by the Romanian National Council for Scientific Research in Academic Education.

130Dixon, 1992; Trask, 1993.

181Trask, 2007, p. 319.

132Trask, 1993, p. 299.

133bidem.

134Trask, 1993, p. 170; Trask, 1993, p. 203.

135¢f. Trask, 1993, p. 152.
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1.1.1. Pros and Cons

Some linguists tend to attach to constructions of the type discussed above the label
ergative.13¢ Voicing, as usual, a quite distinct opinion from that of his fellow linguists, Dixon!37
views such patterns as end products of a syntactic process called “promotion to subject’, i.e. a
process by which some noun phrase (the direct object, in our particular case) is moved from a
lower- to a higher-ranking position within the relational hierarchy (here, to subject, during
passivisation).

On the other hand, the Australian linguist regards application of the term ‘ergative’ to the
English examples above as “misconceived” for three main reasons.!3

a) Promotion the subject is usually available for O NPs (i.e. NPs, of which the deep-
structure direct object has become the surface-structure subject, e.g. ,The veal cuts
easily”, but has been shown to be equally available from a peripheral NP such as the new
knife, as exemplified by , The new knife cuts the veal easily“1°.

b) Promotion to subject has not been shown to induce a change in the transitivity pattern
of a sentence. Thus, if a noun phrase other than object is promoted to subject, then the
object may be kept on (as is in fact the veal in the above example).

c) The label ‘ergative’ is as a rule used of a linguistic system where A (i.e. the transitive
subject) is marked in a distinctive way (by ergative case), thus keeping it separate from S
(intransitive subject) and O (transitive object), which are marked in the same way (by
absolutive case). Chopping logic even further, passive S does correspond to O, so the
conclusion becomes evident that, for consistency’s sake at least, linguists labelling Sports
cars sell quickly as ‘ergative’ should apply the same label to the passive ,Sports cars are
sold quickly”, where S can definitely be traced back to O40.

2. Reflexive

Reflexive is “a construction in which two noun phrases are understood as having the same
referent”141. ] have given so much space to the Passive in the present chapter because reflexivity
is considered by most theorists of English grammar as a property characterizing pronouns
rather than verbs. Thus, in his most discerning and erudite approach to “Grammatical Terms in
Linguistics”, Trask lists only reflexive pronoun as a distinct morphological subclass and no
reflexive verb2. Likewise, in examples like “Did he hurt himself when he fell?”, “Buy yourself
some shoes”, “She distinguished herself in the debate”, the label ‘reflexive’ is attached to the
English pronouns accompanying certain verbs and not to the verbs as such. Two particular
patterns are most apt to catch one’s eye in the above subcategory, namely:

(a) reflexive absolute transitive: “the construction in which an intrinsically transitive verb is
construed intransitively with a reflexive sense”143, e.g. “He undressed, I have been washing”.

136Cf. Trask, 1993, p. 93: “A name sometimes given to the transitive pattern exemplified by the
sentence She opened the door, as compared with the intransitive The door opened, or to the subject NP in the
transitive construction, reflecting the observation that the patient NP the door_functions indifferently as
intransitive subject or as transitive object, with no change in the morphology of the verb or of the NP,
much as happens regularly in morphologically ergative languages [...]".

137Dixon, 1992.

138Trask seems to voice similar doubts in this respect, if for rather different reasons: “This usage
effectively equates ergatives with (a subclass of ?) causatives; its utility is debatable, since the pattern is
far from being fully productive in English: while a number of verbs participate in it (dry, collapse, fly,
drown) some other show lexical suppletion (die/kill, fall/drop, recover/cure) and still others require various
complex expressions (get lost/lose, be born/bear, blush/make...blush, exist/bring...into existence)” (Trask, 1993,
p. 92).

139¢f. Dixon, 1992, p. 323.

140bidem.

41Trask, 1993, p. 233.

142cf Trask, 1993, p. 234.

43Trask, 1993, p. 234.
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(b) reflexive-patient-subject-construction: “the construction in which a transitive verb has a
patient as its subject and a stressed reflexive pronoun as its object: , This car practically drives
itself 7144,

Whereas some verbs blatantly discourage coreferentiality, others simply cannot do without
it when construed in a different meaning or forced to take on additional constituents. Such is
the case with think as accompanied by a to - complement in ,And I thought to myself. “What a
wonderful world!”.

In his ambitious and extensive account of English Grammar, ,A New Approach”, Dixon
employs the label ‘reflexive/reflexivized causative’ for word strings such as ,Just sit yourself
down here”, which speakers often use “to achieve a casual informal style” in place of the less
“chatty and friendly [...] plain intransitive Just sit down here5. As an added incentive, some
verbs possessed of a primary concrete meaning (especially those including the features [+
space, + direction] in their semantic diagram) can even undergo metaphorical extension when
taking a reflexive object (cf. Dixon, ib.), as exemplified in ,I couldn’t bring myself to tell her the
bad news” [=I couldn’t bear to tell her], , Pull yourself together!” [=control your feelings, stop
acting like a baby], ,I know it was a dishonest thing to do, but put yourself in my place/my
position” [=imagine being me].

3. The Passive

Trask defines the prototypical passive as “A construction in which an intrinsically transitive
verb is construed in such a way that its underlying object appears as its surface subject, its
underlying subject being either absent (a ‘short passive’) or expressed as on oblique NP (a ‘long
passive’, or ‘passive-with-agent’), the construction usually being overtly marked in some way
to show its passive character”14e.

The switch-over from active to passive involves insertion of the copula-like be immediately
before the head of the verb phrase, followed by the past participle of the main verb (also called
‘-ed or -en participle’).

3.1. The -ed Participle

‘-Ed participle’ is the relatively recent abbreviation - traditional label: “past participle” - for
both passive and perfect participles. Though almost always identical in structure, the two
English non-finite forms have perfectly distinct functions. Thus, whereas the former serves as
the head of a passive verb phrase (“They were told about it two days ago”), the latter combines
with the auxiliary have to form the Perfect (“They have told him about it this morning”).
However, ambiguity does not rule supreme in all cases, a few verbs showing availability for
separate perfect and passive forms with at least some speakers (mainly American English), e.g.
“He has been proven guilty” vs “They have proved him guilty”, “Harrowing pictures of the
famine victims have been shown in the news report” vs “The news report has showed harrowing
pictures of the famine victims”.

3.2. The Role of Agent by-phrases

As optional constituent, a passive clause may include a by-phrase complement which is in
fact the entity instigating or performing the action, i.e. the real agent. Passive verb by-phrases
differ from peripheral adverbials such as by accident / chance / mistake / request, etc in that they
are much more fastidious about the company they keep or, as grammatical parlance would
have it: they place a co-occurrence restriction on the verb. These limitations suggest that such
phrases, despite their optionality, are specifiers rather than modifiers and are indeed part of the
valency of the individual verb.14

144ipidem.

45Dixon, 1992, p. 58.

146Trask, 1993, p. 201.

147Cf. Maciucd, 2000: 35-36 for further details, as well as discussion of the label ‘perject’ which some
linguists seem to favour.
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In other words, passive is to the writer what tonic stress is to the speaker: a signal of marked
focus. With the active counterpart almost unanimously viewed as the unmarked clausal
message, the “passive voice is marked, and it is most typically used either to make the entity
undergoing the action the centre of attention, or to remove the entity performing the action (the
agent) from the sentence altogether”148,

Everything else being equal, speakers have been found to resort to the passive
morphological pattern incorporating a by-complement mainly when this last constituent
provides new information, hence attracting end-focus, e.g. “We were held up by a traffic jam”.

Though it is frequently difficult to account for the use of such passives in a principled
manner, a further motivation seems to occur when the by-complement is rather bulky and
placing it in final position is a syntactic constraint deriving from the so-called “principle of end-
weight’, as exemplified by “The criminals had been caught red-handed by the most bizarre
contemporary Sherlock Holmes ever to set foot in that spooky hotel”.

3.3. Agentless or ‘Short” Passives!4

Despite its centrality, statistics show that in formal English more than 80 per cent of passives
tend to silence the agent, with a significantly higher percentage for colloquial English1%.
Admittedly, it is often the case that an agent remains unactualized if already implied, e.g. “He
did not die a natural death, he was murdered”.

In his excellent study “On voice in the English Verb”, Svartvik chooses to give up rigid
traditional views - thus effectively bypassing dichotomous subclassifications of voice - and
proposes instead the concept of ‘passive scale’5l. At the top end he places sentences with an
agent by-phrase, while the opposite pole is occupied by nonagentive clauses which “have a
syntagmatic affinity with active equative clauses”152, with agentless passives ranking third (i.e.
exactly at midpoint) on Svartvik’s scale. While in this last class the agent is not lexically realized
but “it may have direct” agent extension (which is usually animate (“Many varieties of laterals
are heard in English” < “One can hear many varieties of...”15), the relation of nonagentives to
the active, Svartvik argues, is much more difficult to reconstruct, as illustrated by “The
significance of mystery, however, was lost in Clarissa”’®, where native speakers vary
considerably as to admitting an agent extension.

All in all ellipsis of the agent will normally be resorted to if:

1. The identity of the active subject is not known.

2. Identification of the active subject is considered irrelevant.

3. The identity of the active subject cannot or must not be revealed.

4. Identification of the active subject would be tantamount to claiming or assigning

responsibility for the action, e.g. ,I'm afraid some coffee has been spilt on the rug”.

5. A get passive is used instead of the prototypical be one, even in the same, colloquial,

stylel%s.

Quirk et alii, however, think fit to qualify this restriction by tactfully narrowing down the
semantic description of agent by-phrases allowed to accompany get passives to [-animate].
Hatcher’s in-depth study on get and be passives is again a bit more restrictive when shifting the
limit up to [-human] but only for highly individualized agents!’. Thus, in her view, “he got run

148Trask, 2007, p. 320.

149As opposed to ‘Passives-with-Agent” or ‘Long Passives” (cf. Trask, 1993, p. 201).
150cf. Dixon, 1992, p. 298.

151cf. Svartvik, 1966, p. 156.

152idem, p. 138.

158idem, p. 134.

154idem, p. 137.

1%5¢f. Dixon, 1992, p. 304.

156cf. Quirk et alii, 1972, p. 802.

157cf. Hatcher, 1949, p. 435-436.
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over by a drunken driver” in perfectly acceptable, while “he got run over by the man next door”
is semantically deviant!%s,

An agentless passive is an equally useful device for focusing on some other clause
constituent, particularly on those which can only with difficulty receive end focus, such as
verbs or prepositional objects/complements, e.g. ,So far no winner had been announced”, ,Senior
members of the government are provided with research assistants”.

4. Promotion to Subject vs Passivisation: Semantic Differences

While passivisation, Dixon maintains!>®, merely focuses on the object or on how the activity
affects the latter - without contributing in any way to the relation between object and verb -,
promotion to subject either gives credit to or holds the non-subject NP accountable for the
activity’s success or lack of success, respectively. Compare, for instance, “The custard wasn’t
poured properly”, implying that “the person holding the jug didn’t look to see what they were
doing”, with “The custard doesn’t pour properly”, where the listener/reader is expected to read
into the sentence an additional comment like “it is too thick, and will have to be spooned onto
the pie”160,

More importantly even, disambiguation of similar-looking constructions can be successfully
effected by applying certain syntactic constraints, such as the one stating that although an
object can be kept on when a peripheral noun phrase is promoted to subject, it will most
certainly be found to oppose passivisation. Thus, the theoretically acceptable passive “The
woolens were washed well (by the Hoovermatic)” - corresponding to “The Hoovermatic
washed the woolens well” - could run the risk of being confused with the passive “The
woolens were washed well (by Mary) (in the Hoovermatic” - to be traced back to the active
“Mary washed the woolens well (with Softly) (in the Hoovermatic)”.

Now then, since, as indicated above, passivisation in such cases always results in agentless
sentences, “The woolens were washed well” - “would then be irretrievably ambiguous, and a
listener would not know whether well referred to the Agent, the machine, the soap mixture, or
what” 161,

While comparing passives with pseudo-passives, Steinl%?, too, tackles combinations of the
type discussed above with the utmost care. Since their linguistic form is active but the meaning
is said to be passive, she labels them ‘notional’ passive, as contrasted to the ‘grammatical’
passive, where both meaning and form are passivel3. She also seems to agree with Dixon on a
further point, namely that notional passives or a rule cannot be expanded by an agent phrase
(e.g. *"The wine drinks well by most customers”). In addition, she aptly remarks that verbs like
sell and wash make up a distinct class which one can easily tell from bona fide active verbs by
applying the test of compatibility with modal can. Thus a sentence like *”The new Fiat can sell
well” is dismissed as deviant for the straightforward reason that modal can is already
semantically included?¢4.

Notional passive resembles the grammatical one, Stein claims, in that they both avoid
mentioning the agent. However, while this is an optional characteristic with the latter, it has
been found to be a defining one in the former!¢5. To sum up, in the notional passive “the
speaker’s grammatical freedom of treating a resultative activity as beginning after the point of
its extralinguistic onset [we know from our experience that selling and washing presuppose
that same person performs these activities] is lexicalized in an active form”1¢e.

158ihidem.

159Dixon, 1992, p. 325.
160ihidem.

16libidem.

162Gtein, 1979.

163cf. Stein, 1979, p. 166.
164cf. Stein, 1979, p. 167.
165ihidem.

166ihidem.
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Couching it differently, but clearly holding similar views on the topic, Dixon maintains that
promotion to subject, as compared with the passive, is an even more marked construction, to
which recourse must be had only when success of an activity can mainly be attributed to the
nature of the referent of a non-subject noun phrase. More often than not, “there has to be a
contrast involved - some models of car sell quickly and others slowly, some types of woolens
wash easily but others don’t”167.
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,EIN UNBEWALTIGTER, UNBEWALTIGBARER REST.“
ZU GERHARD SELBS UMGANG MIT SEINER VERGANGENHEIT
IN BERNHARD SCHLINKS SELB-TRILOGIE

Max GRAFF,
Dozent,
Universitdat Heidelberg, Deutschland

Abstract

B. Schlink’s touches upon the theme of nationalism in his trilogy, and namely, upon the influence of the past on the
present, terrorism and German reunification, the questions of justice and responsibility during the post-war time.

It is important to explore the trilogy about Selb, to determine his attitude concerning his past which is vividly
expressed in B. Schlink’s first novel “Selbs Justiz”. Later on this novel contributed to the appearance of the
following two ones.

Rezumat
In trilogia sa despre Selb, B. Schlink abordeazi problema nationalismului, influenta trecutului asupra prezen-
tului, terorismul, reunificarea Germaniei, problema justitiei si responsabilititii in perioada postbelici.

Mit Selbs Justiz, 1987 erschienen und zusammen mit Walter Popp verfasst, Selbs Betrug (1992)
und Selbs Mord (2001)'68 legte Bernhard Schlink eine , Trilogie der Nachkriegsgeschichte”1% vor.
Sein Vorsatz, ,,[d]ie Zeit in Gedanken [zu] erfassen, in Geschichten, Stiicken, Gedichten”170 und
gleichzeitig , gelesen und genossen [zu] werden”'”!, also lesbare, unterhaltsame Literatur zu
produzieren mit dem Anspruch, auch gesellschaftlich relevante Inhalte anzusprechen und sich
mit wichtigen Fragen auseinanderzusetzen, verwirklicht er hier in einem Unterhaltungsgenre
par excellence: dem Kriminalroman, oder genauer, der Detektivgeschichte. Schlink bedient sich
also des ,,Umweg[es] der Unterhaltung”172, Spannung soll hier dazu dienen, den Leser zur
kritischen Reflexion anzuregen, ihn sozusagen bei der leichten und unterhaltsamen Lekttire mit
Unerwartetem zu iiberraschen und ihn somit mit intellektuell herausfordernden Problemen zu
konfrontieren.'” Schlinks Romane befassen sich mit dem Nationalsozialismus und dessen Erbe,
mit der ,Gegenwart der Vergangenheit”174, mit dem Terrorismus und der deutschen
Wiedervereinigung, mit Fragen nach Schuld, Gerechtigkeit und Verantwortung. Unter diesen
Voraussetzungen ist es besonders lohnenswert, den Titelhelden Gerhard Selb und dessen
Umgang mit seiner eigenen Vergangenheit sowohl in Schlinks Erstlingswerk, Selbs Justiz,
welches auch eine Art Ausgangs- und Bezugspunkt fiir die beiden folgenden Romane darstellt,
als auch in Selbs Betrug und Selbs Mord zu betrachten.

Selbs Justiz
Als eines der wichtigsten Merkmale des Detektivromans nennt Ernst Bloch die ,,Spannung
des Ratens”175: [S]ie weist, als ohnehin detektivisch, zum zweiten auf das Entlarvende, Aufdeckende

168Bernhard Schlink/Walter Popp, Selbs Justiz, 1987; Schlink, Selbs Betrug, 1992; Schlink, Selbs Mord,
2001. Im weiteren Verlauf dieser Arbeit wird stets aus diesen Ausgaben zitiert. Die Seitenzahlen werden
in Klammern mit der jeweiligen Abkiirzung (SJ, SB und SM) im Text angegeben.

19Sandro M. Moraldo, ,Wir brauchen alles, um Geschichte lebendig zu halten.” Ethos der Distanz
und literarische Aneignung der NS-Vergangenheit in Bernhard Schlinks und Walter Popps Selbs Justiz
//Mord als kreativer Prozess. Zum Kriminalroman der Gegenwart in Deutschland, Osterreich und der
Schweiz. Heidelberg, 2005. S. 67.

70Bernhard Schlink, ,Schlage die Trommel und fiirchte dich nicht!” //Heine-Jahrbuch 39, 2000. S.
236. Schlink spielt hier auf Hegel an, fiir den Philosophie , ihre Zeit in Gedanken erfaf3t” ist.

Tilman Krause, Laudatio auf Bernhard Schlink //Heine-Jahrbuch 39, 2000. S. 239. Nach eigenen
Angaben stiitzt sich Krause auf Aussagen Schlinks.

172Peter Nusser, Aufklarung durch den Kriminalroman //Der Kriminalroman. Poetik-Theorie-
Geschichte, hrsg. v. Jochen Vogt. Miinchen, 1998. S. 487.

173Vgl. ebd. Nusser geht in seinem Aufsatz tiber gesellschaftskritische Kriminalromane auf Dashiell
Hammett, Boileau/Narcejac und Harry Kemelman ein, nennt aber auch Friedrich Diirrenmatt als
weiteres Beispiel.

17450 lautet der Titel eines Essays Schlinks in seinem Aufsatzband: Vergangenheitsschuld. Beitridge zu
einem deutschen Thema. Ziirich, 2007, dort S. 112-123.

75Ernst Bloch, Philosophische Ansicht des Detektivromans //Der Kriminalroman. Poetik-Theorie-
Geschichte, hrsg. v. Jochen Vogt. Miinchen, 1998. S. 41.
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hin, mit dem besonderen Akzent des Abseitigen, woraus oft das Wichtigste zu erfahren ist; und
das Aufdeckende geht zum dritten auf Vorgéange, die aus ihrem Unerzihlten, Vor-Geschichtehaften
erst herauszubringen sind. Dies dritte Kennzeichen ist das charakteristische der Detektivgeschichte
und macht sie, sogar weit vom Detektiv, unverwechselbar. Vor ihrem ersten Wort, vor dem
ersten Kapitel geschah etwas, niemand weifs es, scheinbar auch der Erzahler nicht.176

Diese Beschreibung trifft auf Selbs Justiz gleich in mehrerlei Hinsicht zu. Es gibt drei , Falle”,
die der Privatdetektiv Gerhard Selb aufkldren, zu deren Unerzédhltem und Vor-Geschichtehaftem
er also vordringen muss. Zunichst ist da ein scheinbar harmloser Fall von Industriespionage,
den Selb im Auftrag seines alten Freundes und Schwagers Korten, Generaldirektor der
Rheinischen Chemiewerke, 16sen soll. Parallel dazu laufen Selbs Ermittlungen im Fall eines
Balletttdnzers, der mutmafilich seine Versicherung betriigen will. Einen aufsergewhnlichen
Wendepunkt nimmt die Geschichte erst, als nach dem mysteriosen Tod Mischkeys, der am
Ende des ersten Teils des Romans als der Computer-Hacker entlarvt wird, der in das System
der Rheinischen Chemiewerke eingedrungen war, ,der Ermittlung zweite[r] Teil“1”7 beginnt.
Mischkey fungiert sozusagen als , Katalysator der Handlung“178; die Beschaftigung mit seinem
Tod fithrt Selb zu der eigentlich interessanten Problematik, dem dritten ,Fall“: der
Auseinandersetzung mit der eigenen Vergangenheit als nationalsozialistischer Staatsanwalt.
Bei seinen Ermittlungen verstrickt sich Selb selbst immer mehr, das Untersuchte wird immer
mehr zur Selbstuntersuchung, da Selb ,immer wieder assoziativ“l”® in seine Vergangenheit
zurtickgleitet und ein Mordkomplott aufdeckt, das von seinem Schwager Korten, der sich
seiner als ,ntitzliche[n] Idioten [...] iberlegen bedient”180 hatte, inszeniert wurde.

Gerhard Selb begegnet dem Leser zundchst als ein durch und durch sympathischer
Charakter. Als Ich-Erzdhler schafft er es, die Leser durch seinen plauderhaften Ton, seine
(selbst)ironischen =~ Kommentare, seinen ,abgestandenen Altherrencharme”i®l, seine
Selbstdarstellung als Genussmensch, der einem ,mild hedonism”182 frént, recht schnell auf
seine Seite zu ziehen. Gleichzeitig verkorpert er den dem amerikanischen Kriminalroman
entlehnten Typus des ,hard-boiled detective”83, der, desillusioniert vom Staatsdienst und
resigniert, weil er sich mit relativ belanglosen Féllen herumschlagen muss,'84 trotzdem eine Art
von hoherer Gerechtigkeit verkorpert und Spuren kompromisslos und notfalls mit unlauteren
Mitteln nachgeht.’®> Tatsdchlich hat Selb hohe Moralvorstellungen und zeigt eine grofle
Affinitat fur ethische Fragen. Fuir die Gesamtinterpretation ist es wichtig, festzuhalten, wie im
Falle Selbs die Sympathie des Lesers gelenkt wird: Er erscheint als liebenswerter &lterer
Detektiv, dem der Leser so manche Schwache zunédchst gerne nachsehen will.

Gleich am Anfang des Romans gibt Selb scheinbar offen Auskunft {iber seine Vergangenheit.
Quasi en passant erwéahnt er, dass er im 2. Weltkrieg schon nach wenigen Wochen wegen eines

176Ebd.; die Kursivierungen stammen von Ernst Bloch.

177Selbs Justiz, S. 235 [S]].

178Moraldo. Ethos der Distanz. S. 69.

179Ebd., S. 68.

180G], S, 321.

181G], S, 36.

182William Collins Donahue, The Popular Culture Alibi: Bernhard Schlink’s Detective Novels and the
Culture of Politically Correct Holocaust Literature //The German Quarterly 77.4, 2004. S. 465.

183Vgl. Katharina Hall, The author, the novel, the reader and the perils of ,Neue Lesbarkeit”: A com-
parative analysis of Bernhard Schlink’s Selbs Justiz and Der Vorleser / /German Life and Letters 59.3, 2006.
S. 446; vgl. auch allgemeiner zu diesem Typus Peter Nusser, Der Kriminalroman, Stuttgart/ Weimar, 2003.
S. 118-128. Fiir einige Beispiele der ,hartgesottenen Amerikaner”, vgl. Jochen Schmidt, Gangster, Opfer, De-
tektive. Eine Typengeschichte des Kriminalromans. Hildesheim, 2009. S. 103-269. Schmidts umfangreiches
Werk enthilt auch ein Kapitel tiber Bernhard Schlink (S. 1077-1082); dieses geht aber iiber inhaltliche
Zusammenfassungen kaum hinaus. Interessant ist jedoch sein Ansatz, sowohl Der Vorleser als auch Die
Heimkehr unter dem Aspekt der , kriminalistischen Methode der Aufdeckung des Verborgenen” (S. 1081)
zu betrachten.

184Vgl. Selbs Kommentar zu den bevorstehenden Ermittlungen in den Rheinischen Chemiewerken:
,War kein doller Fall” (S], S. 25).

185Vgl. auch Hall. The author, the novel, the reader and the perils of ,,Neue Lesbarkeit”. S. 450.
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,+Heimatschu[sses]“18¢ die Front verlief und von 1942 bis 1945 Staatsanwalt in Heidelberg war. Dem
Leser werden also einige Eckdaten aus Selbs Leben mitgeteilt, die nattiirlich jeden halbwegs
Aufgekldrten stocken lassen miissten. Doch die eigentlich interessanten, ja brenzligen Informa-
tionen, werden ausgespart: Welche Rolle spielte Selb wihrend der NS-Schreckensherrschaft?
Machte er sich schuldig? Der Grund fiir diese Liicken wird wenig spéter in einer geradezu
programmatischen Aussage Selbs geliefert: , Ich mag die alten Zeiten nicht, habe sie weggepackt
und zugedeckt” (5], S. 17). Im gesamten ersten Teil des Romans fillt dann auch kein Wort tiber
Selbs NS-Vergangenheit, die ohnehin spéarlichen Anspielungen auf Vergangenes dienen fast
ausschliefilich dazu, seine Beziehung zu Korten zu erldutern. Dennoch - oder vielleicht gerade
deswegen - behélt Selb als Charakter seine Glaubwiirdigkeit, was auch an der Gattung des
Textes liegen konnte: Der Leser tendiert am Anfang des Textes vielleicht noch eher dazu, fiir
den Krimi untypische, ein kritisches Hinterfragen herausfordernde Details zu tiberlesen und
sich stattdessen an den gattungstypischen Elementen wie Zeugenbefragungen, ersten
Verdachtigungen und dem Nachgehen von Spuren zu orientieren.

Der Nationalsozialismus wird erst im zweiten Teil des Romans direkt thematisiert. Bleibt die
Nennung des Heidelberger , Ehrenfriedhofs” (S], S. 126) als Schauplatz ftir Mischkeys Misshandlun-
gen durch Unbekannte noch ein relativ versteckter Hinweis, so fiihren die von Mischkey
gesammelten Zeitungsartikel {iber jidische Zwangsarbeiter bei den Rheinischen Chemiewerken
das Thema auch in Selbs Fall ein (S], S. 145). Selbs ,,Gestéandnis” folgt auf dem Fufse. Dies erfolgt
allerdings keineswegs freiwillig, sondern nach einer Frage Judith Buchendorffs, der Geliebten
Mischkeys. Selb braucht ,noch einen Moment” (S], S. 146), bevor er antworten kann: ,Ich war
tiberzeugter Nationalsozialist gewesen, aktives Parteimitglied und ein harter Staatsanwalt, der
auch Todesstrafen gefordert und gekriegt hat. [...] Ich glaubte an die Sache” (S], S. 146).

Nach Kriegsende will er nicht mehr als Staatsanwalt weiterarbeiten: ,Mein Glaube war
verlorengegangen. Sie konnen sich wahrscheinlich nicht vorstellen, wie man tiberhaupt an den
Nationalsozialismus glauben konnte. Aber Sie sind mit dem Wissen aufgewachsen, das wir
nach 1945 erst Stiick um Sttick bekamen” (5], S. 147).

Das Verhalten ehemaliger Kollegen, die sich nach dem Krieg wieder einstellen lieffen und,
statt Schuld zu fiihlen, ihre Wiedereinstellung als eine Wiedergutmachung fiir ihre vorherige
Entlassung betrachteten, ,,widerte [ihn] an” (S], S. 147); deshalb die Entscheidung, Privatdetektiv
zu werden. Auf den ersten Blick scheinen diese Aussagen von Einsicht und Lauterung, einem
reifen und ehrenvollen Umgang mit der eigenen Vergangenheit zu zeugen. Eine genauere Analyse
wirft allerdings die Frage auf, ob Selbs angebliche Lauterung und Einsicht nicht blof3 leere
Worthiilsen sind. In der Tat verliert er kein Wort dariiber, dass er in seinen Uberzeugungen
fehlgeleitet war, dass er sich tduschte und von der nationalsozialistischen Ideologie verfiihren liefs.
Genausowenig bekennt er sich zu irgendeiner konkreten Schuld oder verdammt nachtréglich
den Nationalsozialismus. Seine Aussage , Mein Glaube war verloren gegangen” (SJ, S. 147) wird
dadurch hochst problematisch, genau wie sein Argument, er habe - und das als Staatsanwalt -
nicht tiber das notige Wissen verftigt, um die Verbrechen des NS-Regimes und seine schreckliche
Ideologie zu durchschauen. So scheint es, als versuche er, ein Schuldbekenntnis zu vermeiden
und sich seiner Verantwortung, aufrichtig zu seinen Verfehlungen zu stehen, zu entziehen.
Donahue geht in eine &hnliche Richtung: “Selb appears to put it all on the table, manfully
taking responsibility for his youthful convictions. But this confession actually conceals precisely
in its viral assertiveness: sweeping statements cover over specific crimes and responsibility” 187

Dass Selbs Verhiltnis zu seiner Vergangenheit also durchaus problembehaftet ist, verrit
auch sein Bedauern, Judith nicht , die bereinigte Version” (S], S. 147) erzéhlt zu haben. Dass es
eine ,bereinigte Version” seines Lebenslaufes gibt, die er wohl seinen Mitmenschen zu erzdhlen
vorzieht, die er vielleicht auch selber glauben will, deutet mehr auf eine Flucht, auf ein
Vergessen- bzw. Verdrangen-wollen hin als auf einen reflektierten Umgang mit Gewesenem.
Selb versucht, die ,dunklen Jahre[...]” (S], S. 232) moglichst auf Distanz zu halten: ,Ich hatte
geplant, in Frieden mit meiner Vergangenheit zu leben. Schuld, Sithne, Enthusiasmus und

18657, S. 10.
187Donahue. The Popular Culture Alibi. S. 466.
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Blindheit, Stolz und Zorn, Moral und Resignation - das alles hatte ich in ein kunstvolles
Gleichgewicht gebracht. Die Vergangenheit war dariiber zur Abstraktion geraten. Nun hatte
die Realitdt mich eingeholt und gefdhrdete das Gleichgewicht” (S], S. 255).

Diese Strategie wird nun hinféllig, da er in einen Fall verwickelt ist, der ihn und seine Aktivi-
taten als Nazi-Staatsanwalt direkt betrifft, so dass sich ihm die Frage nach seiner Schuld immer
virulenter stellt. Doch noch am Ende des zweiten Teils beziehen sich Selbs , Traurigkeit”, sein
»Schuldgefiihl” (S, S. 241) und seine Frustration ausschliefilich auf den Fall Mischkey, an
dessen Tod er letzten Endes, wenn auch nur indirekt, eine gewisse Mitschuld trdgt. Wieder
schiebt Selb alle belastenden Gedanken an seine NS-Vergangenheit fiir mehrere Monate von
sich; erst ein Brief aus San Francisco macht das Thema wieder aktuell. Die anschlieffende Reise
in die USA wird nun fiir Selb endgtiltig zur metaphorischen Reise in die Vergangenheit. Hier
beginnt er das Ausmafs der Intrige, die zu zwei auf Selbs Ermittlungen als Staatsanwalt
basierenden Todesurteilen fiihrte, zu erahnen. Zum ersten Mal stellt sich diesbeziiglich auch
ein noch undeutliches Schuldgefiihl ein: ,[I]ch fiihlte mich schuldig, obwohl ich nichts getan
hatte” (S, S. 254). Langsam, aber sicher werden , [s]eine Erinnerungen [...] deutlicher” (5], S.
256). Selbs unmittelbare Reaktion auf diesen Einbruch des Verdrangten in sein bequemes und
recht selbstzufriedenes Dasein ist heftig, aber nur allzu menschlich: Er betrinkt sich, um zu
vergessen. Am zweiten Tag will er sich gar ,systematisch besaufen” (SJ, S. 259). Mit Erfolg:
~Nach einer Weile verschwanden die Bilder [...]. Ich horte keine hallenden Stiefel in langen
Korridoren mehr, keine Fiihrerreden aus dem Volksempfanger, keine Sirenen” (SJ, S. 260). Es
wird allerdings nicht klar, was genau den Privatdetektiv dermafien aus der Bahn geworfen hat,
ob es das Bewusstsein ist, durch seine Fehlermittlungen den Tod des Chemikers Dohmke
verursacht zu haben, die Wut dariiber, als Staatsanwalt missbraucht worden zu sein, oder aber
ganz allgemein die Konfrontation mit einer Phase seines Lebens, die er sozusagen zu l6schen
versucht hatte. Recht bezeichnend ist in dieser Hinsicht Selbs Reaktion auf Vera Miillers
unbequeme Fragen: ,Sind Sie immer noch Nazi? [...] Haben Sie manchmal Probleme mit Ihrer
Vergangenheit?” (S], S. 262). Wieder ist Selb zu keiner eindeutigen Antwort fahig, er distanziert
sich nicht eindeutig von seiner Vergangenheit, was den Verdacht nahelegt, dass er sich schlicht
und einfach noch nie gebiihrend damit auseinandergesetzt hat; daher sind seine jetzigen
Erfahrungen umso schmerzhafter. Dass die weiteren Ermittlungen fiir Selb unangenehm sind,
wird wéahrend seines Gesprdchs mit Tyberg deutlich, in dessen Verlauf sich Kortens Rolle im
Komplott immer mehr herauskristallisiert. ,, Ich mochte mich nicht erkldren”, bekennt Selb,
sowie: ,Mir war nicht wohl in meiner Haut” (S], S. 298). Augenscheinlich zieht es Selb vor,
seine Probleme mit sich selbst auszumachen; andere bezieht er nur selten in Reflexionen tiber
seine Vergangenheit mit ein.’88 In diesem Zusammenhang ist es nattirlich interessant, dass Selb
immer wieder von vielsagenden Traumen heimgesucht wird. , Verschiittete Erinnerungen” (SJ,
S. 153) vermischen sich mit Hirngespinsten und rezenten Erlebnissen zu oft bedngstigenden
Bildern. So trdaumt Selb etwa von einer Bergwanderung mit Korten, bei der er, auf Kortens
Gebheif3, einen Schulkameraden in die Tiefe stiirzen ldsst - eindeutig wird hier motivisch der
Mord an Korten vorweggenommen. Besonders intensiv und aufschlussreich sind Selbs Traume
gegen Ende des Textes: Tyberg - hier wohl stellvertretend fiir die Vergangenheit bzw. Selbs
Schuldgefiihle - entspringt einer Sardinendose, wird grofier ,,und fiillte schliefilich den ganzen
Raum” (S. 306). Kurz bevor er in die Bretagne aufbricht, traumt Selb einen verworrenen Traum,
der u. a. ,Dohmkes Hinrichtung und Kortens Auftritt im Prozess”, ,das Tennisspiel mit
Mischkey, bei dem ein kleiner Junge in SS-Uniform mit Kortens Gesicht” die Balle wirft, die
,Vernehmung von Weinstein”, aber vor allem Kortens immer wiederkehrende, herablassende
Floskel ,Selb, das Seelchen” beinhaltet (S], S. 325). Mit diesem geradezu populédrpsychologisch
anmutenden Mittel ldsst Schlink das Verdrangte mit ungeheurer Wucht in das Bewusstsein
seines Helden zuriickkehren. So baut sich in ihm, mit der reifenden Erkenntnis, dass Korten

188 Abstrakte und theoretische Probleme sowie seine Félle diskutiert er hingegen ofter mit anderen
Charakteren, vgl. z. B. die Unterhaltung mit seinen Freunden tiber seine Mitschuld an Schneiders
Selbstmord (S], S. 68-70) und das Gesprich mit den Négelsbachs tiber , Befehlsketten” (S], S. 226-229).
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hinter der Intrige steckt, eine Art Spannung auf, die fast zwangsldufig auf die ultimative
Konfrontation mit seinem Freund und Schwager am Ende des Roman hinausladuft: , Ich wufite,
was ich zu tun hatte” (5], S. 326).

Der Mord an Korten am Ende von Selbs Justiz bedarf nattirlich einer eingehenden Interpreta-
tion, immerhin setzt Schlink dem Leser eine bis dato immer noch recht menschlich und sym-
pathisch gezeichnete Figur vor, die das schlimmstmogliche Verbrechen begeht. Konfrontiert
mit Selbs Wissen, dass Korten , die Faden [der Intrige] gezogen” (S], S. 331) hat, dass er, wenn
auch indirekt, fiir den Tod mehrerer Menschen verantwortlich ist und als riicksichtsloser Oppor-
tunist stets den eigenen Vorteil im Sinn hatte, bleibt dieser tiberraschend ruhig, rechtfertigt sich
tiberlegen-zynisch und hilt Selb in gewissem Sinne auch einen Spiegel vor. ,Habe ich gemordet?
Oder war’s der Richter oder der Henker? [...] Alle sind wir verstrickt, alle, und wir miissen das
sehen und tragen und unsere Pflicht tun” (5], S. 331). Bei Selb trifft dies nattirlich einen wunden
Punkt. Selbs Anschuldigungen, die ja implizieren, dass der einzelne fiir seine Taten
verantwortlich ist und gemacht werden kann, weist Korten als , Kinderglaube”, den sie ,nicht
einmal als [...] Kinder [...] wirklich geglaubt” hatten, zurtick (S], S. 331). Selb merkt, dass auch er
sich mit dhnlichen, durchaus bequemen und exkulpierenden Ansichten arrangiert hatte.18?
Korten geht sogar noch weiter und lehnt die Moglichkeit und Giiltigkeit von nachtrédglichen
Schuldzuweisungen ab: ,Dafs die Jahre zwischen 1933 und 1945 vergessen bleiben, ist das Fun-
dament, auf dem unser Staat gebaut ist. Gut, ein bifichen Spektakel mit Prozessen und Urteilen
mufiten und miissen wir wohl machen. Aber es hat 1945 keine Nacht der langen Messer
gegeben, und das wére die einzige Moglichkeit der Abrechnung gewesen” (S], S. 332-333).

Kortens Argumentation ist nachvollziehbar, allerdings alles andere als moralisch einwandfrei.
Auffallig ist, dass die Worte Kortens stark an Schlinks Aufsatz ,Kollektivschuld?“1% erinnern,
der versucht zu ergriinden, wie sich das irrationale, da juristisch nicht fundierte Schuldgefiihl
ganzer Generationen erkldren ldsst. Hier heifit es zunédchst im Bezug auf das Rechtswesen vor
und nach 1945: ,[D]er Kontinuitédt der Begriffe und Konstruktionen entspricht die Kontinuitat
der die Begriffe und Konstruktionen ersinnenden und verwendenden Personen.”1! Spiter
schreibt Schlink tiber die ,Netze der Schuld”, die nur durch eine Art rite de sortie durchbrochen
werden konnten: , Die Netze der Schuld haben [...] ihre Tragik. Denn das Lossagen, Verurteilen,
Verstofien kann oft und konnte auch nach 1945 nicht voll gelingen. Da sind die grofien Zahlen:
Die auf die eine oder andere Weise Beteiligten waren zu viele. Da ist aber auch die schlimme
Alternative zwischen der Lossagung durch eine Nacht der langen Messer, die neben
Schuldigen auch Unschuldige trifft, und der Lossagung durch rechtsstaatliche, gerichtsférmige
Verfahren, die vor dem organisierten Verbrechen versagen”12,

Das von Schlink beschriebene Dilemma wird von Korten sozusagen als nachtrégliche
Rechtfertigung fiir ein fehlendes Schuldbewusstsein missbraucht. Auch Selbs Ankiindigung,
ihn toten zu wollen, ldasst Korten mit ungldubigem Zynismus an sich abprallen: ,,Um sie
wieder lebendig zu machen?’ hohnte er. [...] ,Sttirz dich doch selbst hier runter, wenn du’s nicht
aushdltst’” (5], S. 333-334).

Was genau Selb mit dem Mord an Korten bezweckte, weifs er offensichtlich selbst nicht
genau: ,Was hatte ich getan? Meine Vergangenheit bewaltigt? Erledigt?” (S], S. 337) - Selb
findet keine Antwort. Dementsprechend sind auch die Interpretationsversuche recht vielseitig.
Eine naheliegende - vielleicht zu sehr vereinfachende - These sieht in Selbs Verhalten die
Rache fiir ,seine Funktionalisierung und Instrumentalisierung”1% durch Korten, der ihn, den
,niitzlichen Idioten” (5], S. 321), den er stets herablassend und demiitigend als ,Seelchen”
bezeichnete, sowohl wihrend des Krieges als auch bei den jetzigen Ermittlungen um Mischkey
missbrauchte und eine bestimmte Rolle in seinen Pldnen spielen liefs. Gleichzeitig sorge der
Mord ,fiir eine ausgleichende Gerechtigkeit sui generis [...], ldsst sich daher auch nicht vom

189S0 bekennt Selb: ,]a, so hatte mein Schuldgefiihl sich auch davongestohlen, Jahr um Jahr” (S], S. 331).
¥0Bernhard Schlink, Kollektivschuld? //Vergangenheitsschuld. S. 11-32.

191Ebd., S. 18.

192Ebd., S. 27.

19%BMoraldo, S. 68.
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juristischen, durchaus aber vom moralischen Standpunkt aus rechtfertigen”1%4. Es drédngt sich
allerdings die Frage auf, ob Selb durch seine Tat nicht vielmehr versucht, eine Art
Wiedergutmachung zu betreiben, sich also sozusagen als Richter und Henker aufspielt, stets in
dem Bewusstsein, dass neben der Strafe fiir Korten auch eigene Interessen im Spiel sind;
immerhin war auch er in das Komplott verwickelt. Sein Akt der Selbstjustiz - das Wortspiel im
Titel des Romans ist natiirlich mehr als offensichtlich - ,revises the passivity and subservience
he practised as a young Staatsanwalt when he unknowingly did Korten's bidding“1%.
Donahues Interpretation wird dann sehr kritisch: Selb sei ein Ex-Nazi ,who, by finally killing
the holdover Nazi villain, refashions himself into a kind of resister after the fact”1%; somit wird
der Mord Teil einer gewissen selbstdarstellerischen Absicht, auch wenn diese Selbstdarstellung
nicht auf andere Figuren, sondern nur auf das Ich - und, durch das Erzdhlen der Geschichte
aus der Ich-Perspektive, auf die Leser - abzielt. Besonders anregend erscheint die Analyse
Halls, da sich diese eng mit im Text angelegten Aussagen verkniipfen ldsst. Nach den
offentlichen Reaktionen auf Kortens Tod behauptet Selb: , Ich neidete ihm seinen Ruhm nicht.
Ich verzieh ihm auch nicht. Morden heifst, nicht verzeihen miissen” (SJ, S. 342). Vor allem Selbs
Weigerung, Korten zu verzeihen, ist interessant: Verzeihen setzt die Beschiftigung mit dem
Anderen, und zwangsldufig auch mit sich selbst, voraus. Dies wiirde Selb nattirlich zu einer
intensiven Auseinandersetzung mit seiner Vergangenheit zwingen, vielleicht sogar zu einer
Neubewertung derselben. Dies scheut er; der Mord erscheint als ein Mittel, die Vergangenheit
ruhen zu lassen und somit abzuschliefsen. Das wirft ebenfalls ein kritisches Licht auf seine
bisherigen, scheinbar aufrichtigen und Sympathie verlangenden Versuche, sich seiner proble-
matischen Vergangenheit zu ndhern. Nun zu Halls Interpretation: Dem Ende des Textes, mit
seiner , Old Testament-style solution”1%7, spricht sie einen ,theatrically satisfying sense of closu-
re“1% zu, was auch von der doch recht strengen geschlossenen Form des Kriminalromans
vorgeschrieben zu sein scheint. Zu Selbs Motivation schlégt sie folgende Deutung vor: “It is Selb
alone who decides Korten’s punishment and who also becomes its primary beneficiary: by stopping
the case from becoming public, his own involvement in events remains concealed. On a larger
level, Korten’s death allows Selb to regain control over his past: it allows him to avoid the
unpalatable recognition that he also bears guilt for Dohmke’s death. The all-seeing “private eye’
thus chooses not to see the truth about himself: instead of engaging with his guilt, he opts for a
careful management of the past, and in the process the chance to break the silence [...] is lost”200.

Selbs Verhalten wére also das genaue Gegenteil einer kritischen Auseinandersetzung mit der
Vergangenheit; es wére vielmehr die bewusste Entscheidung, das Schweigen, Verdrangen und
Vergessen fortzufiihren, ganz nach der Devise: ,Das Vergessen ist der Miillplatz des Lebens.”20t

Der Umgang mit Vergangenem und mit dunklen oder unangenehmen Flecken im eigenen
Lebenslauf wird nicht nur anhand des Titelhelden belichtet. Auf der einen Seite verkorpert
Tyberg einen souverdnen, kritischen, aber in gewisser Weise auch versshnlichen Umgang mit
der Vergangenheit. Der politisch interesstierte Tyberg, der beinahe der von Korten inszenierten
Intrige zum Opfer gefallen wédre und am Ende des Romans Selbs einziger Mitwisser ist, ist
keineswegs verbittert, sondern pflegt einen ,gesunden” Umgang mit seiner Geschichte. Er
schreibt seine Memoiren und ,{ib[t] das Erinnern gern” (SJ, S. 296). Auf der anderen Seite
stehen zwei Charaktere, die - anders als Tyberg - zu den Tatern gehoren und deren Verhiltnis
zur Vergangenheit zu verurteilen zu sein scheint. Richter Beufer, Vorsitzender im Prozess
gegen Dohmke und Tyberg, ist einer von jenen von Selb verachteten Juristen, die sich nach

194Ebd., S. 70.

19Donahue, S. 471.

1%Ebd., S. 478. Die {iiberaus kritische Bewertung Selbs und somit implizit auch Schlinks in der
amerikanischen Germanistik wird unten auf S. *** niher betrachtet.

197Hall, The author, the novel, the reader and the perils of ,Neue Lesbarkeit”, S. 454.

198Ebd.

19Zur geschlossenen Form des Kriminalromans, vgl. Nusser, Der Kriminalroman, S. 22-33.

200Hall, The author, the novel, the reader and the perils of ,Neue Lesbarkeit”, S. 454.

201Bernhard Schlink, Die gordische Schleife, Ziirich 1988, S. 94. Dieser Roman ist ebenfalls eine Art Kri-
minalroman, allerdings handelt es sich nicht um eine Detektivgeschichte, sondern eher um einen Thriller.
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Kriegsende wieder einstellen liefflen und dies als ,eine Art Wiedergutmachung” (SJ, S. 147) fur
erlittenes Unrecht betrachteten. Auf recht tiberhebliche und uneinsichtige Art und Weise redet
Beufer im Gesprdch mit Selb tiber die gemeinsame NS-Vergangenheit, dufsert Bedauern
dartiber, dass Selb nach den ersten Wirren nach Kriegsende, ,als das Schlimmste vorbei war”
(5], S. 269), nicht in den alten Beruf zuriickkehren wollte, spricht verallgemeinernd und fast
schon entschuldigend davon, ,daff wir damals alle unsere Pflicht tun mufsten” (5], S. 269) und
fasst seine Einstellung in dem Rat zusammen: ,, Ach Selb, warum léfst er die alten Sachen nicht
ruhen” (SJ, S. 270). Dartiber hinaus ist nattirlich Korten , der Vertreter [einer] moralischen
Indifferenz”202, ein riicksichtsloser Opportunist, dessen niedrige Moralvorstellungen und
Ansichten tiber Schuld und Verantwortung ihm erlauben, leicht Schuld auf sich zu nehmen,
ohne darunter zu leiden und von der Vergangenheit verfolgt zu werden.2 Beide Figuren
bilden einen deutlichen Kontrast zu Selb; durch diese , technique of juxtaposition”20* wirkt Selb,
der immerhin zeitweise unter Gewissensbissen leidet und Probleme mit seiner Vergangenheit
hat, um einiges positiver. Es ist gerade dieser Aspekt, den einige amerikanische Germanisten20>
kritisieren; in ihren Darstellungen wird vor allem das Problematische an Selb hervorgehoben
und zum Anlass genommen, den Roman - und nattirlich auch den Autor - heftig zu kritisieren.
,Selbs Justiz ultimately compromises its critique of Germany’s engagement with the past
through the problematic depiction of Gerhard Selb”2%, stellt K. Hall fest. Das Problem sei, dass
der Roman ein Hauptmerkmal des Detektivromans, die Identifikation des Lesers mit dem
Detektiven, der ,einer von Guten” sein soll, der vorbehaltlos fiir die Gerechtigkeit eintritt,
kompromittiere. Damit der Roman stimmig sein kann, so Hall, ,,it must convince its readership
that a detective with a Nazi past can be the upholder of strong moral values in the present”207,
Dies geschieht einerseits tiber das intertextuelle Wissen des Lesers, der durch seine
Leseerfahrung erkennt, dass der bereits angesprochene , hard-boiled detective” - trotz gewisser
Fehler - das fundamental Gute vertritt, andererseits eben durch die Darstellung der Kontrastfigur
Korten als amoralischer Morder. Selb wird somit zum ,,’good” perpetrator“28, auf die ernst zu
nehmende Gefahr hin, dass dem Leser sozusagen von einer kritischen Haltung gegentiber Selb
abgeraten wird. Dass Selbs Verwicklung in den Fall Dohmke/Tyberg aufgedeckt wird, so Hall,
gefdhrdet den Roman ein zweites Mal: , The authors [d. h. Schlink und Popp] maintain Selb’s
moral integrity [...] through a continued reliance on the reader’s “programmed’ response to the
figure of the detective and by downplaying Selb’s role in Dohmke’s trial. They thereby manage
to obscure the conflict of interest produced by Selb’s dual role as the narrator-detective and
suspect [...]. These attempts to exonerate Selb from the guilt of Dohmke’s death are deeply
problematic, for although they safeguard the success of the text as a detective novel, they also
result in a flawed depiction of an ‘authentic’ engagement with the past”20,

Selbs eigener Status als Tater und {iberzeugter Nazi wiirde also nicht stark genug
hervorgehoben werden. Dass der Aspekt der Unterhaltung und das Bedienen von bestimmten
Klischees, um Lesererwartungen zu befriedigen, im Vordergrund stehen, fithre zu einer
»marginalization of the moral complexities and contradictions contained within Selbs Justiz“210.

22Moraldo, S. 69.

23Donahue spricht sogar von einer impliziten Analogie Korten-Hitler, da Korten ein Schuldmodell
verkorpere, in dem nur einige wenige - im Extremfall nur ein einzelner - im Endeffekt schuldbeladen
sind. Vgl. Donahue, S. 468. - Die Wichtigkeit der Figur Korten wird durch die Tatsache unterstrichen,
dass ,Korten” das erste Wort des Romans ist, ndmlich das erste Wort des Titels des ersten Kapitels.

204Hall, The author, the novel, the reader and the perils of ,Neue Lesbarkeit”, S. 452.

205Es sind dies die bereits zitierten Donahue und Hall. Auch Schlinks Vorleser wurde v. a. in der
amerikanischen Germanistik hdufig kritisiert; vgl. dazu Hall, The author, the novel, the reader and the
perils of ,Neue Lesbarkeit”, S. 456-467 und Donahue, The Popular Culture Alibi, S. 474-476. Ebd., S. 474:
~[W]e see in Hanna Schmitz an elaboration of Gerhard Selb.”

206Hall, The author, the novel, the reader and the perils of ,Neue Lesbarkeit”, S. 451.

207Ebd.

208Ebd., S. 452.

209Ebd., S. 453.

20Ebd., S. 456. Vgl. auch ebd., S. 466. Hall untersucht Selbs Justiz und Der Vorleser im Kontext des
Konzeptes der ,neuen Lesbarkeit” und bertiicksichtigt Leserkommentare des Online-Versandhauses
Amazon; sie stellt fest, dass in Selbs Justiz dhnliche Strategien wie im Vorleser verwendet werden.
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Donahue geht sogar noch einen Schritt weiter und halt fest, dass , [i]t may ultimately be folly to
take Gerhard Selb [...] all too seriously”“?!!, da es sich lediglich um ,pulp fiction“?12 handele.
Seine Argumentation dhnelt der Halls, er fiigt allerdings noch einen gewichtigen Aspekt hinzu:
das Marginalisieren des Holocaust.?!* Nur Weinstein bzw. dessen Witwe deuten das Leiden der
Juden an; stattdessen wird viel stdrker auf Selbs Status als Opfer - z.B. als Instrument fiir
Kortens Machenschaften - insistiert.2’# Donahue erkennt in der Darstellung Selbs sogar ein
allgemeines deutsches Problem im Umgang mit der Vergangenheit: ,Selb is not the ex-Nazi
Germans may actually have known, but one they wish they had known.”?15 Die Kritik lédsst sich
also folgendermafien zusammenfassen: Selb wird als ,gut”, also moralisch tiberlegen
dargestellt, weil er nicht ltigt, leugnet oder sich herausredet, doch er stellt sich seiner
Vergangenheit nur scheinbar. Zuséatzlich wird er als Opfer dargestellt; schliefslich sind Erfolg
und Unterhaltungswert Schlink wichtiger als kritische Auseinandersetzung mit der
Vergangenheit. Deshalb muss Schlinks Roman, und eigentlich die ganze Trilogie, als
»unzureichend” bzw. unkritisch abgetan werden. Dass Bewertungen, die sozusagen ins andere
Extrem gehen und Selb aufgrund seiner selbstkritischen Reflexionen bzw. seiner reflexiv-
kritischen Vergangenheitsaufarbeitung, die eine , gelungene Mischung aus Krimi und einer Art
Bewailtigungsliteratur”21¢ sei, loben, ebenfalls zu einseitig sind, leuchtet ein.2”

Es scheint daher angebracht, einen kurzen Blick auf bestimmte, fiir die Analyse relevante
Tendenzen in der deutschen Literatur seit der Wiedervereinigung zu werfen.218 Zunéchst muss
grundsdtzlich zwischen dem , Erzdhlen vom Holocaust” und dem ,Erzdhlen vom National-
sozialismus” unterschieden werden2'9; letzteres beschiftigt sich - wie es das Wort schon
andeutet - nicht zwangsldufig mit der Judenverfolgung oder Kriegsverbrechen. Erzdhlungen
tiber die NS-Zeit bedienen sich hdufig bestimmter Modelle der Rekonstruktion und der
Spurensuche - wie z. B. des Kriminalromans im Falle Schlinks. Thema ist dabei immer haufiger
die ,Grauzone aus Schuld und Verbrechen??, die moralisch schwierige Fragen aufwirft. Es
sind zunehmend die Téter, die in den Texten beleuchtet und teilweise mit mehr Sympathie
gezeichnet werden. Ethische Fragen werden vom Erzdhler nicht immer offen angesprochen,
sondern werden sozusagen dem Leser tiiberantwortet. Aufféllig ist auch der starke
Gegenwartsbezug dieser Art von Literatur: Die ,literarische Darstellung der Vergangenheit
[geht] mit einer vertieften Reflexion der Gegenwart einher”?2l. Zwar geht die Wahl einer

21Donahue, The Popular Culture Alibi, S. 464.

212Ebd., S. 463.

23Ebd., S. 478; vgl. ebenfalls Hall, The author, the novel, the reader and the perils of ,Neue
Lesbarkeit”, S. 464; Hall geht allerdings nicht weiter auf diesen Aspekt ein.

214Vgl. Donahue, The Popular Culture Alibi, S. 470.

25Ebd., S. 478.

216Moraldo, Ethos der Distanz, S. 71. - Zu Schlinks Verstindnis des Begriffs ,, Vergangenheitsbewiltigung”,
vgl. Schlink, Die Gegenwart der Vergangenheit, S. 118-120.

217Vgl. etwa Moraldo, Ethos der Distanz, S. 65 und 69.

28Empfehlenswert ist die detaillierte Darstellung Herrmanns mit dem vielsagenden Titel:
Vergangenwart. Erzdhlen vom Nationalsozialismus in der deutschen Literatur seit den neunziger Jahren,
Wiirzburg 2010, auf die im Folgenden mehrmals Bezug genommen wird. Zwar wurde Selbs Justiz bereits
1987 verdffentlicht, doch etliche der beschriebenen Aspekte treffen auf den Roman zu. Hingewiesen sei
an dieser Stelle auch auf Ernestine Schlants Studie: Die Sprache des Schweigens. Die deutsche Literatur
und der Holocaust, Dt. von Holger Fliessbach, Miinchen 2001. Hierauf kann im Rahmen dieser Arbeit
aber nicht mehr eingegangen werden.

2%Vgl. Herrmann, Vergangenwart, S. 274. - Die deutsche Literatur kann sich der Frage nach einer
angebrachten und passenden Représentation des Holocaust nicht entziehen. Auf dieses Problem weist
auch Schmitz hin: ,,One question is [...] always whether and how much the national project inherent in
most German literature of Vergangenheitsbewiltiqung marginalizes the Holocaust.” Schmitz (Hrsg.),
German Culture and the Uncomfortable Past: Representations of National Socialism in Contemporary
Germanic Literature, Aldershot et al. 2001, S. 8. Vgl. dort auch die kurze Zusammenfassung der auf
Adorno zuriickgehenden Diskussion auf S. 8-9.

20Herrmann, Vergangenwart, S. 265.

21Ebd., S. 263.
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geschlossenen Form wie der des Krimis mit einem ,Impuls zur Bewdiltigung der
Vergangenheit”22 einher, aber nicht mit der Absicht, die Vergangenheit abzuhaken und hinter
sich zu lassen, sondern eher der, sie in der Literatur zu bewahren. Damit erfiillt die Literatur
eine auch von Schlink mehrfach formulierte Funktion: ,In der Geschichte” - und hier konnte
man diesen Terminus auch als story, nicht nur als history, deuten - ,ist die Schuld [und damit
nattirlich die NS-Vergangenheit im Allgemeinen] bewahrt, mit ihr bleibt sie in der Zukunft
lebendig.”22 Ziel ist , die Integration der Vergangenheit in die kollektive Biographie”224,

Unter diesen Voraussetzungen kann Selbs Justiz neu bewertet werden. Als
Detektivgeschichte, die tiber weite Strecken auch den Detektiv selbst als Thema hat, zeigt der
Text eine Figur, die, mit der eigenen problematischen, schuldbeladenen Vergangenheit
konfrontiert, diese nicht etwa bewiiltigt, sie auch nicht verleugnet, sondern vielmehr am
Versuch, sich zu stellen, scheitert und beim verzweifelten Bemiihen, sich Klarheit tiber die
eigene Vergangenheit zu schaffen, neue Schuld auf sich lddt. Der Gegenwartsbezug ist
offensichtlich: Gerade durch die Tatsache, dass Selb nach so vielen Jahren noch immer ein
derart gestortes Verhiltnis zu einer bestimmten Phase seines Lebens hat, gelingt Schlink ein
eindrucksvoller Beweis fiir die ,Gegenwart der Vergangenheit”. Die Frage nach der
abschliefsenden ethischen Bewertung Selbs kann nattirlich nicht vom Erzdhler gestellt oder
beantwortet werden, da Selb ja ein Ich-Erzdhler ist. Durch diese Erzéhlsituation ist der Leser
dem Protagonisten sehr nahe und es entsteht leicht das bereits ofter angesprochene
Sympathieverhiltnis. Doch die Enthiillungen iiber Selbs Vergangenheit, seine problematischen
Versuche, damit umzugehen sowie der Mord am Schluss lassen den Leser an Selb zweifeln. Es
entsteht eine eigenartige Situation: Der Leser ist hin- und hergerissen, immerhin versucht Selb,
seine Schuld zu reflektieren bzw. sich damit auseinanderzusetzen, wenn auch erfolglos und auf
zweifelhafte Art und Weise, und hat etwa Korten damit einiges voraus. Wenn sich Selb an
manchen Stellen immer wieder Fragen stellt, ohne darauf eine Antwort zu finden, zeigt dies
nicht nur seine eigene Hilflosigkeit, sondern die offenen Fragen konnten auch als Appelle an
die Leser verstanden werden, als Aufforderung zur selbststindigen Reflexion.2?> Insofern
scheint es nicht unbedingt darum zu gehen, zu belehren, zu urteilen oder zu kritisieren,
sondern vielmehr darum, ein Bewusstsein fiir den immer noch unglaublich schwierigen
Umgang mit der nationalsozialistischen Vergangenheit zu schaffen. ,Es gibt ein Ethos der
Distanz, der distanzierten, sorgfiltigen, furchtlosen, ganzheitlichen Wahrnehmung, das fur
mich das eigentlich politische Ethos des Schriftstellers und des Intellektuellen tiberhaupt ist.”226

Selbs Betrug und Selbs Mord

Eine umfassende Betrachtung von Selbs Umgang mit der Vergangenheit in den beiden
Nachfolgeromanen muss zwei Aspekte beinhalten: einerseits, nattirlich, seine AuBerungen iber
seine NS-Vergangenheit, andererseits aber auch seine Anspielungen auf den Mord an Korten.2?

Der Mord an Korten in Selbs Betrug und Selbs Mord

Die Tatsache, dass sowohl in Selbs Betrug als auch in Selbs Mord an jeweils drei Stellen auf
Korten bzw. den Mord an ihm Bezug genommen wird, zeigt - sozusagen im Nachhinein -, wie
wichtig dieser Akt der Selbstjustiz fiir die Analyse von Selbs Umgang mit Vergangenheit und
Schuld ist. Denn hier werden einige fiir ihn typische Verhaltensmuster exemplifiziert und

22Ebd., S. 269.

23Gchlink, Kollektivschuld?, S. 33.

245chlink, Die Gegenwart der Vergangenheit, S. 123.

25Vgl. auch S, S. 325. Vgl. auch Bernhard Schlink, Der Vorleser, Ziirich 1997, S. 99-100, 127-128 u. 6.;
hier grenzen die unzihligen Fragen schon manchmal ans Aufdringliche.

226Schlink, ,Schlage die Trommel und fiirchte dich nicht!”, S. 236. - Die angesprochenen gehéuften
Fragen riskieren allerdings, gerade dieses ,Ethos der Distanz” zu kompromittieren, da sie nur allzu leicht
als erhobene moralische Zeigefinger gedeutet werden konnen.

27Diese beiden Romane konnen im Umfang dieser Arbeit natiirlich nicht mit derselben
Ausfiihrlichkeit analysiert werden wie Selbs Justiz. Daher muss es geniigen, den Fokus auf die
wichtigsten Aspekte zu legen.
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wiederholt. Der ,Fall Korten” bzw. die Vorkommnisse aus Selbs Justiz werden - zumindest in
Selbs Betrug - nie explizit geschildert; vielmehr wird eine Kenntnis des ersten Romans, dessen
Ereignisse eine Art Hintergrund fiir die beiden weiteren bilden, vorausgesetzt.

Die erste Anspielung auf Korten in Selbs Betrug ist recht unscheinbar. Selb erinnert sich
scheinbar unschuldig an Schachpartien mit dem ,alte[n] Korten” (SB, S. 118) sowie an dessen
Sohn. Der ,eingeweihte” Leser weifs nattirlich, wer gemeint ist und wie seine Beziehung zu
Selb endete, doch dieser verliert selbst noch kein Wort tiber die gemeinsame NS-Zeit und den
Mord. Im Kapitel ,Lebensliigen” fiihlt sich Selb dann wieder an Korten erinnert: , Wenn wir
schon dabei sind, Gerhard Selb - was ist mit deiner Lebensliige? Wie war das mit dir und
Korten? Aber mir stand der Sinn nicht nach einem Dialog mit Gerhard Selb” (SB, S. 238).
Wieder ist es Selb selbst, der sich schwierige, unangenehme Fragen stellt, dem Unangenehmen
aber schnell wieder aus dem Weg geht. Er gesteht sich ein, dass er eine schwere Schuld mit sich
herum tragt, will sich aber nicht damit beschéftigen. Interessant ist, dass Selb sich selbst direkt
anspricht; er scheint also durchaus fahig zu sein, sich mit einer gewissen Distanz, sozusagen
von aufsen zu betrachten und die eigene , Lebensliige” zu durchschauen. Der letzte Schritt, d. h.
die konsequente, (selbst)kritische Beschéftigung mit der Vergangenheit und seiner Schuld,
bleibt aber - wie so oft - aus. Als Selb schliefslich gegen Ende des Romans wegen seiner
Verwicklung in seinen aktuellen Fall in Untersuchungshaft sitzt, denkt er wieder an seinen
ehemaligen Freund: ,Ich dachte an Korten. Erlebte ich den Sieg des Prinzips der
ausgleichenden Ungerechtigkeit?” (SB 268). Seine Uberlegung - wieder als offene, nicht
beantwortete, vielleicht auch nicht beantwortbare Frage formuliert - deutet an, dass er sich
tatsdchlich schuldig fiihlt, sich der Ungerechtigkeit seines Tuns bewusst ist. Allerdings wechselt
Selb wieder erstaunlich schnell das Thema, scheut also jede tiefergehende Auseinandersetzung
mit dem Thema, das ihm zwar immer wieder ins Bewusstsein dringt, ihm wohl aber zu
mithsam, zu unbequem und zu komplex ist. In Selbs Betrug wird somit die Verdrangungstaktik
des Protagonisten offensichtlich: Zwar dringen Gedanken an Korten, seine Tat und seine
Schuld ab und zu an die Oberfliche seines Gewissens, er schafft es aber, diese tiberraschend
schnell wieder beiseite zu schieben und zu ignorieren.

In Selbs Mord wird das , Problem Korten” dann am Ende des Textes, vielleicht wegen Selbs
Krankheit und des sich ankiindigenden Todes, akuter.228 Das Kapitel ,Reue?” stellt eine Art
Riickblick dar, in dem Korten als Inbegriff des macht- und profitgierigen, gewissenlosen
Opportunisten dargestellt wird. Assoziativ kommt Selb von den Bankern, mit denen er sich in
seinem aktuellen Fall beschéftigt, zu Korten, dem, so Selb, ebenfalls ,Macht und Erfolg des
Unternehmens und der eigenen Person eins geworden” (SM, S. 222) waren. In einem
eindrucksvollen elliptischen Satz wird das Verhilinis der beiden Manner auf den Punkt
gebracht: ,Korten, mein Freund, mein Schwager, mein Feind” (SM, S. 222). Ausgehend von
dieser Bemerkung konnte man Korten sogar als die Personifikation von Selbs Schatten im Sinne
C. G. Jungs deuten. Korten wiirde somit alles das verkérpern, was Selb verdrangt, was er nicht
sein will und verabscheut. Der Mord an Korten wire dann der Versuch, den eigenen Schatten
zu vernichten, sich sozusagen von der dunklen Seite der eigenen Personlichkeit zu befreien.
Wie die beiden Folgeromane jedoch zeigen, ist es Selb keineswegs gelungen, sein Problem auf
diese Art und Weise zu 16sen. Zum ersten Mal spricht Selb in diesem Kapitel tiber den Mord
bzw. dessen Nachwirkungen. Obwohl er genau weif3, dass er ,weder rechtlich noch moralisch”
(SM, S. 223) richtig gehandelt hat - er gibt also seine Schuld offen zu -, bekennt er: ,Ich habe es
nie bereut” (SM, S. 223). Er versucht sogar, auch dies zum ersten Mal, sich gewissermafien zu
rechtfertigen und sein Gewissen zu beruhigen, indem er davon spricht, vielleicht im Sinne einer
»andere[n], dltere[n], hartere[n] Moral” (SM, S. 223) gehandelt zu haben. So stellt er sich als
Verfechter einer tiberzeitlichen Moral dar, die gegen allgemein menschliche, von bestimmten
historischen Umstdnden losgeldste Laster und Fehler kaimpft. Damit entschérft er aber auch bis

28Dje Erzdhlsituation ist in Selbs Mord gegeniiber den anderen zwei Romanen leicht verdndert
worden. Durch eine Rahmenhandlung - Selb sitzt nach einer schweren Operation auf dem Schwetzinger
Schlossplatz und rekapituliert den Fall - wird der Akt der Reflexion noch stirker hervorgehoben.
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zu einem gewissen Grad seine eigenen Verfehlungen als Nationalsozialist und als Morder
Kortens. Allerdings wird Selb, wie in Selbs Justiz, im Schlaf von seiner Vergangenheit eingeholt:
,Nur in den Traumen bleibt ein unbewdltigter, unbewadltigbarer Rest” (SM, S. 223). Das
Unbewusste, also das, was Selb verdrangt und nicht zuldsst, schldgt wieder einmal kraftvoll
zuriick: Selb traumt von einer surrealistisch-verzerrt anmutenden Version der Konfrontation
mit Korten. Dessen unaufhorliches schallendes Lachen sowie die Tatsache, dass am Ende des
Traumes Selb in die Tiefe stiirzt, scheinen auf das klédgliche Scheitern von Selbs Versuch, mit
seiner Tat der Konfrontation mit der Vergangenheit aus dem Weg zu gehen, hinzuweisen.??
Ein letztes Mal beschiftigt Selb der Mord an Korten, als er sich tiber die Griinde fiir seinen fast
schon zwanghaften Wunsch, den Bankier Welker fiir seine Vergehen zu bestrafen, klar zu
werden versucht: ,Damals in Trefeuntec hatte ich schon mal das Recht in meine Hinde
genommen. Wollte ich mir beweisen, dafs ich es aus Prinzip tat und also auch damals nicht nur
eine personliche Rechnung beglichen hatte?” (SM, S. 255).

Dies erinnert natiirlich wieder stark an Selbs Versuch, sich als Verfechter einer , andere[n],
dltere[n], hdrtere[n] Moral” (SM, S. 223) zu sehen. Dies ist ein Aspekt, der in Selbs Betrug nicht
zu beobachten ist. Selb neigt immer mehr dazu, mildernde Umstdnde geltend zu machen; zwar
leugnet er weder seine Schuld noch versucht er seine Tat zu verharmlosen, doch tiber kurze
Betrachtungen und an sich selbst gerichtete Fragen, die unbeantwortet bleiben, geht seine
Beschiftigung mit dem Mord nicht hinaus.

Der Umgang mit der NS-Vergangenheit in Selbs Betrug und Selbs Mord

Selbs Nazi-Vergangenheit wird in Selbs Betrug und Selbs Mord nicht in demselben Mafse
thematisiert wie in Selbs Justiz; dennoch gibt es diesbeziiglich in beiden Romanen aufschlussreiche
und aussagekriftige Stellen, die die bisher gewonnenen Einsichten untermauern bzw. erweitern.

Waéhrend seiner Ermittlungen im Fall Salger denkt Selb an seine Arbeit als Staatsanwalt: , Ich
erinnerte mich an den Vermerk des Generalstaatsanwalts, der 1943 oder 1944 iiber meinen
Schreibtisch bei der Staatsanwaltschaft Heidelberg gegangen war und verfiigt hatte, dafd wer
von den russischen und polnischen Arbeitern ldssig arbeitet, Zwangsarbeit im Konzentra-
tionslager bekommt. Wie viele hatte ich dorthin geschickt? Ich starrte in den Regen. Mich
frostelte, die Luft nach dem Gewitter war klar und frisch” (SB, S. 46).

Donahue detektiert an dieser Stelle mehrere fiir Selbs Darstellung seiner Vergangenheit
typische Elemente: Zunichst wird ein Vorgesetzter erwédhnt, der Selb Befehle gegeben hat, die
dieser - auch wenn dies nur implizit angedeutet wird - nicht verweigern konnte. Aufierdem
suggeriert Selb, dass man nicht ehrlich zu ihm war, er also manipuliert und belogen wurde;
dass nur ,lassigle]” Arbeiter ins KZ kamen, und dies lediglich, um dort ,Zwangsarbeit” zu
verrichten, will er damals so geglaubt haben. Schliefilich fehlt wieder einmal eine konkret
vorwerfbare Tat, er beldsst es bei verallgemeinernden Andeutungen;?° die Frage, die
sozusagen den springenden Punkt darstellt, ldsst er im Raum stehen und wendet seine
Gedanken sofort wieder trivialeren Dingen zu. Ahnlich reagiert Selb auch im Gespréch mit Leo
Salger, die wissen will, warum er nach 1945 seinen Beruf als Staatsanwalt aufgab: , Ich habe im
Lauf meines Lebens schon viele verschiedene Antworten auf diese Frage gegeben. Vielleicht
stimmen alle. Vielleicht stimmt keine” (SB, S. 162). Die vielen Fragen, die sich Selb danach stellt,
erfahren wieder keine endgiiltige, befriedigende Antwort; es entsteht der Eindruck, als ob er
diese Frage nicht mehr an sich heran lassen wollte. Dieser Aspekt, der auch in Selbs Mord (SM,
S. 170-171) aufgegriffen wird und auch dort offen bleibt, zeigt eindeutig, dass Selb nicht mit
seiner NS-Vergangenheit fertig wird: Entweder will er sich nicht mehr mit der Frage
beschiftigen, oder er scheitert an der Suche nach einer Antwort, oder aber er will sich damit
nicht beschiftigen, weil er an der Suche nach einer Antwort scheitert. Selbs Versuch, seine
Vergangenheit zu tiberwinden, dufiert sich in einem interessanten Detail. Seinen Doktortitel,
den er als Staatsanwalt mit Stolz trug, hat er nach 1945 als Privatdetektiv abgelegt (SB, S. 123).

29Nur wenig spater hat Selb einen erneuten, dhnlichen Traum, der diese Deutung zu unterstiitzen
scheint (SM, S. 240).
20Vgl. Donahue, The Popular Culture Alibi, S. 469.
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Andererseits scheint es, als ob Selb - wenn auch vielleicht unbewusst, sozusagen instinktiv -
den Wunsch verspiirte, Wiedergutmachung zu leisten. Der Mord an Korten wurde oben bereits als
Versuch gedeutet, fritheres Fehlverhalten zu kompensieren. In einer Unterhaltung mit Tyberg
versucht Selb dann, zu erklaren, wieso er als Privatdetektiv so unangepasst ist, wieso er sich scheinbar
ohne schlechtes Gewissen unkonventioneller, ja sogar illegaler Mittel bedient und dazu tendiert,
Fille als personliche Auseinandersetzungen, in die er sich fast zwangsldaufig selbst verstrickt,
zu betrachten: ,Ich bin viel zu oft bei meinem Leisten geblieben. Als Soldat, als Staatsanwalt,
als Privatdetektiv - ich habe gemacht, was man mir gesagt hat, dafs es mein Handwerk ist, und
habe den anderen nicht in ihres gepfuscht. Wir sind ein ganzes Volk von Schustern, die bei
ihrem Leisten bleiben, und schauen Sie sich an, wohin uns das gebracht hat” (SB, S. 170).

In diesem sehr emotionalen Moment behauptet Selb also, dass Unterwiirfigkeit und blinder
Gehorsam im dritten Reich zur Katastrophe fiihrten; sein heutiges Verhalten wére der Versuch,
Wiedergutmachung zu leisten. Obwohl ihm Tyberg vehement widerspricht, scheint es, als
wolle sich Selb rehabilitieren, ,in reversing the authoritarian character traits he imbibed during
the Nazi era”2.

Die erste relevante Stelle in Selbs Mord ist besonders aussagekriftig. In Bezug auf sein Leben
in den 1940er Jahren in Berlin gesteht der Detektiv: ,Ich mochte mich nicht erinnern” (SM, S. 89).
Dies konnte als Selbs Grundeinstellung aufgefasst werden: Er versucht, wenn moglich seine
Vergangenheit von sich fern zu halten. Gerade deshalb sind seine Ermittlungen in Selbs Justiz
umso schmerzhafter, weil er die Augen nicht mehr verschlieffen kann und eingeholt wird.
Ahnlich schmerzhaft ist ein Ereignis wihrend seines kurzen Aufenthalts in Berlin. Selb gerét in
eine Auseinandersetzung mit jungen Neo-Nazis, die ihn zwingen, , Heil Hitler!” zu schreien, da er,
der ,Opa”, beim ,Fiithrer” ,noch dabei” gewesen war (SM, S. 91). Nach massiven Drohungen
gibt Selb nach, wird aber dennoch ins Wasser geschmissen; im Nachhinein ist er von sich selbst
enttduscht: ,Ich hatte die Gelegenheit gehabt, richtig zu machen, was ich seinerzeit falsch
gemacht hatte. Wann hat man das schon! Aber ich habe es wieder falsch gemacht” (SM, S. 93).

Dies ist eine der wenigen Stellen, an denen Selb zugibt, frither gefehlt zu haben; man kann
sogar Schuldgefiihle, aber auch eine gewisse Resignation spiiren. Allerdings ist wieder einmal
auffillig, wie schnell er den Vorfall wieder vergisst bzw. nicht mehr darauf eingeht. Nur
wenige Tage spdter gerdt Selb in eine dhnliche Situation, wird diesmal aber von Linken
angegriffen: ,Wir sind die Antifa!” (SM, S. 107). Auch diesmal wird er drangsaliert und in den
Kanal geworfen. Selb fragt sich, ob er diese ,Strafe” verdient: ,Fiir die ,Heil Hitler!" vor vielen
Jahren und fiir das Unheil, das ich als Staaatsanwalt damals angerichtet hatte - vielleicht
verdiente ich daftir mehr Strafe. Aber nicht von diesen Kindern” (SM, S. 107).

Bei Selb scheint also durchaus das Bewusstsein vorhanden zu sein, dass er mit seiner Schuld
,davongekommen” ist, dass er fiir seine Schuld nicht biiffen musste. Er lehnt es aber
gleichzeitig ab, sich den folgenden Generationen - wenn auch hier in einer extremen Form - zu
stellen und fiir seine Vergangenheit gerade zu stehen. Diese beiden Episoden lassen natiirlich
viel Raum fiir Interpretationen. Wieso etwa hat sich Selb wieder in Gefahr begeben? War es
eine Art unbewusster Drang, sich doch mit der Vergangenheit zu beschiftigen, sich ihr doch zu
stellen, der ihn zurtick zum Ort der ersten Misshandlung fiihrte? Die beiden Episoden zeigen
jedenfalls deutlich, wie relevant das Thema Nationalsozialismus auch nach fast 60 Jahren noch
ist, einerseits wegen der immer noch schwelenden, unbelehrbaren rechtsradikalen Bewegung,
andererseits als politischer Gegner und Feindbild fiir die entgegengesetzte Einstellung.
Donahue sieht diese Stellen dufSerst kritisch: Er beméngelt, dass Selb hier als Opfer dargestellt
wird. ,Selb does nothing to deserve such violence, and thus gains our unalloyed sympathy.”232
Im Kontext der Trilogie sei dies problematisch, da der Téater, dessen Schuld ungeniigend
dargestellt und illustriert wird, als Opfer erscheine. Das Verhiltnis zwischen dem Insistieren
auf Selbs Opferstatus - der sozusagen implizit auf das ganze deutsche Volk ausgedehnt wird -
und der Erinnerung an die eigene Schuld sei somit defizitar.23

Z1Donahue, The Popular Culture Alibi, S. 471-472.
22Donahue, The Popular Culture Alibi, S. 471.
23Vgl. ebd., S. 470.
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Schliefilich griibelt Selb tiber die Griinde seiner verbissenen und hartnédckigen Ablehnung
gegentiber des Bankiers Welker nach, die ihn den eigentlich bereits abgeschlossenen Fall
weiterverfolgen ldsst: ,[Ich fragte mich,] ob ich etwas gegen Welker hatte. Neidete ich ihm
seinen Reichtum, seine Bank, sein Haus, seine Kinder? [...] Die Leichtigkeit, mit der er durchs
Leben ging? Die Fahigkeit, sich von dem Schlechten, das ihm geschah und das er tat, nicht
beriihren zu lassen? Gibt es eine Mifigunst des Alters gegentiiber der Jugend? Der Kriegs- und
Nachkriegs- gegentiber der Wirtschaftswundergeneration? Der Schuldigen gegentiber den
Unschuldigen? Fraf$ an mir, [...] [d]af8 ich mich nicht auch so unschuldig, unbeteiligt fiihlte?”
(SM, S. 211).

Selb gesteht nun eindeutig, dass er unter Schuldgefiihlen leidet. Seine negativen Gefiihle
gegentiber Welker haben zwei unterschiedliche Ursachen: Er wire gerne, wie Welker und auch
Korten, in der Lage, Schuldgefiihle einfach zu verdrangen. Wie oben geschildert, versucht er
dies ja stindig, allerdings, so scheint es, verhindern seine hohen Moralvorstellungen zumindest
phasenweise ein bequemes Leben ohne immer wieder sich einstellende Gewissensbisse. Zudem
spielt Selb auf die ,Gnade der spdten Geburt” an; jiingere Generationen, z. B. die Welkers,
hitten das Gliick, aufgrund des jungen Alters nicht in die nationalsozialistischen Verbrechen
verstrickt zu sein. Damit impliziert er jedoch, dass die Verstrickung in NS-Verbrechen ein fast
zwangsldufiger, unabwendbarer Vorgang gewesen ist; die eigene, individuelle Verantwortung
hilt Selb wieder einmal relativ gering.

Insgesamt fiihren Selbs Betrug und Selbs Mord die in Selbs Justiz aufgeworfene Problematik
weiter, ohne sie jedoch weiter zu vertiefen; bereits im ersten Roman vorhandene Konflikte
werden lediglich weiter illustriert und verdeutlicht. Dennoch wurde offensichtlich, dass die
Trilogie als Ganzes betrachtet und interpretiert werden muss.

Fazit

,Man wiirde die Entwicklung in der Bundesrepublik [...] missverstehen, wollte man sie als
einen kumulativen Fortschritt deuten und als einen Weg beschreiben, der vom Dunkel einer
fragwiirdigen Vergangenheitsverschwiegenheit und Schuldverdrangung ins Licht einer
vorbildlichen Vergangenheitsaufkldrung und florierenden Erinnerungskultur gefiihrt hat” 23

Bernhard Schlinks Figur Gerhard Selb scheint eine literarische Stiitze fiir diese These
Reichels zu sein. Seine Entwicklung miindet keinesfalls in einen zunehmend kritischen und
vorbildlichen Umgang mit der eigenen NS-Vergangenheit, genausowenig lernt er, sich mit
kritischer Distanz und Reflexion zu erinnern. Vielmehr ergibt sich ein relativ komplexes Bild
des &ufierst ambivalent angelegten Charakters Selb. Er schwankt zwischen radikaler
Verdrangung und dem Eingestehen von Schuldgefiihlen, zwischen Verharmlosung und
Ablehnung eigener Verantwortung und dem Bewusstsein, schwere Verbrechen begangen zu
haben. Auf der einen Seite gefallen dem Leser Selbs Hang zum Genuss, sein einnehmender Ton
und seine ethischen Grundsétze, die ihn als Gerechtigkeitsfanatiker erscheinen lassen; auf der
anderen Seite wirkt es oft befremdlich, wie schnell und wie leicht Selb Gedanken {iber eigene
Schuld und eigene Vergehen wieder verscheuchen kann. Gerade deshalb fillt es schwer, die
Frage der Sympathielenkung zufriedenstellend zu beantworten. Die in der amerikanischen
Forschung vorherrschenden Interpretationen, die Schlinks Romane geradezu verdammen und
ihnen die Literarizitdt absprechen,?> missachten einen sehr wichtigen Aspekt: Selbs Geschichte
ist eine Geschichte des Scheiterns. Er findet keine definitiven Antworten auf die vielen Fragen,
die er aufwirft, ebensowenig findet er einen Weg, seine Vergangenheit anzunehmen oder damit
zu leben. Die Krankheit, die ihm immer mehr zusetzt, kann als eine Art Metapher fiir Selbs tief
gestortes Verhiltnis zu seiner Vergangenheit angesehen werden. Selbs eklatante Unfidhigkeit,
auch nach etlichen Jahrzehnten einen gesunden Umgang mit Teilen der eigenen Biographie zu

24Peter Reichel, Vergangenheitsbewiltigung in Deutschland. Die Auseinandersetzung mit der NS-
Diktatur von 1945 bis heute, Miinchen 2001, S. 201.

2%5Ein Einwand Donahues ist allerdings sehr zutreffend; er bedauert, dass in den Selb-Romanen eine
junge Figur fehlt, die sich fiir Selbs Vergangenheit interessiert und diese kritisch beurteilt. Vgl. Donahue,
The Popular Culture Alibi, S. 469.
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pflegen, entbehrt nicht einer gewissen Tragik. Unter dem Deckmantel des Unterhaltungsgenres
Krimi konfrontiert Schlink den Leser mit einem Thema, dass nicht nur in politischen und
intellektuellen Diskursen, sondern - wie Selbs Beispiel zeigt - auch auf der Ebene des Einzelnen
immer noch aktuell ist. Gerade Selbs Ohnmacht und das Ausbleiben von Antworten und
Losungsvorschldgen liefern einen eindrucksvollen und an manchen Stellen beklemmenden
Beleg fiir die , Gegenwart der Vergangenheit”.
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A SEMIOTIC APPROACH TO THE ACT OF NAMING HOUSES
IN VICTORIAN NOVELS
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Abstract
The semiotic approach to the act of naming houses found in 19%-century English novels is meant to reveal the
significations of a common cultural practice of the time, particularly belonging to middle-class and wealthy families
owning a house/manor/hall: that of attributing names to houses.

Rezumat

Abordarea semioticd a nominalizdrii locuintelor in romanele din sec. al XIX-lea are drept scop dezviluirea
semnificatiilor unei practici culturale comune a timpului dat, si anume cea de a atribui nume caselor, conacelor,
salilor etc., adicd locuintelor care apartineau famiilor de mijloc si celor bogate ale societitii.

I. An author is almost always purposive in using allusive and symbolic names, although he
may not be aware of the entire range of significations that a name may contain.

Names act as descriptors and individualizers, but also as social classifiers?¢: we noticed the
fact that, in 19t-century English novels, there are names attributed to large houses, halls and
manor houses belonging to the wealthy, while the poor or the lower classes usually live in
dwellings referred to only by common nouns such as cottage or small house. Examples of
house names in 19th-century English novels include: Satis House in Ch. Dickens’ Great
Expectations; The House of Dombey and Son and the “Castle” in Dickens” Dealings with the Firm
of Dombey and Son: Wholesale, Retail and for Exportation; The Rookery, Salem House - the school,
Murdstone and Grinby’s warehouse in Dickens” David Copperfield; Gateshead Hall, Thornfield
Hall, Lowood School, Vale Hall, Moor House, Ferndean Manor-House in Ch. Bronté’s Jane Eyre;
Wuthering Heights and Thrushcross Grange in E. Bronté’s Wuthering Heights, Wildfell Hall,
Grassdale Manor and Lindenhope in A. Bronté&’s The Tenant of Wildfell Hall, Blooms-End,
Mistover Knap, the Inn of “The Quiet Woman” and the house at Alderworth situated in a place
called Devils Bellows in Thomas Hardy’s The Return of the Native.

From the examples above, we may draw certain conclusions which may help us establish a
taxonomy of toponymic structures based on the way in which place names are created:

- personal names, which may also include historical names or names of saints (“Dombey and
Son”);

- descriptive names which, according to Baker and Carmony?7, may refer to some
“identifiable characteristic of an area (distinctive local wildlife, a particular hue of the area, or
noteworthy botanical specimens)” (“Thornfield Hall”, “Grassdale Manor”, “Vale Hall”,
“Ferndean Manor”), or may be “inspired by some peculiarity of the locale not linked to a
tangible characteristic” (“Wuthering Heights”, “Wildfell Hall”);

- “inspirational names may refer to some characteristic of the inhabitants” (“Satis House”), to
the “putative pleasant climate of the places (“Lindenhope”) and humorous names are given
with an explicit amusing intention” (the “Castle”).

There is sometimes some kind of explanation of the origins of the names of houses based on
some local legend or some anecdote, but most of the times historical truth and evidence is not
quite a part to be taken into consideration: this process of explaining the name of a house adds
mystery to the place, and feeds the readers’ taste for fairy-tale like settings, be they welcoming
ones or not; on the other hand, most of the times, the name of the house is placed as a label
upon a certain location and is left to signify by itself. Another important aspect with the act of
naming houses as presented in 19%-century English novels is the fact that although the houses
in question belong to the wealthy, it is still the common people who attribute a legend or an
explanation to the origin of the house’s name. This may be regarded as one of the writers’
‘subtle” stratagem which is part of the entire process of revealing the Victorian true spirit hiding

26 Anderson, 2007, p. 100-101.
B7gpud Mordrasu, 2007, p. 91.
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behind the polished facades of their houses: thus, on the one hand, the writer exculpates
himself/herself by saying something like “it is said/it is believed by most people in the region
of X that ...” and, on the other hand, the truth is told and illustrated. For example, the
responsibility for the word “wuthering” is attributed to the provincials - “”Wuthering’ being a
significant provincial adjective” (WH, p. 46), the word “significant” being quite full of meanings:
an adjective which is important for the provincials, or an adjective which is important through
what it signifies in relation to the house itself - or Satis House - “which is Greek, or Latin, or
Hebrew ... for enough” and meaning that “whoever had this house could want nothing else”
(GE, p. 86), subtly reminding us of the Victorians” most precious embodiment of their values
and needs: the house. Sometimes, even a mere ironical touch tells us more than a hundred extra
words would have said: for example, Dickens’ novel Dombey and Son where, although the firm
is called “Dombey and Son”, the house in which Dombey lives with his family is actually
transformed into a firm, and all the household behaves accordingly: “ “The House will once
again, Mrs Dombey’, said Mr Dombey, ‘be not only in name but in fact Dombey and Son’” (DS,
p. 5), irony immediately comes to set the truth to its rightful place in the minds of the readers:
“Common abbreviations took new meanings in his eyes, and had sole references to them: AD
had no concern with anno Domini, but stood for anno Dombei - and Son” (DS, p. 6).

While opinions diverge upon whether personal proper names carry any signification,
besides the simple function of designator (J. S. Mill considers that proper nouns are only
denotative, while Russell disagrees with him saying that as soon as a thing is named, it acquires
as part of the meaning of its name some of the properties of its bearer®), with names of houses
we may argue that they clearly signify something, be it on the lexical, semantic or syntactic and
pragmatic level, or/and on all of these levels combined. We may look at house names as “titles’
of the respective houses (houses as texts to be read and deciphered) - in fact, some titles of
novels contain names of houses: E. Bronté’s Wuthering Heights, A. Bronté&’s The Tenant of Wildfell
Hall - which can be considered from a semiotic point of view. The title?® - the name - is thus a
microtext which defines, evokes and makes something valuable. At the same time, according to
the focalization of the reader’s interest, such a title as “Wuthering Heights” draws attention to
the spatial frame.

We shall here try to apply Peirce’s triadic model of the sign% to names of houses in order to
understand the relationships that are established between the name of a house and its
inhabitants, and how these connections are established. We also base our analysis on the rela-
tion inhabitant - inhabited place which is not a univocal process of determination. The process
of inhabiting as the human activity would degrade itself without a subjective fingerprint,
without a relationship establishing itself between the human subject and the surrounding
environment; the act of inhabiting, although apparently involving a static principle, implies
these types of actions: active reception, permanent intentionality and conscious transformation;
the living situation involves an interaction of the cause-effect type in which the effect reshapes

8apud Mordrasu, 2007, p. 34-35.

29According to Cmeciu’s course (Cmeciu, 2003) on the semiotics of titles, who uses the models of
Benveniste (1974), Genette (1970), Derrida (1976), Raymond (1982/1978), Roventa Frumusani (2000).

20Charles Sanders Peirce (Peirce, 1990, p. 278-275, 2.230, 2.231, 1.313, 2.303) formulated a triadic model
of the sign consisting of: the representamen: the form which the sign takes (not necessarily material though
usually interpreted as such) - called by some theorists the ‘sign vehicle’; an interpretant: not an
interpreter, but rather the sense made of the sign; an object: something beyond the sign to which it refers
(a referent). According to Peirce’s own words: “A sign ... [in the form of a representamen] is something
which stands to somebody for something in some respect or capacity. It addresses somebody, that is,
creates in the mind of that person an equivalent sign, or perhaps a more developed sign. That sign which
it creates I call the interpretant of the first sign. The sign stands for something, its object. It stands for that
object, not in all respects, but in reference to a sort of idea, which I have sometimes called the ground of
the representamen” (idem, p. 269, 2.228). The sign cannot exist without all these three elements, being a
unity of what is represented (the object), how it is represented (the representamen) and how it is
interpreted (the interpretant).
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its cause: the arranged space/the house influences the act of inhabiting by the way in which the
inhabitant/the individual/the community responds to it objectively or subjectively. The
signification of a house’s name will borrow and lend at the same time meanings from and to the
owner(s)/inhabitant(s).

By applying Peirce’s triadic model of the sign to names of houses, we reach the following
statements:

- the representamen, the form which the sign takes, is usually represented by one or two
words: Satis House, Thornfield Manor, Rookery, Wuthering Heights.

- the interpretant, not necessarily an interpreter, but rather the sense made of the sign: the
signification that the name of the house unfolds, together with all the meanings that such a
name may allude to, or that may result from the process of semiosis - the interaction between
the representamen, the interpretant and the object.

- the object, something beyond the sign to which it refers, a referent, the house viewed from
the perspective of the name’s signification. We may thus draw the conclusion that it is
impossible for the representamen and the interpretant not to influence one’s perception of the
respective object/house.

The analysis of the process of semiosis will allow us to reveal the way in which signification
is produced, on the one hand, by these interactions and relationships established between the
representamen, the object and the interpretant as constituents of the concept of name as a sign,
and on the other hand, by the relationships established between the name as a sign and the
context of its use.

II. Besides the identificatory and classificatory function of names, Anderson2#! also mentions
the names’ capacity of differentiation. The Victorians” preference for the act of naming their
houses can be thus translated into their desire to identify, classify and differentiate themselves;
thus, the act of naming houses is used:

- to identify who the owners and their families are, the house being usually inherited from
parents and grandparents, the (name of the) house being associated with the (name of the)
family, the older the family’s name the better; also, to identify oneself as the new owner of a
house, or as the builder of the house, implying the fact that as long as one affords to own/built
such a house, one has enough money and power as to belong to the higher classes; this does not
mean that the house necessarily takes the name of the family, but it may have a name of its own
and be inhabited by several generations/families with different family names;

- to classify themselves as belonging to the upper-classes since they live in such a stately
manor house, as implicitly embodying and behaving according to the principles of
respectability, domesticity and stability;

- to differentiate themselves from the lower-classes, from immorality (Victorians often
considered the poor to be immoral just because they were poor).

When referring to the properties of the “ideal proper name”, Duke2*2 mentions the following;:
“precise identification”, “brevity”, “ease of memorization”, and “formal marking of onomastic
status.” The act of naming houses as presented in 19t-century English novels is also part of the
writer’s narrative technique, meant to ironically show what the inhabitants of the respective
house are described as wanting to hide, or to directly signify what is later reinforced by the
descriptions of the inhabitants and their “inhabiting rituals’.

The production of signification with the act of naming houses works on three levels: lexical,
semantic and syntactic.

On the lexico-semantic level, the act of naming translates itself as the act of applying a word
or a group of words to a thing/being with a view to distinctly designate it and to distinguish it
from other things/beings of the same class. The lexical level represents a first clue for the
analysis of the signification produced by names of houses in 19t-century English novels since
the choice of words is not arbitrary but carefully selected. For example, the metaphorically-

21 Anderson, 2007, p. 101.
22Duke, 2005, §§3.2.2.1, 3.4, apud Anderson, 2007, p. 105.
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constructed names of Th. Hardy’s The Return of the Native: Blooms-End and Mistover Knap:
“end” meaning, among other things, ‘the ultimate state’, the whole name may imply the fact
that ultimately, the respective house allows for a blooming of the soul; on the other hand,
Mistover Knap - ‘mist over hill” - already implies confusion, misunderstandings, a failure to
see clearly, a paradoxical juxtaposition of terms since the “hill” signifies a vantage point, but the
mist is there to blur and distort the view - it is no wonder then that Eustacia’s principles,
desires and thoughts are ‘distorted’.

The names of the houses will reveal their full significations only when put into the intricate
design of the novel’s plot and in relationship to the characters and their names. The
representamen and the interpretant influence and condition each other in the semiotic process,
so that the object beyond them becomes a kind of common denominator: the signification of the
name is gradually and eventually supported by the signification of the house.

On the semantic level?®3, a certain name singles out a certain entity, and by choosing a name
for a house, writers “single out” that certain house by using, usually, one or two words, words
which add their metaphorical or symbolical content to the signification of the name. The name
thus “saves’ the writer’s and the reader’s time, but also condenses the richness of significations
into those one or two words; on the other hand, several descriptions of the same house happen
to occur throughout a novel, so that the signification of the name is reminded and strengthened
over and over again.

For example, in Ch. Dickens’ Great Expectation, the house’s name, i.e. Satis House, is
explained in Chapter 8, followed immediately by a description of the house: “some of the
windows had been walled up [...] the great front entrance had two chains across it outside [...]
and still it was all dark, and only the candle lighted us” (GE, p. 84-86); another description
occurs in Chapter 11: “there was a clock in the outer wall of this house. [...] it had stopped at
twenty minutes to nine.” (p. 108); then again in Chapter 17 - “so unchanging was the dull, old
house, the yellow light in the darkened room” (p. 152) —; Chapter 29 - “its seared red brick
walls, blocked windows, and strong ivy clasping even the stacks of chimneys with its twigs and
tendons, as if with sinewy old arms” (p. 253) —; Chapter 38 - “it is needless to add that there
was no change in Satis House” (p. 320) —; Chapter 49 - “the lighted candle stood in the dark
passage within, as of old” (p. 407) -; and Chapter 59 - “there was no house now [...] I saw that
some of he old ivy had struck root anew, and was growing green on low quiet mounds of ruin”
(p. 491). Each time a description of the house is made, the same pervading elements of the
house seem to be the iron bars of the gate, the darkness of the corridors, the rooms lit by
candles, the stopping of time, and the yellowish colour associated with Miss Havisham and her
clothes. The narrative flows “in loops’, in a continuous movement of leaving and coming at Satis
House, supporting the statement that Satis House stands at the centre of the novel; the act of
Pip walking Miss Havisham around the room stands as a synecdoche for the entire plot: it
seems that on the tunes of the song of “Old Clem”, Pip not only walks Miss Havisham around

23 Anderson (2007, p. 164) quotes several name theorists - among whom Serensen (1963), Seppanen
(1974), Lyons (1977), Conrad (1985), Pulgram (1954), Nuessel (1992) - particularly concerned with the
semantic properties of names and their origins, some of these discussions being based on etymology and
the onomastic tradition; others, such as Thrane (1980), exclude sense from names, while some linguistic
scholars and philosophers - Kleiber (1981), Lass (1973) - consider names as marginal even to the
semantic structures of languages. However, these considerations refer particularly to proper names of
persons, therefore we shall use Gardiner’s (1954, p. 42, apud Anderson, 2007, p. 164) definition of a proper
name as “a word referring to a single individual” that we consider as best applying to our current study:
names of houses in 19th-century English novels may be defined, first and foremost, as words or groups of
words referring to a single house, a first characteristic of the object signified by the name being that of
singularity. Serensen (1963, apud Anderson, 2007, p. 165) reduces the names” descriptive qualities to the
advantage of quickening and shortening the otherwise tiresome act of denomination, which would
sound like “the person who is ...” in the absence of proper names, admitting however the fact that it is
important for names to refer to only one thing/being, a name with more than one bearer having,
implicitly, more than one meaning.
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the room, but leaves and returns to Satis House in an almost ritualistic manner: the occurrences
of the descriptions of Satis House happen approximately once every ten chapters.

The name of a house is usually a noun phrase, constituted of a head noun (usually one of the
words ‘house” or ‘hall’) and a modifier which is usually a noun or an adjective. In their turn,
certain modifiers are the result of composition, one of the oldest ways of word-building in
English?#: “a process of coining new words by combining grammatically and semantically two
or more than two stems or roots.” Moreover, using composition as a process for constructing
names of houses and of places seems to provide writers with a richness of possibilities in
associating different meanings within the same word, so that the result is a far more
metaphorical, poetic and symbolic expression than would have been otherwise. The names of
houses in Victorian novels are thus constructed, from the very beginning, to fit the authorial
intention concerning not only the respective house as a spatial frame, but also the relationship
of the house with its inhabitants - the novel’s characters. This is why the house as a semiotic
object starts to signify as soon as its name is mentioned.

Let us take, for example, the names of Grassdale Manor, Lindenhope and Wildfell Hall in A.
Bronté’s novel “The Tenant of Wildfell Hall”, pretend that we have not read the novel, all that
we know being these two names of houses, and see their impact upon the reader’s expectations.

The word “Grassdale” is made up of the words:

- “grass”: herbage suitable or used for grazing animals; land (as a lawn or a turf racetrack)
covered with growing grass; a state or place of retirement (e.g. “put out to grass’) (SOEDHP, p.
823).

- “dale”: an elongate depression of the earth’s surface usually between ranges of hills or moun-
tains; an area drained by a river and its tributaries; a low point or condition (SOEDHP, p. 450).

The reading of the name of “Grassdale Manor” already echoes with certain implied significa-
tions: seclusion and isolation are meanings contained in both words “grass” and “dale”; however,
fertility and life is suggested again by both words: the green grass as a symbol of the power of
regeneration, and water as the symbol of life. Therefore, can we expect the inhabitant of such a
manor to be (feeling) somewhat isolated, lonely, but at the same time to be young, full of hopes
and of potential to recreate one’s life? If we read the novel, our expectations are confirmed and
strengthened: once married to Arthur, Helen is “settled down as Mrs Huntingdon of Grassdale
Manor”; after the honeymoon speedy trip to France and Italy, she is “deposited” again at Grassdale,
“safely installed ... just as single-minded, as naive and piquante as [she] was” (TWH, p. 158-159)
by her husband who is willing to keep her away from society so as not to spoil her; in fact, he
keeps her there, almost all alone, except for the servant, while he makes several longer or
shorter stays in London, entertaining himself with the high society there; her position is infe-
rior, as the discourse of the master shows it: “ “You may go,” said he, ‘if you've done. I don't
want you.” I rose and withdrew to the next room.” (p. 167); marriage also means loneliness,
isolation and lack of affection: “two persons living together, as master and mistress of the
house, and father and mother of a winsome, merry little child, with the mutual understanding
that there is no love, friendship or sympathy between them” (p. 252). The positions and the
roles at Grassdale are clearly established. But the green colour of change and hope flashes upon
Helen's secret departure from Grassdale - together with her little son Arthur, and her servant,
Rachel. The sense of freedom is suggested by the “draught of that cool, bracing air” inhaled by
Helen once she is out the gates of the house, with “no shadow of remorse” (p. 304).

Applying a similar analysis to the name of “Lindenhope”, we may see that it stands alone as
a composed noun, being followed neither by “hall” nor by “house”, therefore suggesting a
fairy-tale realm, with no boundaries involved. In fact, it is described, by Gilbert, as a place of
bliss, warmth and comfort: “the gleam of a bright red fire through the parlour window”
immediately cheers him up as he approaches the house “one cold, damp, cloudy evening,
towards October” (p. 9), and once inside the house, he is welcomed by the kindness of his
mother, sister and brother; he is treated as a master, as he is invited to have the privileged seat

24Hulban, 2001, p. 77.
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near the fire, after which they all talk over a nice cup of tea. Later on, Gilbert describes it as “my
home where all comparatively was light, and life, and cheerfulness” (p. 83).

The name of Wildfell Hall stands for an improper place for dwelling, strengthened both by
the public opinion of the local society who wonder at who might have come and inhabit such a
desolate house, and by the legends and stories inspired by that place: “they presented all of
them a goblinish appearance, that harmonized well with the ghostly legends and dark
traditions our old nurse had told us respecting the haunted hall and its departed occupants” (p.
18). However, while the atmosphere of Grassdale sickened (p. 239) and stiffened Helen (p. 300),
she looked eagerly for her escape to Wildfell Hall where a “tolerably snug little apartment” (p.
305) is more than enough for her tranquility. Wildfell Hall will signify her failure in the attempt
to make her husband a better man, in attaining conjugal happiness by his side, her dropping
into a lower social position (from a mistress and wife to a self-assumed role of widow); she will
commit the immoral act - according to Victorian conventions - of leaving her husband and
hiding her true identity. On the other hand, it is at Wildfell that she manages to support herself
as an artisan, and to be “comfortably settled in [her] new home” (p. 306); she “fells” the
wilderness around her by airing the house, lighting a cheerful fire, by transforming one of the
parlours into her studio, and arranging some flower beds in the garden. However grim and
desolate as it may seem from the outside, and from the inside, it is nevertheless the best asylum
ever: “I was glad to ascend the stern-looking staircase, and lie down in the gloomy old-
fashioned bed, beside my little Arthur [...] but sleep was sweet and refreshing when it came,
and the waking was delightful beyond expression” (p. 306).

We will focus upon the pragmatic level of semiosis with Victorian house names as signs when
dealing with the semiotic relationships within the act of naming Victorian houses (section IV).

In conclusion to this section of the paper, names of houses are signifying units which can be
separated from the context of the novel and still produce meaning.

IIL In this section of the paper, we shall focus upon the act of naming Victorian houses and
that of numbering modern houses.

According to Rybczynski?#5, a medieval house, like church bells, swords and cannons, “was
given a name and thus was personified, a practice which has continued till now but has now
largely been overtaken by numbers, which offer anonymity and represent economic rather than
emotional value.” As we have already seen from the examples above, Victorians named their
houses particularly to identify, differentiate and classify themselves on the scale of the social
hierarchy. We make use of Rybczynski’s statement as a starting point for our analysis in the
current section, not necessarily disagreeing, but rather completing the assertion with several
personal observations so that it may suit our purpose. Starting from Shakespeare’s lines
“What's in a name? That which we call a rose/By any other name would smell as sweet”2¢, we
shall attempt to analyze the act of naming houses vs. the act of numbering houses so that we
may reach some conclusion concerning the signification of these two acts. Another aspect
supporting the idea that the act of naming houses with the Victorians does not exclude an
economic value is given by the writers” choice to inspire their descriptions of fictional houses
from real-life Victorian houses. According to Sanders?¥’, the small suburban house in Bayham
Street, Camden town where Dickens’ family moved in 1822 represents the model for Traddles’
home described in Chapter 27 of David Copperfield; in Chapter 2, ‘Mrs. Micawber’s Boarding
Establishment for Young Ladies’ is described as resembling the private school for girls which
Dickens” mother attempted to set up in Gower Street North, in 1823, both of the establishments,
the fictional and the real one, bringing no results. The shoeblacking factory - Warren’s of 30
Hungerford Stairs, between the Strand and the River Thames - where Charles worked when he
was 12, and which Dickens himself described in his unfinished autobiography clearly resembles

25Rybezynski, 1986, p. 25-35, apud Madanipour, 2003, p. 78.

26Shakespeare, W. Romeo and Juliet, Act 1, Scene 1 //“The Complete Works of William Shakespeare”,
Hertfordshire, Wordsworth Editions Ltd., 1999, p. 257.

27Sanders, 2003, p. 2-21.
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Murdstone and Grinby’s warehouse (DC, p. 165). Besides the closely resembling descriptions of
the warehouse in the novel and the real shoeblacking factory, there is the structure of the name
itself suggesting the same sense of reality: both of the names contain the owner’s name prefixed
to the building by way of the genitive; the owner is thus confirmed as the master of the
establishment - and implicitly of all those working within - but also as the possessor of the
implied economical and financial assets.

Dismissing Mrs. Gaskells” The Life of Charlotte Bronté - the first two chapters of which being
dedicated not to Charlotte, nor even to her ancestry, but to the place where she grew up and
spent most of her adult life - as misleading and at least a hundred years out of date - Julien Barker
comes with proofs documented by contemporary newspapers and reports and provides us with
a clear description of the Haworth parsonage - the model for Wuthering Heights and other
houses in the Bronté sisters” novels - but also with several examples of house names inhabited
by families which came into contact with the Brontés: “the Taylors of Stanbury and the Heatons
of Ponden Hall”, “the Greenwoods of Bridge House” - the only family identified by Mrs
Gaskell -, “Theodore Dury of Keighley and Thomas Crowther of Crag Vale”, “John Fennel of
Cross Stone.”2#8 The description of the Haworth parsonage justifies Emily’s giving in to her
interpretive imagination and calling it “Wuthering Heights” to suit her fictional purposes.2#

It is a real fact that in Victorian times addresses comprised just an individual’s name, the
terrace (a group of row houses) in which the house was situated, or the house name itself and
the town: for example, Jane Eyre advertises for governess mentioning the fact that the answers
“must be addressed to J. E., at the post-office there” (JE, p. 74) (i.e. at Lowton); this signifies the
fact that she had no house of her own, therefore no house name to mention in the
advertisement, and implicitly a clue to her financial situation: if one owned a house, it meant
that one’s financial situation allowed for it, therefore, no house name, no economic value
attached to the houseless. Another example is the address that Mr. Jaggers sends Pip on
arriving to London: “Little Britain, just out of Smithfiled, and close by the coach-office”, and
after being “packed up’ in the coach, Pip is taken to ‘a gloomy street, at certain offices with an
open door, whereon was painted Mr. Jaggers.” (GE, p. 187). According to the explanatory note
(p. 504), Little Britain is a street which still exists near St. Paul’s and the Old Bailey, running
between Aldersgate Street and Smithfield Market; it gets its curious name from the fact that it
runs through the site of the ancient town mansion of the Dukes of Briton (Brittany). But what
seems thoroughly unknown to Pip, is easily and rapidly identified by the coachman: an act
which denotes Jaggers” fame owed to his occupation, and implicitly his financial situation.

On the other hand, industrialization changed the face of the city: urban agglomerations
determined the construction of more and more terraced-houses, basement rooms, the
proliferation of buildings to the detriment of gardens and green spaces, this leading in its turn
to the need of identifying each of these dwellings through a more simple process and more
easily recognizable sign than the name: the number. For example, in Dickens’ David Copperfield,
the narrator sentimentally makes Mr. Micawber give his address to Pip - who will actually be a
lodger there - only by mentioning the street and the name of the row of terraced-houses,
swiftly trying to pull a lighter air and a softening effect upon the reality: Mr. Micawber was, in
fact, one of those trying to make an existence and keep out of the debtor’s prison - which he
fails after all -, moving from house to house in the attempt to keep up with the speed of change
and progress, being thus depersonalized: ““My address,” said Mr Micawber, ‘is Windsor
Terrace, City Road. I - in short’, said Mr Micawber, with the same genteel air, and in another
burst of confidence - ‘I live there”” (DC, p. 167). Micawber is obviously embarrassed at having

28Barker, Julien, “The Haworth Context” //Glen, Heather (ed.), The Cambridge Companion to the
Brontés. Cambridge: Cambridge University Press, 2002. P. 13-33.

29“The house itself was solid and uncompromising, the only concession to ornament being a
pilastered and pedimented central doorway. Like all the houses in Haworth, it was built of local stone,

hewn out of the quarries on the hillside behind, and roofed with stone flags to withstand exposure to the
winds” (Barker, apud Glen, 2002, p. 27-28).

103



to reside in such a “shabby” (p. 167) house and offers to come and lead Pip to the house
himself, for fear he might “lose” himself (p. 166), but the writer avoids to ‘force” his character
into confessing ‘the number” of his dwelling, as that would mean spoiling his identity which is
already starting to be contoured as that of an honest man who finally emigrates to Australia
and becomes a magistrate and a manager of the Port Middlebay Bank. Nevertheless, the
‘“untold” number is already there, since a row of terraced-houses implied the need to identify
each one of them separately.

IV. So far, our analysis has focused upon house names as descriptors, identifiers, classifiers,
briefly, signs which signify something unique. We shall further analyse the semiotic
relationships within the act of naming, and to defining the identity of a house name according
to the role it plays. The roles we have chosen to discuss upon are those of object - how people
use house names and to what purpose -, and that of agent - the way in which a house name
‘uses’ its inhabitants or how it influences people. Analysing the roles of object and agent that
house names may fulfill implies approaching the names of houses from a pragmatic
perspective, which means focusing upon the relationships between signs (house names) and
their users or interpreters (human beings). The questions?® we are trying to answer in the
current section of the paper are, for example: ‘Satis House at what date and time of the day?’ or
‘Satis House as a familiar environment or as a hostile one?’, or “Whose Satis House: Miss
Havisham’s, Estella’s or Pip’s?’, in which the name of ‘Satis House” can well be replaced by, for
example: “‘Wuthering Heights’, ‘Blooms-End’, “Thornfield Hall’, “The Rookery’, etc. It is the kind
of thing that the name of a house represents at different times and for different people that we
are interested in contouring.

Defining house names as objects will allow us to construct a finer picture of the way in
which “the talk of the town” used house names to pervert, distort, tinge somebody’s reputation,
or to snobbishly praise a human being’s worth in financial terms. House names functioning as
objects®! would thus fulfill the role of the ‘sought-for-label” - since in this case, house names act
as labels for the houses to which they are attached. Moreover, certain house names are
characterized by a double role, acting both as passive object and active agent, depending on the
way in which they are used in different parts of the novel and by different characters.

Z00ur analysis starts from certain theoretical considerations (Chandler, 2007, p. 60-61), according to
which the lexicon of a language is made up mostly of ‘lexical words” (or nouns) which refer to ‘things’,
but most of these things are abstract concepts rather than physical objects in the world. Proper nouns:
these have specific referents in the everyday world, only some of these referring to a unique entity (the
example offered by Chandler is the very long, unique and distinctive name of a Welsh village:
Llanfairpwllgwyngyllgogerychwyrndrobwllllantysiliogogogoch; he further states that even proper
names are not that specific as they are supposed to be: e.g., “a reference to ‘Charles Sanders Peirce” begs
questions such as ‘Peirce at what date?’, ‘Peirce as a philosopher or in some other role?’, or even “‘whose
Peirce?” (e.g. ‘Jakobson’s Peirce?’)” (Chandler, 2007, p. 60). Chandler further uses Peirce’s own observa-
tion that “a symbol ... cannot indicate any particular thing; it denotes a kind of thing” (Peirce 1990, p.
277-278); furthermore, words do not necessarily name only physical things existing in an objective
material world but may also label imaginary things and concepts.

Z1The structuralist semiotician and literary theorist A. J. Greimas (Greimas, 1966; Greimas, 1987)
‘semiotically reduced” Propp’s seven narrative roles (the hero, the villain, the donor, the helper, the
sought-for-person and her father, the false hero and the dispatcher, based on the characters’ different
functions in relation to the action or plot of the story) to three types of narrative syntagms as part of a
grammar of narrative which, according to him, could generate any known narrative structure: syntagms
performanciels - tasks and struggles; syntagms contractuels - the establishment or breaking of contracts;
syntagms disjonctionnels - departures and arrivals. According to Greimas, there are three binary
oppositions which underlie all narrative themes, actions and character types - called “actants’, simply
defined as names of roles, and these are: subject - object (Propp’s hero and sought-for-person); sender -
receiver (Propp’s dispatcher and hero - again); helper - opponent (conflations of Propp’s helper and donor,
plus the villain and the false hero). The subject is the one who seeks the object — that which is sought; the
sender sends the object and the receiver (also identified by Greimas as the hero) is its destination; the helper
assists the action and the opponent blocks it.
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Therefore, it will be no surprise if the mere shift in perspective upon the name of the house
completely changes its role.

One example of a house name acting as an object is that of Thornfield Hall in Ch. Bronté&’s
Jane Eyre, which is also associated with the idea of independence. The first time that Jane comes
into contact with the name of Thornfield is through the answer that she receives from Mrs.
Fairfax to her advertising as a governess: “J. E. is requested to send references, name, address,
and all particulars to the direction: - “Mrs Fairfax, Thornfield, near Milcote, -shire.”” (JE, p. 76).
The name of Thornfield immediately becomes the label of what she had so ardently been
hoping for, a place where she could escape from Lowood school. On receiving the answer, Jane
peruses the brief letter with such carefulness that the way in which she interprets the name of
Thornfield is expressed on the length of more than half a page, the discourse being a signifying
container of her most ardent wishes; her imagination makes out of the name of Thornfield what
she herself would have liked the place to be: “Thornfield! That, doubtless was the name of her
house: a neat orderly spot, I was sure; though I failed in my efforts to conceive a correct plan of
the premises” (p. 76). She mistakes Mrs Fairfax as the respectable owner of the house, and her
alleged impossibility of conceiving the correct plan of the premises supports the idea that Jane
did not look forward to getting at Thornfield in search of a tangible, stately, luxurious house,
but in search of her dreams and wishes, unfulfilled at the time.

Claude Brémond (1981) defines his narrative roles (agent, patient, beneficiary, victim,
adjuvant, opponent) as the conjunction between the fundamental roles of the narrative deep
structure of actant - general categories of behaviour or doing underlying all narratives (and not
only narratives) - and actor - which are invested with specific qualities in different
narratives?2. Bremond offers a detailed classification of the narrative roles identified by him,
but we shall here restrict ourselves to the functioning of house names as agents. In the broadest
sense, an agent is “an NP that plays a necessary role in the semantic concretization of a
narrative structure”2?. We have applied the cardinal agential functions (function understood as
a way in which agents fulfill their roles as bearers of narrative communication) identified by
Coste?>* to names of houses and we have reached such conclusions as:

1. House names as agents in their dynamic function transform situations or offer the
possibility to transform situations: for example, associating a (Victorian) woman’s name with
the name of a poor dwelling or, on the contrary, with the name of a stately mansion will
immediately transform the way in which she is regarded by the others. An example for house
names as agents in their dynamic function can be found in Hardy’s The Return of the Native
where Mrs Yeobright introduces herself to Venn as “ ‘I am Mrs Yeobright of Blooms-End” ”
(TRN, p. 40). The relationship here may be regarded as paradoxical, or double-sided: while the
name of Blooms-End is used by Mrs. Yeobright as an object to identify herself as the mistress of
that house, the name of the house acts as an agent - here, in a positive way - by associating her
with all the things implied by such a great house, therefore, situating her on a social and
financial position higher than the average of the place. Another example of - in this case more
clearly and less ambiguously defined - a house name acting as agent is Grassdale Manor in
Bronté’s The Tenant of Wildfell Hall: after marrying Arthur Huntingdon, Helen ponders upon the

B2Rimmon-Kennan, 1983, p. 14.

23Coste, 1989, p. 140.

24The three cardinal agential functions identified by Coste are: the dynamic function: in its dynamic
function, the agent is the subject or object of verbs of “doing”; “it transforms situations or offers
opportunities for situations to be transformed”; the panoramic function: this function consists in
“offering things to see or, more generally, to know, as they are, or might, or should be”; the agent in this
function is a bearer of descriptions, judgements, interpretations and other units of non-narrative
discourses; the focal function: agents are seen, observed, described by others; questions are asked about
them, and answers are given, with two observations: 1. when agents display their focal function by
becoming an object of attention, one or more other agents necessarily exert their panoramic function as a
counterpart, and 2. the “focal function may have, separately or jointly, two different, opposite and
complementary aspects: inquisitive and assertive” (Coste, 1989, p. 141-144).
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way in which the name of the house she now inhabits and is mistress of acts upon the way in
which she is regarded in society: “I am married now, and settled down as Mrs Huntingdon of
Grassdale Manor” (TWH, p. 159). She is aware that this is the name by which she will be
known, recognized and identified, and according to which she must behave: the name of the
house that she inhabits will identify and classify her, and also distinguish her as belonging to a
certain social class. The particle “of”, used here as a function word to indicate belonging or a
possessive relationship, is suggestive in both examples - Mrs Yeobright of Blooms-End and Mrs
Huntingdon of Grassdale Manor - by signifying the fact that the role of mistress of a large,
stately manor house implied a paradoxical state of affairs: on the one hand, this role implied
that the respective woman occupied a privileged place in society but, on the other hand, she
belonged to the respective house and had to act accordingly, particularly by fulfilling certain
social and domestic tasks and responsibilities.

2. House names as agents in their panoramic function offer the possibility of seeing,
knowing ‘their house’ - because, in the case of the name’s functioning as an agent, it is the
house which belongs to the name and not vice-versa - as it is, might or should be; for example,
once a name is ‘applied’ to a house - it does not matter by whom at this point in our analysis -,
it must “suffer” to be described, judged, interpreted by and within that name. An example for
house names as agents in their panoramic function is the inscription of Lowood school in
Bronté¢’s Jane Eyre. The school at Lowood bears, on a “stone tablet over the door”, the
inscription: “ “Lowood Institution’. - This portion was rebuilt A.D. -, by Naomi Brocklehurst, of
Brocklehurst Hall, in this county” (JE, p. 76). For the moment, we shall analyse this name as
agent in its panoramic function, but on the next page of the novel, it will be observed in its focal
function, which we shall discuss in the following section. The panoramic function of “Lowood
Institution” allows the name to describe the respective place as it is, might or should be: that is, an
institution is an established organization with a public character and with certain rules; an
institution might also be an economical, political or educational tool meant to serve certain
purposes; an institution should be the place where everybody should obey the rules by which it
is governed and behave accordingly. All of these meanings go hand in hand with the
Victorians” “passion” for conventions and rules. Once there, Jane is supposed to act and speak
according to the internal rules.

3. House names as agents in their focal function are the house names seen, observed,
described by the others; for example, house names become objects of attention in their focal
function when some character asks such questions as: “What does it stand for?’, or “What is the
origin of it?" In this case, the panoramic function of the other necessary agents will be fulfilled
by, for example, either the owner of the house, or the inhabitant(s), or somebody from the
outside.

The signification implied by the focal function of the name of “Lowood Institution” as agent
is offered with the help of Helen Burns immediately after Jane first sees the inscription and
thinks about what it may mean: “ ... What is Lowood Institution?” “This house where you are
come to live.” “And why do they call it institution? Is it in any way different from other
schools?” ‘It is partly a charity-school: you and I, and all the rest of us, are charity children. I
suppose you are an orphan: is not either your father or your mother dead?” “Both died before I
can remember.” “Well, all the girls here have lost either one or both parents, and this is called an
institution for educating orphans.” “(JE, p. 77)

The conversation continues and Jane finds out that although the friends or relatives of the
orphans, or even themselves pay fifteen pounds a year, they are still called “charity-children”
because fifteen pounds a year is not enough for “board and teaching”, the deficient being
supplied by subscription from benevolent-ladies and gentlemen in the neighbourhood; and that
Naomi Brocklehurst built the new part of the house and her son directs everything there.
Gradually, we learn the ‘rules’ of this institution: once one lives at Lowood, it means that
he/she is called an orphan; once one is an orphan, this means not enough money for board and
teaching, therefore, one is called a charity-child; once one is a charity-child, it means that
he/she is left to live at the mercy of not necessarily the benevolent ladies and gentlemen, but of
Mr. Brocklehurst who buys their food and clothes.
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V. In conclusion, names of houses, as represented in Victorian novels, acted as ‘labels” not
only in relation to the houses they were attached to, but also in relation to the inhabitants of
those houses: names were either used - as objects - to identify and classify somebody’s social
position and financial status, or they were agents themselves, ‘climbing” in the mind of some
character or another and monopolizing their imagination, wishes and dreams.
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Abstract

From ancient times French, Spanish, Romanian and Russian were in close contact. Consequently these
languages had interferences which can be observed today at every language level. Such interferences also exist in the
phonetics of these languages, both in the qualitative and quantitative features of the vowels. This fact allows the
researchers to include all these languages among the Indo-European languages.

Rezumat

Din cele mai vechi timpuri, limbile francezd, spaniold, romdnd si rusd au tnregistrat contact, iatd de ce, la toate
nivelurile acestor limbi, observam asemdandri. Existd ele si la nivel vocalic, atit in trdsdturile calitative ale vocalelor,
cdt si in cele cantitative, fapt ce permite cercetitorilor sd includd aceste limbi tn familia de limbi indo-europene.

1. Préliminaires

Les phonémes des langues se divisent, en premier lieu, en voyelles?5 et consonnes qui se
distinguent les unes des autres de deux points de vue: quantitatif?¢ et qualitatif.

Dans cet article nous proposons une breve étude comparée des systémes vocaliques frangais,
espagnol, roumain et russe. La perspective de recherche comparée s'impose par rapport a ces
systémes, premierement, parce que les langues qui les renferment, et notamment le francais,
'espagnol, le roumain et le russe, ont toujours été en contact grace, en premier lieu, au prestige
culturel européen et méme international d"une de ces langues. Il s’agit du francais et surtout de
celui des XVIIIe-XIXe siecles. Ce prestige a rendu régulier I'emprunt des unités frangaises en
espagnol?”, roumain?3® et russe? pour nommer des réalités purement frangaises (en esp.: garaje,
en roum.: garaj, en rus.: capax (du fr.: garage?); en esp.: asamblea, en roum.: asamblee, en rus.:
accambaesn (du fr.: assemblée); en esp.: barricada, en roum.: baricadd, en rus.: dappuxada (du fr.
barricade); en esp.: vitrina, en roum.: vitrind, en rus.: Bumpuna etc. (du fr.: vitrine) etc.) ou doubler
les unités qui existaient déja dans ces langues, tout ¢ca comme suite de l'influence de la mode
linguistique ou méme comme un snobisme expressif démesuré: en esp.: crema pour pasta (du fr.:
créme); en roum.: a ofensa pour a obijdui (du fr.: offenser), en rus.: mecve pour eocnooun (du fr.:

Z5Seulement dans certaines anciennes langues, disparues déja de l'usage, comme l'araméen, la
présence des voyelles est encore un sujet de débat scientifique.

Z6En frangais, par exemple, il y a 15 voyelles et 17 consonnes, mais en russe - seulement 5 voyelles,
mais 36 consonnes.

Z7A travers toutes les époques le francais a eu une forte influence sur I'espagnol dans I’Ancien (en
Europe (en Espagne), en Afrique (dans les colonies espagnoles)) et le Nouveau Monde - I’ Amérique et les
Philippines. Déja au Moyen Age 'espagnol a emprunté au francais des unités comme: fléche (en esp.:
flecha), employer (en esp.: emplear), jardin (en esp.: jardin), cheminée (en esp.: chimenea), malette (en esp.:
maleta), duc (en esp.: duque) etc. Au XVIe et XVIIe siecles cette langue a adopté les unités francaises mode
(en esp.: moda), parc (en esp.: parque), plaque (en esp.: placa), serviette (en esp.: servilleta) et paquet (en esp.:
paquete). Lors des derniers trois siecles, en espagnol ont apparu des unités francaises comme: pantalon (en
esp.: pantalon), blouse (en esp.: blusa), panne (en esp.: pana), boucle (en esp.: bucle), marron (en esp.: marron),
fiche (en esp.: ficha), bouteille (en esp.: botella) [html.rincondelvago...].

258Selon B. Cazacu et A. Rosetti, I'influence massive du francgais sur le roumain est due a I'instauration
du pouvoir phanariot en Mounténie et Moldova. Comme l'attestent ces chercheurs, les premieéres unités
francaises en roumain ont été celles du langage philosophique, apportées par A.T. Laurian qui, en 1846, a
traduit le manuel de philosophie d’A. Delavigne et a fait apparaitre en roumain de tels néologismes
comme: analogie (du fr.: analogie), eroare (du fr.: erreur), formd (du fr.: forme), idee (du fr.: idée), logici (du fr.:
logique), sensibilitate (du fr.: sensibilité) [=Cazacu et alii, 1971].

29Comme l'atteste H. Carrere d’Encausse, le prestige européen du francais a contribué méme a la
réforme de la langue slave d’église avec la constitution progressive de la langue russe littéraire [Carrere
d’Encausse].

260Pour toutes les unites francaises, a voir Le Robert Micro...
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monsieur) etc. Mais I'emprunt n’est pas unidirectionnel dans tous ces cas. Ainsi, le frangais
emprunte de I'espagnol de telles unités comme jota, jerez (ou xéres), corrida, fandango, castagnettes
(en esp.: castarietas) etc. pour nommer des réalités uniquement espagnoles ou/et hispaniques; le
russe donne au frangais les unités isba, samovar, bistro, koulak etc. pour nommer les réalités du
peuple russe2sl.

Le contact des langues roumaine et russe s’explique par la proximité territoriale des pays ot
I"’on parle ces langues. Il s’agit:

(1) de la Roumanie qui, lors des siécles, a été le pays voisin de I'Empire Russe et puis de
"Union Soviétique;

(2) la République de Moldova o le russe a toujours eu un statut spécifique: autrefois, il était
langue d’état dans tout I'Empire Russe (y compris 1’ancienne Bessarabie, devenue aujourdhui
la République de Moldova), c’est-a-dire la langue prioritaire, supréme, une langue de
colonisation; il a gardé ce statut dans I'Union Soviétique dont I’actuelle République de Moldova
faisait partie comme République Soviétique Socialiste de Moldavie; aujourd’hui, dans la
République de Moldova, le russe a le statut de 'unique langue de communication avec les
représentants des ethnies slaves qui ne connaissent pas le roumain (la langue de I'état
moldave), le connaissent peu ou refusent de l'apprendre et de l'employer dans Ia
communication, la croyant négligeable.

Les interférences du frangais et du roumain sont motivées, en bonne partie, par 1'origine
latine commune de ces langues. Comparez: en lat.: dcddemia, en fr.: académie, en roumain.:
academie; en lat.: cantare, en fr.: chanter, en roum.: (a) cinta etc.

Les interférences de 1'espagnol avec le roumain et le russe sont rares et se manifestent
exclusivement au niveau des emprunts «universels» de 1'espagnol, présents dans presque
toutes les langues pour nommer des réalités uniquement espagnoles ou hispaniques: en roum.:
heres, en rus.: xepec pour 1'unité espagnole jerez (ou xérés); en roum.: corida, en rus.: koppuoa pour
l'espagnole corrida; en roum.: fandango, en rus.: ¢pandareo pour l'unité espagnole fandango; en
roum.: castanete, en rus.: KacmaHvenmsv. pour I'unité castarietas etc.

11 est indiscutable que 'emprunt dans tous ces cas n’est pas seulement d’ordre lexical, mais
phonétique et grammatical encore, car les unités lexicales empruntées comportent des traits
phonétiques et grammaticaux qui souvent sont repris par la langue d’accueil. Ex.: le son [x],
apparu en francais avec les unités espagnoles jerez/xéres.

De tous les problémes phonétiques et phonologiques qui s'imposent dans une étude
comparée des langues frangaise, espagnole, roumaine et russe, nous avons choisi pour la
recherche dans cet article seulement ceux qui touchent le compartiment vocaligue, pour la
simple raison que la voyelle dans ces langues est le noyau de la syllabe et, par conséquent,
I'élément qui détermine la structure des unités nominatives de ces langues, élément ayant ses
particularités quantitatives et qualitatives.

2. Le systeme vocalique en francais, espagnol, roumain et russe

2.1. Préliminaires

La nature d’une voyelle dépend de la participation, la position de certains organes
phonatoires dans son articulation. Il s’agit notamment de la langue, des levres, du machoir
inférieur, de I'épiglotte et de I'uvule:

21Dans tous ces cas, les unités empruntées restent intactes dans les langues qui les a acquises (c’est le
cas, par exemple, des unités espagnoles jota, jerez ou xéres, fandango, empruntées en francais; de I'unité
frangaise analogie, empruntée en roumain; des unités francaises boite, foie-gras, bouquet, gourmet, chalet,
affaire, maillot, élite, chic, boutique, empruntées en espagnol ot celles-ci gardent leur orthographe francaise)
ou subissent une adaptation (souvent une simple translittération: garcon — eapcon, kysak — koulak etc.)
partielle (fantésie — fantezie, castarietas — castagnettes etc.) ou complete (chauffeur — chifer ou chofer,
chanteur — chantaje etc.) aux régles de la langue adoptive.
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Fig. 1: Appareil phonatoire

La position que ces organes prennent détermine le caractere ou la qualité méme de la
voyelle. Ainsi, la participation/la non-participation a l’articulation de la langue et du machoir
inférieur détermine l'ouverture/la fermeture et la profondeur/le caractere superficiel262 de la
voyelle. La participation/la non-participation a I'articulation des lévres détermine la labialité/la
non-labialité de la voyelle. La participation/la non-participation a l'articulation de 1'uvule
détermine la nasalité/l'oralité2?® de la voyelle. La participation/la non-participation a
I’articulation de I'épiglotte détermine la pharyngalité /1a non-pharyngalité de la voyelle.

Aux traits qualitatifs des voyelles on doit ajouter des traits quantitatifs tels que: la longueur
de la voyelle ou la durée de son articulation et son caractére bi- ou triphonémique, enregistré dans
les diphtongues ou les triphtongues. En francais, par exemple, les voyelles o et i forment le
diphtongue [wa]: fois, doit, loi, moi etc.; en espagnol, les voyelles u, a et y forment le
triphtongue [waj]: Uruguay, Paraguay etc.

Nous avons présenté ci-dessus toutes les caractéristiques (qualitatives et quantitatives) des
voyelles. Mais cela «ne signifie pas que les voyelles d'une langue [prises en totalité ou a part -
A.C.] possedent toutes ces 7 caractéristiques2o4».

Encore T. Milevsky et Th. Navarro affirmaient, il y a quelques décennies, que la comparaison
des systemes vocaliques de toutes les langues laisse y entrevoir une triade nucléaire unique,
formée de voyelles qui se distinguent du point de vue de leur aperture, profondeur et

labialité265;
i
\ ) /

Nous concluons que le contour vocalique minimal est formé de ces trois traits - 'aperture, la
profondeur/la superficialité et la labialité/la non-labialité. Ces traits sont pris pour des traits
vocaliques universels par la bonne majorité des phonéticiens. Les autres traits (par exemple, la
nasalité des voyelles francaises [£], [], [ ] et [G2]), sont des traits enregistrés seulement chez les
voyelles d"une langue ou de quelques langues formant un groupe a part.

262l a profondeur et le caractere superficiel des voyelles sont étroitement liés au niveau - antérieur ou
postérieur - de celles-ci, car tous ces traits apparaissent grace a un seul organe phonatoire - la langue.
Certains linguistes congoivent la profondeur/la superficialité et le niveau des voyelles comme un seul
trait. Nous ne partageons pas cet avis, car les études que nous avons effectuées sur les voyelles de
plusieurs langues nous ont montré que les voyelles avec la méme profondeur peuvent étre différentes du
point de vue du niveau.

25Marquées par la présence ou I'absence d’un résonateur nasal.

264T"ak, 1976, c. 37.

266Mutesckmit, 1963, c. 8; Navarro, 1957, p. 38.
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2.2. Le systeme vocalique francais
En francais, il y a 15 voyelles. Le rapport entre ces voyelles peut étre présenté sous forme de
trapeéze26:

superficité ¢

i(y)

profondeur

niveau antérieur ¢ niveau postérieur
Fig. 2: Les voyelles en frangais

Dans ce schéma la place de la voyelle signale, en méme temps, sa superficialité/profondeur
ou niveau (antérieur ou postérieur). Les parentheses signalent la labialisation, le signe ~ - la
nasalisation et le signe ¢ - les phonemes du contour vocalique minimal.

2.3. Le systeme vocalique espagnol

En espagnol il y a 5 voyelles: [a]27, [e], [i], [o] et [u]*8. Les voyelles [e] et [o] sont dites
moyennes au niveau de la langue, c’est-a-dire ni ouvertes, ni fermées?®. Par conséquent,
I'aperture n’est pas en espagnol un trait fondamental de la voyelle.

Le rapport entre les voyelles espagnoles peut étre présenté sous forme de triangle:

caractére superficiel | (i) ¢ (u) ¢

caractére profond

Fig. 3: Les voyelles en espagnol

2.4. Le systeme vocalique roumain
En roumain il y a 7 voyelles?70:
(1) [a] - voyelle ouverte, centrale, non-arrondie, rencontrée dans les unités du type: amar,
amator, ardtare etc.;

26Selon le linguiste russe V. Gak, le rapport entre ces voyelles francaises peut étre présenté sous
forme de trapeze grace a la présence dans cette langue des voyelles [a] et [a]. Le trapeze est oblique,
parce qu’en frangais la voyelle [u] est plus antérieure que la voyelle [0] et cela vient en désaccord avec les
voyelles russes [y] et [o] [['ax, 1976, c. 37].

267Le phoneme [a] connait en espagnol deux variétés: (1) il peut étre palatalisé, quand il précede des
consonnes palatalisées: malla, facha, despacho etc.; (2) il peut étre vélaire, quand il précede les voyelles [o]
et [u] ou les consonnes [1] et [x]: ahora, pausa, palma, maja etc.

268 es phonémes [i] et [u] peuvent fonctionner comme semi-voyelles ([i*] et [u”*]) en position post-
nucléaire de la syllabe ou comme semi-consonnes ([j] et [w]) en position prénucléaire.

2Mais dans certains contextes elles peuvent devenir ouvertes, et notamment [g], [3]: (1) dans les

"_Jgr,

unités renfermant “rr” ou commencgant par “r”: perro [pero], remo [remo], torre [tdre], roca [rdoka] etc.; (2)
quand elles précédent le son [x]: teja [texa], hoja [dxa] etc.; (3) quand elles forment des diphtongues: peine
[pejne], boina [bajna] etc.; (4) quand elles sont employées dans des syllabes fermées par des consonnes,
sauf [d], [m] et [n]: pelma [pelma], pesca [peska], pez [pef], costa [kdsta], olmo [dlmo] etc.; ou fermées
([e], [0]): peine [pejne], torre [tore], remo [remo], olmo [dlmo] etc.

200utre ces 7 voyelles, certains linguistes distinguent en roumain 4 semi-voyelles: (1) [e]: deal, gheatd,
dimineata etc.; (2) [i]: fier, cai etc.; (3) [g]: coasd, broasca etc.; (4) [u]: ziua, leu etc.; la voyelle [,
asyllabique et dévocalisée, qui, souvent, est déclarée équivalente de la voyelle [i] et qui se rencontre dans
les unités du type: rupi, mosi, dormi, bani. Dans certains emprunts non-adaptés aux régles de la langue
roumaine, on rencontre deux voyelles supplémentaires qui n’entrent pas encore dans le contour
phonétique de base du roumain, quoique les unités lexicales qui les renferment soient déja canonisées en

roumain: (1) [g] - voyelle moyenne, antérieure et arrondie: bleu, loess etc.; (2) [y] - voyelle fermée,
antérieure et arrondie: fithrer, bruxelez etc.
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(2) [e] - voyelle moyenne, antérieure, non-arrondie, rencontrée dans les unités telles que:
elev, elefant, elan etc.;
(3) [i] - voyelle fermée, antérieure, non-arrondie, rencontrée dans les unités telles: iris,
irigare, iritare etc.;
(4) [o] - voyelle moyenne, postérieure, arrondie, rencontrée dans les unités telles que: ocol,
ocolire, orbitd, gol etc.;
(5) [u] - voyelle fermée, postérieure, arrondie, rencontrée dans les unités telles que: uluc,
duce, suc etc.;
(6) [8] - voyelle moyenne, centrale, non-arrondie, rencontrée dans les unités telles: fird, vdir,
mdr, pand etc.;
(7) [i] - voyelle fermée, centrale, non-arrondie, rencontrée dans les unités telles que: vdri,
sfdrsit, fan etc.
Dans le tableau qui suit, nous présentons les 7 voyelles du roumain (y compris les deux
voyelles rares), reparties en catégories compte tenu des trois principes fondamentaux de la
clasification des voyelles: aperture, profondeur/superficialité et labialité /non-labialité:

Voyelles en roumain

Apertnre Sup erficialite/profondenr
antérienres SEMMI-ANBETeue  opbealas sermi-postérenres postérizures
5

fermies | | (U - | I
quasi-fermé i v

=}

senmi-fermees E g 5 — 8 T —10
moyennes E Ejr\\ 2 \ IEIr
semi-ourertas € oS S 6\ i
quasi-ourertes -/ =) \

ourertes =] E— 3 — _— =

Fig. 4: Les voyelles en roumain™

*Dans le tableau, les secteurs jaunes correspondent aux voyelles du roumain. Les secteurs créme signalent les voyelles

employées rarement en roumain. Les secteurs gris signalent les voyelles rares, sans symbolisation. Les voyelles sont présentées

par couples. A gauche de chaque couple, nous donnons la voyelle non-arrondie, a droite - la voyelle arrondie.

A ce que I'on voit, le rapport entre les voyelles roumaines peut étre présenté sous forme de
trapéze comme en frangais.

2.5. Le systeme vocalique russe
Le systeme de voyelles russes (sans compter leurs variantes) peut étre présenté sous forme
d"un triangle:

superficialité

{'}.- } :

profondeur

ey

niveau antérieur ¢ niveau postérieur
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A ce que l'on voit du schéma ci-dessus, le minimum vocalique universel s’est complété en
russe seulement par deux phonémes - [3] et [0] - qui occupent une place intermédiaire par
rapport aux phonemes universels.

3. Comparaison des systemes vocaliques francais, espagnol, roumain et russe

Si nous comparons les systemes vocaliques des quatre langues que nous analysons, nous
pouvons conclure que le systeme vocalique frangais est le plus riche et le plus compliqué de
tous. Cela s’explique par quelques faits, et notamment:

(1) le frangais renferme quatre voyelles a chaque pole: [i-e-e-a] et [a-2-0-u];

(2) dans cette langue, il y a deux phonémes [a] et [a] a la place d"un seul central ou moyen,

comme c’est le cas de I'espagnol, le roumain et le russe;

(3) certains traits - la nasalité, par exemple, - sont spécifiques pour cette langue, mais ne se

rencontrent pas dans d’autres (par exemple, en russe).

Les traits qualitatifs et quantitatifs des voyelles ont de différentes fonctions en francais,
espagnol, roumain et russe. Ainsi, en francais, on parle des voyelles tres superficielles, telles que [i],
[y] et [u]; des voyelles superficielles telles que [e], [2] et [0]; des voyelles moyennes telles que [e], [ce], [€],
[Ce], [D] et [3] et des voyelles profondes [a], [CI] et [CI]. En espagnol, on parle des voyelles tres
superficielles, telles que [i] et [u]; de la voyelle superficielle [e], de la voyelle moyenne [o] et de la voyelle
profonde [a]. En roumain, on parle des voyelles trés superficielles, telles que [i], [y] et [u]; des voyelles
superficielles telles que [e] et [o]; des voyelles moyennes telles que [e] et [ce] et des voyelles profondes,
telles que [a] et [C(I]. En russe, on parle des voyelles superficielles, telles que [u] et [y]; des voyelles
moyennes telles que [3] et [0] et de la voyelle profonde [a].

Le niveau est, en francais, un trait corrélatif, car il met en accord deux phonéme: [a] et [a], [y] et [u]
etc. En espagnol, il est partiellement corrélatif, mettant en accord les voyelles [i] et [u]. En roumain, le
niveau est tout a fait corrélatif: [i] - [u], [e] - [0], [a] - [a] etc. En russe, dans la position forte, le niveau?”!
distingue les voyelles en combinaison avec la labialité. Par conséquent, dans cette langue ce trait est
constitutif, mais non-corrélatif. Compatez: ux (ici, la voyelle u est antérieure et non-labiale) avec yx! (ou la
voyelle est postérieure et labiale).

La labialité se présente comme un trait corrélatif dans les quatre couples de phonémes francais: [y-i, o-
e, ce-g, (@£ ] et comme un trait constitutif non-corrélatif dans les quatre phonémes postérieurs:
[u, 0, 2, 3]. En espagnol, la labialité n’est pas un trait corrélatif, mais seulement constitutif des voyelles.
En roumain comme en frangais, la labialité est un trait corrélatif de certaines voyelles du type [i-y], [e-o],
[e-ce] etc., mais un trait constitutif, mais non-corrélatif d’autres voyelles du type: [u], [0] etc. En russe, la
labialité n'est pas un trait corrélatif indépendant. Elle fait corps entier avec le trait constitutif des
phonémes postérieurs [o] et [y] qui n’oppose pas les phonemes, mais seulement leurs variantes.

La nasalité est spécifique pour les phonémes frangais [é 1, €], [3] et [CE‘] et se présente dans cette
langue comme un trait différenciel corrélatif. Elle manque essentiellement en espagnol (elle est enre-
gistrée seulement dans les unités empruntées au frangais et qui gardent dans la langue adoptive leur con-
tour articulatoire francais: en gros, employeur etc.). En russe, les voyelles ne connaissent pas de nasalité.

La durée des voyelles est enregistrée en francais, roumain et russe. Mais dans ces langues
elle n’est pas un trait corrélatif. En francais, elle est un trait constitutif dans le cas de la durée
dite «historique», propre aux voyelles nasales et aux sons [a]: cas, pas, rencontreras, dpre etc.; [o]:
peu, veut, ceux etc. et [o]: t6t, bureau, mot etc., rarement aussi a [e]: téte, fenétre, féte etc. Comme
durée «rythmique» (étant enregistrée chez les voyelles dans la syllabe accentuée, devant les
consonnes 1, v, z, 3, vr), elle est un trait positionnel. En roumain, elle est positionnelle
seulement (et apparait exclusivement dans la syllabe accentuée) et peut étre rencontrée dans
toutes les voyelles, mais surtout dans celles qui constituent des interjections: aaa! (pour

Z1Dans la description des voyelles russes, les chercheurs se permettent souvent d'exclure le niveau
des traits différenciels, car celui-ci dépend de la position des voyelles dans le mot. Ainsi, apres les
consonnes mouillées, les voyelles postérieures sont remplacées par des voyelles antérieures. Comparez:
Ayx et atox, com et cemea. Mais les voyelles antérieures se présentent comme des variantes
supplémentaires du phonéme, en méme temps que dans la variante de base, c’est-a-dire dans la position
«forte», par exemple, quand les voyelles sont prononcées isolées, elles sont des phonémes postérieurs.
Comparez: sy« et y!; com et o!
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exprimer la douleur, l'effroi etc.); eee! (pour exrimer la surprise, le mécontentement etc.); iiii!
(pour exprimer la joie, le bonheur etc.); ooo! (pour exprimer la surprise); uuuu! (pour exprimer
I'étonnement, l'impatience etc.); ddd... (pour exprimer la réflexion, le doute); ifi... (pour exprimer la
réflexion). En russe, la durée est aussi positionnelle: Ooo! Ouens xopouro! (pour exprimer la surprise);
aaa! (pour exprimer la douleur, I'effroi etc.) etc.

Les vrais diphtongues et triphtongues sont enregistrés seulement en espagnol et roumain.
Ainsi, en espagnol, on a beaucoup de diphtongues du type: [iu], [ui], [ai ou ay], [ei ou ey], [oi ou
oyl, [au], [ou] etc.: ciudad, cuida, baile, aceite, heroico, hoy, causa, bou etc. et des triphtongues: [iai],
[iei], [uai] et [uei ou uey]: desprecidis, limpiéis, averiqudis, santigiiéis, buey etc. En roumain, il y a
deux types de diphtongues: descendants et ascendants. Les diphtongues descendants sont formés
d’une voyelle, suivie d'une des semi-voyelles [i] et [ti]. Toutes les combinaisons sont possibles
dans ce cas, sauf la combinaison de [u] et [t]: [al]: mai, vai, dai etc.; [al]: dau, caut etc.; [ei]: lei,
mei, tei etc.; [ell]: leu, meu etc.; [il]: mii, fii etc.; [iU]: fiu, viu etc.; [o1]: goi, pitigoi, voi etc.; [ol]:
nou, birou etc.; [ul]: pui, cui etc.; [d1]: rdi, flicdi etc.; [oU]: rdu, pdrdu etc.; [a1]: cdine, pdine etc.;
[at]: rdu. Les diphtongues ascendants se forment d’une des semi-voyelles [€], [i], [6] ou [ii],
suivie d'une voyelle: [éa]: stea, vrea etc.; [€o]: vreo; [1a]: ziar, chiar etc.; [ie]: fier, miere etc.; [io]:
miorldi, ciob etc.; [Tu]: iubit, ciupit etc.; [0a]: oameni, coasti etc.; [Ga]: ziua, tinicheaua etc.; [Us];
doud, noud etc. Dans les triphtongues de cette langue, (1) la voyelle se trouve entre deux semi-
voyelles: [eai], [eau], [iai], [iau], [iei], [ieu], [ioi], [iou], [oai]: vreai, beau, vioi etc.; (2) les semi-
voyelles se trouvent devant la voyelle: [eoa], [i0a]: pleoapd, raioasi etc.

Dans le tableau qui suit, nous présentons, sous forme abrégée, toutes les fonctions des traits
vocaliques que nous avons analysées dans les alinéas ci-dessus:

Traits des voyelles en francais en espagnol en roumain en russe
fonction métamorphose fonction métamorphose fonction métamorphose fonction métamorphose
constitutive positionnelle constitutive positionnelle constitutive positionnelle constitutive positionnelle
superficialité/ profondeur C* 4% C _ C _ C +
niveau antérieur ou C _* C _ C _ (C) +
postérieur
labialité /non-labialité C _ NC _ C _ (C) +
nasalité/ oralité C _ _ (C fr) + NC _ _ _
durée NC* + _ _ _ + _ +
capacité de constituer des _ _ + + + + _
diphtongues -
et triphtongues

*C - trait corrélatif; NC - trait non-corrélatif; (+) marque la possibilité et () - I'impossibilité d’une métamorphose positionnelle.

Les linguistes affirment qu'en général, dans une langue, il y a de 2 a 4 traits corrélatifs
différents?”2. A ce que le démontre notre étude, le frangais renferme 4 traits corrélatifs différents,
ce qui explique, a notre sens, pourquoi son systeme vocalique est plus riche en unités que celui
de I'espagnol, roumain et russe.

Lors de I'analyse du systéme vocalique dans ces langues, nous sommes arrivés a plusieurs
conclusions:

1) les systemes vocaliques francais, espagnol, roumain et russe renferment un nombre
différent de voyelles qui, souvent, sont différentes du point de vue de leurs traits
qualitatifs et quantitatifs: la profondeur/la superficialité, la position (antérieure ou
postérieure), la labialité/la non-labialité, la nasalité/1’oralité, la durée et la capacité de
former des diphtongues et triphtongues;

2) quoique ces langues soient si différentes, elles enregistrent des interférences, motivées
par leur voisinage territorial et leur prestige culturel;

3) ces interférences ont déterminé les chercheurs a inclure ces langues dans la méme famille
de langues - celle des langues indo-européennes.
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Abstract

The sequences of adjacent vowels in English like in Romanian language evoke a complex problem that views the
quantity and the quality of the phonic elements the hiatus consists of. During the process of articulation, one of the
vowels loses its syllabic character, being included into a single syllable, with a single muscular tension together
with another vowel. One of the features common to Romanian and English spoken languages through which these
two differ from the literary language is the unsteady character of the vowels and the vocalic groups. During a
thorough research it came out that in both spoken languages sues a general predisposition of simplifying the act of
communication. There is a wide spread tendency to avoid the hiatus through the introduction of a supporting
element between those two adjacent vowels. In some situations, the supporting element is not only justified but also
inevitable. The given article is a synthesized study of the status and the behavior of the vowels in the hiatus in
English, as well as some drills of teaching them.

Rezumat

In limba englezi ca si in limba romdnd, vocalele limitrofe constitue o problemd complicatd. Este vorba de
calitatea si cantitatea elementelor fonice din componenta hiatului. In timpul articuldrii, una din vocale isi pierde
caracterul silabic, fiind inglobatd intr-o singurd silabd rostitd, cu o singurd tensiune musculard impreund cu o altd
vocald. Una din trdsdturile caracteristice asemandtoare limbajului englez colocvial si celui romdnesc, prin care
acestea diferd de limba literard, este caracterul instabil al vocalelor si al grupurilor vocalice. In cursul cercetirilor, s-
a precizat cd tn ambele limbaje actioneazd o legitate generald care constd in simplificarea actului de comunicare.
Tendinta larg riaspanditd este de a evita hiatul prin introducerea unui element de sprigin intre cele doud vocale
aldturate. In anumite situatii, elementul de sprigin intervocalic este nu numai justificat , ci si inevitabil. Articolul
este un studiu de sintezd al statutului si al comportamentului vocalelor in hiat in limba englezd, precum si privind
predarea lor in comparatie cu diftongii respectivi.

Nu este o noutate faptul cd cunoasterea unei limbi (si, mai cu seamd, a unei limbi strdine)
este, astdzi, un imperativ al timpului. Dar invdtarea unei limbi finalizeaza, de reguld, cu
cunoasterea tuturor aspectelor ei: fonetic, gramatical, lexical etc. In acest caz, un rol considerabil
ii revine aspectului fonetic, adica formei sonore de exprimare intr-o limbda. Aceastd circumstanta
capata o deosebita importantd pentru toti cei care studiaza limba engleza, deoarece ortografia,
in aceastd limbad, oferd prea putine indicatii asupra articuldrii corecte a unitatilor, in sensul ca
forma scrisd a unitdtilor acestei limbi se deosebeste considerabil de cea rostita.

Dintre toate problemele ce tin de aspectul fonetic al limbii engleze, cea a vocalelor in hiat si a
diftongilor ni se pare una primordiald, iatd de ce, in articolul de fatd, vom aborda acest subiect.

Pe parcursul mai multor ani, s-au purtat discutii lungi referitor la natura sunetului rostit.
Aceste discutii au finalizat cu emiterea a doua ipoteze importante. In prima, sunetul rostit este
luat drept o unitate sonora care poate fi separata de celelalte unitati ale vorbirii sau de unitati
similare. Aceastd ipoteza este sustinutd de prof. P. S. Kuznetov, care mentioneaza ca , vorbirea
constd din sunete care apar intr-o consecutivitate oarecare, astfel incat orice sunet al vorbirii
poate fi ,separat” de sunetul precedent sau de cel ce urmeaza. In pofida tranzitiilor articulatorii
si acustice, o atare separare este facutd de orice vorbitor nativ cu o mare precizie, iar
cercetatorul-lingvist o face cu o precizie si mai mare.”273

A doua ipoteza neagd existenta independenta a sunetului rostit, deoarece acesta este
conceput drept o unitate asociatd indisolubil cu alte sunete?74.

Facand anumite investigatii ale subiectului in cauza, am constatat cd, din punctul de vedere
al articuldrii, vocalele in hiat si diftongii tin de problemele majore ale foneticii generale si ale
celei experimentale.

In limba englezd, ca si in limba romand, vocalele invecinate, adicd cele in hiat si diftongii,
constitue o problemd complicata din perspectiva calitdtii si a cantitdtii elementelor fonice
abordate. La rostirea a doua sunete vocalice limitrofe, intre ele, se poate forma o pauzd, ca

3apud Gogin, 2004, p. 4.
274Gogin, 2004, p. 3.
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urmare a volumului si presiunii diferite a curentului de aer care iese din plamani. In aceasta
situatie, cele doud sunete vocalice se separd in silabe aparte, formand o continuitate vocalicd,
numita hiat. In alte imprejurari insa, pauza nu se produce, si anume atunci cand valul de aer ce
iese din plamani este continuu. In acest caz, cele doud sunete vocalice formeaza, la articulare, o
singurd silabd, adica o singura unitate articulatorie.

Diftongii limbii engleze sunt luati, la ora actuald, drept foneme independente, dar nu ,nuante”
ale unor foneme monoftongate. Aceasta se datoreaza faptului ca diftongii, fiind in ,conditii”
similare de pronuntare cu monoftongii, sunt, totusi, opusi acestora din perspectiva naturii lor.

Fonemele, facand deosebire intre sensul cuvintelor si partile lor semnificative - morfemele -,
sunt unitdti sonore indivizibile din punct de vedere functional. Unitatea functionald a
fonemului conditioneaza si o anumita unitate sonord, articulatorie, desi fonemul reuneste, din
punct de vedere functional, un sir de nuante, conditionate de pozitiile diferite ale fonemului in
cuvant, pozitii care, din punct de vedere acustic, sunt distantate una de alta. Unitatea
articulatorie a fonemului denotd cd, in interiorul lui, nu poate fi vorba de nici o bariera silabica,
ca in cazul morfemelor. Toti diftongii se incadreaza in aceste cerinte.

Diftongul cuprinde doud timbre vocalice, care, luat fiecare in parte, de reguld, comporta
caracter silabic. In timpul articularii insd, unul dintre timbrele vocalice isi pierde caracterul
silabic, fiind inglobat intr-o singurd silabad cu un alt timbru vocalic, deoarece ambele timbre sunt
produse printr-o singura tensiune musculara.

In diftongii limbii engleze, cei doi timbri vocalici nu au aceeasi intensitate si durata de
articulare. Iatd de ce nu avem, in aceastd limba, diftongi uniformi din perspectiva articuldrii
elementelor lor constitutive, ci doar (1) diftongi ascendenti (rising diphthongs), in care semi-
vocala este articulata cu o intensitate mai mica si o duratd mai scurtd in comparatie cu vocala, si
(2) diftongi descendenti (falling diphthongs), in care lucrurile sunt inversate, in sensul cd a doua
vocald este articulata cu o intensitate mai micd si o durata mai scurtd in comparatie cu vocala.

in englezd, diftongi ascendenti pot fi toate cuplurile vocalice ale acestei limbi, formate din
semivocalele [W] sau [j], urmate de o vocala:

wall [wa:l]; wet [wet]; work [wa:K]; yes [jes]; young [jAn]; you [ju:] etc.

Diftongii descendenti, din aceastd limbd, au o naturd mai complicatd in raport cu cei
ascendenti. Sub aspect fonetic, ei sunt sunete complexe cu tranzitii (gliding sounds), care apar
datorita schimbarii pozitiei limbii si intregului aparat fonator la trecerea de la rostirea unui
sunet vocalic la altul. In acest caz, se inregistreazd o serie de sunete intermediare, iar aparatul
fonator nu ajunge, in mod necesar, sd ia pozitia necesard pentru rostirea celei de-a doua vocale.

Sub aspect ortografic, diftongii limbii engleze nu sunt intotdeauna reprezentati prin doua
litere ca cei din alte limbi. Este remarcabil faptul cd, din cele sase vocale-litere ale alfabetului
englez, trei au denumiri de diftong: a [ei], i [ai] si o [oU], si nu arareori acesti diftongi sunt
considerati de cei fara pregatire speciald drept niste , vocale lungi”27>.

In limba englezd, sunt cunoscuti, in general, noua diftongi descendenti: [ei]; [ou]; [ai]; [au];
[oi]; [i3]; [€3]; [08] si [uB]. Acesti noua diftongi pot fi impartiti in trei grupuri:

1) diftongi redusi (narrow diphthongs), produsi printr-o miscare ,redusa” a limbii la rostirea
a douad vocale, apropiate ca pozitie. Ex.: [ei] si [ou];

2) diftongi largi (wide diphthongs), produsi printr-o miscare ,larga” a limbii la rostirea a
doua vocale, indepartate ca pozitie. Ex.: [ai], [au] si [2i];

3) diftongi centrali sau centralizati (centring diphthongs), la producerea carora limba face o
miscare de la o pozitie perifericd (in raport cu centrul cavitdtii bucale) spre una de centru la
rostirea vocalei neutre. Ex.: [i9], [€9], [09] si [ua]?7s.

Exista insd o serie de cercetdtori englezi care se indoiesc de faptul ca diftongii ar fi foneme
unitare, adicd ca ei ar exista in genere. Astfel, foneticianul D. Jones?”” mentioneaza cad unitatea

?Bogdan, 1962, p. 67.
276ibidem.
Z7apud Gimson, 1991, p. 141.
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[i9] luata de cercetatori drept diftong, inglobeaza sunetele [i] si [9], care formeazd, de fapt, doua
silabe, si nu una: near [nia], here [hig] etc.

Si pentru A. F. Birshert?s, [ia], [e9], [09] si [uB] sunt unitdti cu componente independente,
deoarece aceste componente sunt foneme diferite: near [nid], here [hid], hair [hea], poor [pud] etc.
Astfel, cu referire la unitatea [U3], savantul sustine ca aceasta s-a format de la fonemele diferite
[u] si [9] si cd, deseori, fonemul [9] dispare din structura unitatilor limbii engleze atunci cand
acestea isi schimba forma. Ex.: individual [,indi'vidjual] - individuality [,indi,vidju ‘&liti]. Acesta
si este argumentul de baza al cercetdtorului in favoarea ideii cd unitdtile diftongului sunt
independente prin natura lor, si nu functional, iar diftongul nu ar exista. Savantul aduce si alte
exemple de limbd in confirmarea acestei idei. Astfel, in unitdtile care urmeaza, primul si al
doilea element al fiecdrui ,complex” vocalic intrd in componenta unui morfem si, prin urmare,
nu pot constitui un fonem unitar, asa cum este diftongul: hay [hei], high [hai], how [hau] no
[nou], boy [boi]. Acelasi lucru cu privire la vocalele [i] si [a&&], care pot fi rostite in silabe aparte
in unitatile theatrical si reality, cand urechia noastrd percepe foarte bine articularea distincta a
acestor doud vocale, incadrate in silabe diferite.

Cu referire la cele mentionate mai sus, tinem sa subliniem ca existd, totusi, cazuri caind doua
foneme vocalice limitrofe par a constitui un fonem-diftong. E cazul vocalelor [i] si [3], care se
rostesc impreund (adicd fara a intrerupe curentul de aer), constituind, astfel, o singura silaba in
unitdtile theatre [‘Giota] si real [risl]. In aceste unitati, vocala [i], dispunand de o aperturd,
durata, intensitate si sonoritate mai mare decét cele ale semivocalei [3], se prezintd ca o vocala
silabicd, iar semivocala [9] este lipsitd de caracter silabic, intrucat dispune de o sonoritate mai
redusa in comparatie cu vocala in cauza. In acest mod, se formeazi diftongul ['i9], care este un
fonem unitar, adicad constitue o singura silaba.

In alte unitdti ale limbii engleze - de exemplu, curious [Kju:rias] - consecutivitatea sonora
[i]+[3] poate coincide, din punct de vedere sonor, cu diftongul [i9], asa ca in glosemul fierce
[fios], dar s fie, totodatd, divizatd prin barierd morfologica in curi- si -ous [Kju:ri/9s], formand,
astfel, doud foneme, ceea ce este evident, mai cu seamd, in alternarea curifous [Kju:ri/as] -
curifosity [Kju:ri'Dsiti].

in aceeasi ordine de idei, am atestat cd unii dintre diftongii centrali sau centralizati ai limbii
engleze au corespondentul lor - grupul vocalic in hiat binar, care nu este marcat printr-un semn
grafic, ceea ce poate crea o dificultate pentru un cititor neexperimentat, care ar putea incurca, in
acest caz, hiatul cu diftongul. Asupra acestui fapt insistd si A. C. Gimson, D. Jones, V.A.
Vassilyev si T. Makarenko, care, cercetand natura diftongilor limbii engleze, sustin cad cei
centrali [i9], [€3] si [US] nu au intotdeauna statut de diftongi, ci se mai intalnesc si in calitate de
hiat. Acest statut este atestat de D. Jones si in pretinsii diftongi descendenti. Astfel, savantul
subliniaza cd consecutivitatea [i]+[8] nu intotdeauna constituie un diftong descendent cu
accentul pe primul element. In silabele neaccentuate, nucleul [i] poate fi mai slab decat cele
doua componente, fiind echivalent al semivocalei [j]?”. Drept exemplu, in acest sens, servesc
unitdtile period ['piarjad] si serious ['siarjos].

In cadrul analizei unitatilor limbii engleze care inglobeaza cuplul [ia], am constatat ca in cele
ortografiate fara ,r” dupa [i9], [i] si [8] sunt foneme vocale independente. E cazul unitatilor real,
ideal, cordial si theory. In acestea, primul element al cuplului [i8] alterneaza fie cu monoftongul
de lungd duratd [i:], fie cu semivocala [j]: real ['rial, 'ri:l], ideal [ai'dial, ai'di:al], cordial
['ka:dial, 'ka:djol], theory [Biari, “Bi:ari].

Schimbarea accentului in unitdtile derivate ale limbii engleze duce la descompunerea lui [ig]
in [i “@e): real ['ridl] - reality [ri eeliti], peculiar [pi "kju:lid] - peculiarity [pi,kju:li’aeriti], genius
['d3i:njas] - geniality [,d3ini’aeliti], cordial ['ko:didl] - cordiality [, ko:di’aeliti].

8apud Gimson, 1991, p. 141.
29Gimson, 1991, p. 142.

118



Glisarea de tipul [j9] este, de obicei, utilizata cand [9] este o terminatie cu statut de fonem,
ca in unitatile easier [i:zi9] si carrier ['kaeria], unde [i] si [9] sunt conventional tratate ca un hiat
din doud vocale, separate in doua silabe cu varianta monosilabica de pronuntare [j9].

Aceeasi teorie poate fi aplicatd si in cazurile cind delimitarea morfemelor nu prezinta
dificultate: hideous ['hidjas], genius ['d3i:njas], idiom ['idjom], billiards ['biljadz], morphia
['m2:fja], etc.

Comparand diftongii cu hiatul, observam ca grupurile vocalice din componenta hiatului nu
se rostesc diftongat, iar elementele din componenta lui nu se reduc. Hiatul e format din doua
vocale ce se rostesc in doud silabe separate. Cu referire la hiat, G. Gogin sustine: ,toate
componentele [acestuia - N.B.] au un solid suport acustic, caracterizandu-se prin urmadtorii
parametri constanti: duratd, intensitate, ton, spectru, nivel maxim de energie fonica, formanti
stabili si o distribuire uniforma a energiei fonice in spectru, specificd vocalelor.” 280

In pofida faptului ca vorbitorii si asculttorii sunt capabili sa distinga unitatile separate ale
unei propozitii, cea mai mare parte a limbajului consista totusi dintr-o continuitate de unitati,
rostite coerent cu doar cateva pauze intre ele. Aceastd consecutivitate de unitéti este rostita in
alt mod decat unitatile luate separat. Asadar, in procesul vorbirii, cand articuldm o succesiune
de foneme, organele aparatului fonator isi schimba constant pozitia. Dupa cum mentioneaza
fonetista rusa O.]. Dikusina, cand fonemele sunt pronuntate in consecutivitate, se observa usor
fenomenul adaptdrii (asimilarii), cand organele aparatului fonator se ajusteazd necontenit
articuldrii. Tipul de adaptare depinde de bazele articuldrii, la fel ca si anumite legi fonetice
concrete ce functioneazd in fiecare limba2s1.

In actul de vorbire, vocalele adiacente suferd des o reducere de durats, ceea ce motiveazi
resilabificarea consecutivitatii vocalice, fenomen cunoscut sub termenul de rezolutie a hiatului.
Cu referire la aceasta problemad, prof. F. Ciobanu si prof. L. Sfarlea afirma urmatoarele: ,,Hiatul,
adicd articularea consecutivd a doud vocale care apartin unor silabe diferite, constituie o
dificultate pentru majoritatea vorbitorilor limbii romane. Tendinta larg raspandita este de a
evita hiatul prin introducerea unui element de sprigin intre cele doud vocale aliturate. In
anumite situatii, elementul de sprigin intervocalic este nu numai justificat, ci si inevitabil”252,

Aceeasi tendinta este observata si in limba engleza la pronuntarea hiatului binar (V+V),
unde trecerea de la prima vocald la cea de-a doua este efectuatd prin intermediul introducerii:

1) sunetului [w], dacd vocala este posterioard sau rotungitd, ex.: Go inside [gou(w)insaid];

2) sunetului [j] in vocale nerotungite si anterioare, ex: jelly and ice-cream [d3eli
(j)onaiskri:m];

3) sunetului [r] dupd [3], [2:] sau [a:], ex: far away [fa:(r)awei], more apples [MmD:(r)aeplz].

In diftongul central [u3], corpul limbii executa o miscare de trecere de la vocala [u] la vocala
centrald [9], concomitent cu nerotungirea buzelor de la [u] la [3], cand diftongul apare in silabe
inchise. Vocalele consecutive [uU] si [9] pot forma un diftong ascendent, la fel ca si vocalele
consecutive [i] si [9]. In silabe neaccentuate, se evidentiaza al doilea element al acestor
continuitdti, primul fiind slab reliefat, practic ca un [W] sau un [ju], ex: equalize [ "i:kwalaiz],
equanimity [,i:kwa “nimiti], vacuum ['veekjuamy], rescuer ['reskjua].

A. C. Gimson sustine ca glisdrile diftongilor [“ei], [‘ai], ["au], [Ji] si ['ou (3u)] sunt
descendente - cu duratd si accent pe primul element -, si reduse - cand limba face o miscare
redusad intre cele doud timbre vocalice apropiate; articularea a trei dintre acesti diftongi (["ai],
[‘au] si [2i]) cere o miscare mai extinsa a limbii. Toti acesti diftongi pot fi urmati de sunetul [3],
(1) facand un tot intreg cu acesta (ex.: fire [faia], society [so'saisti], tower [taud]) sau (2) ca un
sufix-morfem addugat la rdddcina cuvantului (ex.: player [pleis], greyer [greis], drier [drais],
employer [im’ploia]2s3). In acest caz, al treilea element vocalic [9], in vorbirea lents, este addugat

20Gogin, 2004, p. 7.
B1Djckushina, 1965, p. 95.
B2gpud Gogin, 2004, p. 5.
23Gimson, 1991, p. 139.
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la cele doud elemente ale diftongului, dar existd tendinta rapiditatii vorbirii, cAind se reduce al
doilea element al diftongului ([i] sau [u]), in special cand [3] nu este un morfem separabil.

Fiecare hiat se caracterizeazd printr-un sistem bine determinat, care se formeaza dupa
anumite legitati. In hiat, fiecare sunet se articuleaza distinct. Unitatile in hiat sunt unitati fonice
complexe si independente.

Rostind hiatul, vom reusi sa pastrdm tinuta esteticd a cuvantului, a frazei si a enuntului.
Exprimandu-ne altfel, fiecare veriga sonora trebuie emisd exemplar, placut si atrdgator. Numai
printr-o astfel de articulare ne vom apropia de modelul desdvarsit, modelul normat de rostirea
literara.

Spre regret, o buna parte din elevi, studenti, audienti etc. nu sesizeaza denaturarile grave in
rostirea grupurilor vocalice. In asemenea situatii, se cere o atentionare speciala asupra greselilor
comise si 0 deosebitd antrenare a aparatului fonator intru prevenirea lor.

Foarte des, diftongii centrali sunt articulati gresit, cu accentul pe elementul doi [3] si
inlocuirea acestuia cu vocala romand sau rusda asemdnatoare. Pentru evitarea unor astfel de
greseli, este necesard accentuarea evidentiatd a nucleului si relaxarea elementului doi al
diftongului.

Cel de al doilea element al diftongilor centrali corespunde cu vocala neutrd, tinzand putin
spre sunetul lung [a:] (ex.: here), iar in pozitiile nonfinale, dupa silaba accentuata, tinde spre
sunetul [9] (ex.: spheres).

Nucleele diftongilor [i9] si [ud] coincid cu monoftongii [i] si [u], iar nucleul diftongului [e3]
— cu vocala deschisd, apropiatd sunetului [ae].
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KOMIUIEKCHOCTDb M3OBPAXEHWS TEMHbBIX CUJT B ITIPOM3BEOEHMAIX
2. T.A. TOOPMAHA, H.B. TOT'OJI’I, M.A. BYJITAKOBA

Exarepnnra HUKYJIUA,
ITpenopaBsaresin,
barnmkoro I'ocymapcrseHnoro YHusepcurera M. Ajteky Pycco

Abstract

In fiction literature from different periods the satan became repeatedly the main character in novels, dramas and
stories. The romantic writers looked at him from a new point of view. In their novels, fairy tales, the Satan is an
ambiguous character. He combines the features of the biblical devil-seducer with those that predominated over him
in folklore. These feathures influenced the poetics of N.V. Gogol and M.A. Bulgakov, especially the forming of
Voland'’s character in his novel »The Master and Margarita«. In the creation of both Russian writers the Satan
keeps his dual character, but he acquires some other peculiarities as well that are tipical only of him in these works.

Rezumat

Satan este personajul principal al unor romane, piese de teatru si povesti. In aceste lucrdri, scriitorii romantici il
prezintd dintr-o noud perspectivd: ca personaj ambiguu, in sensul cd el combind caracteristicele biblice ale
diavolului-seducitor cu cele ale unui personaj din folclor. Intdlnim acest fel de a-l prezenta pe Satan si la N. Gogol
si M. Bulgakov, mai cu seamd, in romanul acestuia ,, Mesterul si Margareta”, sub chipul lui Voland.

B XymokecTBeHHOW JMTepaType pa3HBIX 3I0X caTaHa HEOJHOKPATHO CTaHOBUTCS
LIEHTPaJIbHBIM TrepoeM IipomsBefeHms. B «bubmvm» o — mammmm amres, anTtumnopn bora,
HOCUTEIb 371a. TakKMM OH BOCIIPVHVMAETCS aBTOpaMy B IIEPUOJ, CPeIHEBEKOBbS M B 3IIOXY
Bospoxmenms. Ilocimemyromye jmTepaTypHble TeueHMS M IIIKOJIBL yTpauMBalOT MHTepec K
sTOMy 00pasy, u ymib B Tparequu VI.B.Tere «@PaycT» 3T0T 00pa3 BHOBH IOpakaeT CBOEV
HeycuepIlaeMoVl 3araflodHoOCThIO. B Ilepmosn pomaHTW3Ma IMcaTeIy paccMaTpVBAIOT €ro C
HOBBIX IIO3UILIVIIL: [BSIBOJI HOCUT aMOuBayleHTHBII xapakTep. CaTaHa coudeTaeT dYepTHl
OmbIIerickoro mepcoHaXKa-MCKyCUTeIS ¥ 3aVIMCTBOBAHHOIO W3 HAPOJHOIO TBOpYECTBa
IpocTaka-HeyJauyHrKa. VIMeHHO 3Tu 4YepThl OKasaM BiIMsHMEe Ha opMupoBaHMe MMOITUKNU
pycckoro mmcaterg-peasicra H.B. T'oronst m Ha dpopMmmpoBanme obpasa Borranma B pomaHne
M.A. BynrakoBa. HecMOTpsT Ha CXOICTBO M300pa’keHWMsI UepTa, y BCeX Ha3BaHHBIX aBTOPOB
JBOVICTBEHHOCTB 3TOTO 00pa3a BbIpaskaeTcs II0-Pa3sHOMY .

B pomane Hemenixoro pomanTuka 2.T.A. 'odpmana «DmMKCHpbI caTaHbBD» Ib4BOJI BBICTyIIaeT
B KayecTBe CIWIblL, TOTOBOVI B3pacTUTh 3710 JaXke B aTMocdepe MOKasiHNSA, pacKasiHUs ¥ MOJIUTB.
W xoTs1 IpsiBOIJI yuacTBYeT OIOCPe0BaHHO JIMIIIb B 3aBsi3ke pOMaHa, ero BJIVsiHIe OLIyIlaeTcs Ha
IIPOTSDKEHWVI BCETO IIPOV3BeNeHsl. YOUIICTBa, UeCTOIIO0BbIe TIOMBICIIBI, CKPBIBAIOIIIIECS IT0T
JIMYMHOV ITIOKOPHOCTY TTepert boroM, cBUIeTeIbCTBYIOT O €r0 BMeIIaTeIbCTBE B CYIbObI JIFOTIETL.

CorytacHO XpUCTMaHCKOMY yUeHIIO, KOTOPOTO IIpuaep XuBasics HeMeILKMI POMaHTHK, 3710 MHO-
TOJIVIKO; OHO MOXKeT IIPVHVMATh pa3sHooOpas3Hble popMbl. Tak, IIaBHBINI HOCUTETb pa3pyIIaio-
IIlero Hayajla B poMaHe IIpeCTaeT B CBOEM TPaIMIIMOHHOM Bufe Kak «Teufel»?4, T.e. «caTaHa»,
KaK/M €ro IIpefICTaBiIseT caM aBTOp B Ha3BaHMM IIpowusBeneHns, 1 Kak , Widersacher”, T.e. kak
CYILIeCTBO, IIEVICTBYIOIlee BOIIpeKM uben-InOo Bosie. IlociemHeMy HaIMEHOBAHWMIO HeT
3KBVBaJIEHTa B PYCCKOM $I3BbIKe 10 00BEMY 3aKJTFOUeHHOV B HEM CEMaHTVKIA.

B ommcanuu ero BHeIIHOCTM ¥ IOBeIeHMM IIPUCYTCTBYIOT OLleHOUHble IpwlaraTebHble C
IeViopaTuBHBIM OTTeHKOM: ,finstere Gestalt” («MpauHOe cyIecTBo»?), ,der in diesem
seltsamen Aufzuge ihn hohnisch anldchelte und frug” («4ro nepen HMM B 3TOM HPUYYIIMBOM
Hapsiie IIpeAcTajl caM Bpar mu, IJIyMJIMBO ycMexasich, CIPOCWI»), ,zerrissene[r] Mantel”
(mopsannu[b] 1w1amfe]), ,der seltsame Aufzug” («mpuuymms[ei] Hapgan»). Hapsany c atum
SKCIUIMLIMTHO BbIpakeHa OeCIIOMOIITHOCTB M OTCYTCTBUMe BJIacTM y caTaHbl. Ha 3TO ykasbIBaoT

284311ech U [1ajtee HEMEIKMI TeKCeT nuTupyercs 1o «Deutsche Literatur von Lessing bis Kafka»/Hrsg.
Mathias Bertram. Digitale Bibliothek Band 1, Berlin, Directmedia, 2000. C. 85762-85765, 89276-89284,
89303, 91188.

2853meck 1 Jajiee UCIIOIb3yeTCs MepeBoy], pOMaHa «DJIMKCUPEL caTaHbI» 110 u3gaHuio: [lodpman, D. T. A.
Daukcupst camanst. Jlernarpan: Hayka, 1984. 286 c. AH CCCP JlureparypHble nmaMaTHUKY, VI3gaHue
noprotoswm H. A. JKupmynckas, A. I'. JlesunTon, H. A. CitaBsTHCKIIL.
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Ha MOpdeMHOM ypOBHe IIpucTaBKa ,ohn-“ 1 cydduke ,-los”, a Ha srekcaeckom vactumiia ,nicht”,
NpyaolIyie HeraTUBHYIO CEMaHTVKY CJIOXKHOW CMHTAKCHMYeCcKOm KOHCTpyKumm: ,weil der
Widersacher, ohnméachtig und kraftlos geworden, nicht mehr imstande war, sich auf irgend
einen Kampf einzulassen und sich daher auf hohnende Reden beschranken musste” («100 Bpar
JaBHO yTpaTWI Haj, HMUM BCSKYIO BJIACTh M CWJIYy W OTPAaHWMYMBAJICS JIAINb HAaCMEIUIMBBIMI
pedamm»).

KomruzekcHOCTE 0Opasa caTaHBI OTpakaeT He B IIOCJIETHIOI0 OYepeb er0 pedb: OH coueTaeT
pasroBopHble 371eMeHTHI: ,er sduft die ganze Flasche aus und wird trunken” («oH y>e BbUTaKa
BCIO OYTBUIKY W, OIIBSIHEB»), C JIUTepaTypHBIMI oboportamm peun: ,und ergibt sich mir und
meinem Reiche” («oTmaeTcst BO BjIacTh MHe U BCeVl IIpeNCIIONHeN»), ,ob er nicht von den
Elixieren, ... zu kosten begehre” («He moxesiaeT i1 OH OTBelaThb IMKCUPOB»). YcTapeBIlas
rpammaTideckas ¢opma ,munden” («OKakeTcs IO BKyCy») YCWIMBaeT BIleuaT/IeHNe
HecorsracoBaHHOCTH cTwwien (Stilbruch).

OrmeTnyM, uto «Bpar», Kak He coBceM BepHO ObUI IlepeBefieH Ha PYCCKUM SI3bIK HOMMHAHT
«Widersacher», nevictByet He ogmH. OH mpuberaer K IIOMOIIM BCIIOMOTaTeJTbHOTO CPeACcTBa —
MUKCUPY, IPU3HAKM KOTOPOTO IO3BOJISIOT OJHO3HAYHO COOTHECTV €ro ¢ pas3pyIInTeIbHON
IeaTelbHOCTBIO [bsiBoiia: ,eine feindliche Macht” («BpaxmeOHble cwtbl»), ,fremde Kraft”
(«BpaxmeOHOe BiIMsIHIME»). HalmMTOK BhI3bIBaeT raJUTIOLMHAIINY, T.€. BO3IEVICTBYeT Ha PacCyIoK
(,betdubender Dampf” («omypsromme mapsbl»), ,scheufiliche sinneverwirrende Bilder der
Holle” («aynmoswiiHble BuaeHMs ajja»), ,verfithrerische Gaukeleien” («coGrasHuTenpHbBIE TIpM3pa-
KI»)), ¥ BbI3bIBaeT cMsATeHMe ayxa (,unerkldrliches inneres Grauen” («HemsbscHMMasi XyTb»),
»ganz seltsamer Duft” («cTpanHbI 3amax»), ,innere Unruhe des Geistes” («cmsiTenne»), ,bose
Stimmung” («rpexoBHOe cocTosiHMe Ayxa»)). OCOOeHHYIO 3KCIIPecCHMBHOCTh NPWIAOT IIPU-
JacTus HecoBepIlleHHOro Buaa ,betdubend” u ,sinneverwirrend”, mocientee B coueTaHmm ¢
»scheufilich”, mpwiaraTesIbHBIM C SIpKOVI HeraTMBHOVI KOHHOTalIVell, a TakXXe CyIIeCTBUTeIb-
uele ,Holle” n ,Gaukeleien”, MHOXecTBeHHOe YMCII0 KOTOPOTO YCWIMBAET pa3Mep HaBUCIIEN
yrposbl. CjioBocodetanus ,ganz seltsamer Duft” («cTpansbIi 3amax»), ,innere Unruhe des
Geistes” («cMsITeHVMe») JIWIITb B KOHTEKCTe CTAHOBSITCSI aTpUOyTaMy COTIEPKMMOTO Oy ThUTOUKM,
a cJIeioBaTeIbHO CaTaHBbI.

Opnako mycaTellb He OIpaHMYMBAETCS JIVIID TPAAUIVIOHHOV TPaKTOBKOVI AHTUXPUCTA, a
3HAUUTEJIBHO YCJIOXKHSET €T0, CTaBs B 3aBVICVIMOCTD OT KYJIBTOB SI3bIYECKVIX OOTOB, B pe3yJIbTaTe
4gero Benepa v ee MOTOMCTBO OTMeUeHHBI IbSIBOJIILCKMM KitemmoM: ,Das Weib ... blithte nun erst
immer herrlicher und herrlicher in leuchtender Schonheit auf, sie schien ganz und gar das
erweckte Venusbild” («ee sydesapHast KpacoTra CTaHOBWIACh BCe OJIvCTaTesIbHeVI, BCe
BEJIVIKOJIEITHEeT, JKeHIIHA 3Ta Tellepb Ka3aslach IIOVICTVHE JXVMBBIM BOIUIOIIEHVEM BeHeprnl»),
»als sie [die Nachbarsleute] die gréfilich entstellte Tote sahen, war es allen gewiss, dass sie im
Biindnis mit dem Teufel gelebt, der sich jetzt ihrer beméchtigt habe” («cocemm ... yBupes
OTBpPaTUTEIIBHO 00e300paKeHHyI0 IIOKOVHMILY, ... YBEPWINCh B TOM, 4YTO HeKOIZa OHa
BCTyIIWUIa B COIO3 C IIbSIBOJIOM, KOTOPBIVI TeIlephb M 3aBjlaziesl ero»), ,Alle seine [Franceskos]
Frevel standen ihm vor Augen, und das Strafgericht des Herrn begann schon hier auf Erden, da
die Flammen der Holle in seinem Innern aufloderten” («Bce rpexm ero [@PpaHdecko]| BcTaim
Iepeyq ero IjasaMu, M cyfd, boxuit Hadasics I Hero yXKe 37ech, Ha 3emyle, MO0 IUTaMs
IIpenCIIoaHe 3a0yIIIeBasIo Y HeroO B IPYAN»).

Bmecte ¢ Tem TBOpuectBo D.T.A.Todmana 3HaeT m HOpyrovt TUII caTaHBL: OH — 4YepT-
IIPOKA3HMK, COBEPIIAIOIINII HeJlellble 1 B TOXe BpeMsl HeBepOsITHble IIOCTYIIKM, YeM WU
BbI3bIBaeT HeJOyMeHMe ropoXkaH. DTOT TUII uepTa yHacjenosasl oT Meducropma®e us
Tparenuu VI.B. T'ete «®aycT» BHellIHME XapaKTepUCTVKM, CTaBIIVe I HETO K TOMy BpeMeH!
obsizaTerrpHBIMIL L, Er trug ... ein bauschichtes Samtbarett mit einer roten Feder” («mocu on
GapxaTHBIVI C KpacHBIM IlepoM OepeT»)?7, , gehorten Kragen, Mantel und Barett dem Ende des

8] Jeppast uacTb «Paycra» omybmmkosana B 1808 1., a pacckas ,Nachricht aus dem Leben eines
bekannten Mannes” sirms 1822 r.

27311ech M pajiee IIPUBOMSATCS IMTaTel M3 pomaHa «CepalmoHOBBI OpaTbsi» B HepeBope A. Coko-
JIOBCKOTO.
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sechzehnten Jahrhunderts an” («Iwrami, BOpOTHWK ¥ OepeT COOTBETCTBOBAIM MOe KOHIIA
IITeCTHAJIIIATOTO CTOJIeTUs»), ,er ... hatte ... doch einen lahmen Fufs und musste sich auf einen
Kriickstock stiitzen” («He3HaxoMer] ObUT XPOM ¥ XOIWII C KOCTBUTEM»)288. Kpome TOro oH ImmIer
KpacHOVI KMHOBapbI0, CXOHOVI I10 11BeTy ¢ KpoBbIo , Der Fremde schrieb aber mit zinnoberroten
Buchstaben auf einem Pergamentblittlein” («mesHakomer; HammcaI Ha ... JIMCTe IepraMeHTa
KPacHBIMM YepHWIaMIM») ¥, KaK BIIOCJIE[CTBUM BBISICHSETCS, 3aK/IOYaeT IIaKT C BeIbMOTL:
,Satan! hiltst du so den Pakt, den du mit mir geschlossen!” («Carana! Tak-To TbI McHOIHSAEIIb
JOrOBOP, KOTOPBIVI CO MHOVI 3a1<moqvm!»).

[Ip >TOM cOXpaHSIeTCS BEPHOCTb TpaguLMM WM300pakaTb ero KakK IIOBeJIUTeII
HpencriogHer. AfICKOe IUIaMs M €T0 BCIIOJIOXYM TOPSIT B IVIa3ax pecrieKTabeIbHOTO TOCIIOAVHA B
pacckase ,Nachricht aus dem Leben eines bekannten Mannes” 1 B r71a3ax rosermpa Jleonxapna
B B nosecTu «BriOope HeBecTvl»: ,Feuerflammen aus seinen Augen spriihten” («cBepkmyB
IJIa3aMy, TOYHO B HUX OJIeCHy/JIM WCKpBI OrHs»), ,mit funkelnden Blicken hinstarrte”
(«cMoOTpeBIIIero CBepKamoIIMMM I7lazaMiu»), ,noch blitzten die groflen Augen unter den
schwarzen buschichten Augenbrauen mit jugendlichem Feuer hervor” («mo Toro xwmso
CBepKaJIM IIOf], TYCTBIMV OpOBSIMI €To YepHBIe IJ1a3a, IIOJIHBIE ellle IOHOIIIECKOTrO OTHsI»). [71a3a u
B3IV, YIIOAOOJISIOTCS OTHIO. VIMEHHO IuIaMsl CTAaHOBUTCSI CJIOBOM-MOTMBOM IIPV OIVICAHWN
caTaHbI WV OJIM3KMX eMy II0 AyXy HepcoHaXkelt 1 B Apyrux npomssenaenmnsx D.T.A. [odpmana.

Mory1iecTBo caTaHBbI ITO3BOJISIET €My BMEIIVIBATHCS B CYIbOBI JIIOMIEV, I3MEHSITh X, BHOCUTB
AVCTapMOHMIO B MIX pasMepeHHYIO XI3Hb. TaK, II0c/Ie IIepBOro BMeIIaTe/IbcTBa He3HAaKOMIIA B
merma ceMmby JIIOTKeHC XO3dVKa AOMa poOwIa YepTeHKa, XOTS aBTOp wm30eraer IIpsSIMOTO
HaszpaHVs. [locemyrolree onvicaHvie HOBOPOXKIEHHOTO He BBI3bIBA€T HMKAKVMX COMHEHMIL: ,als
seine Hausfrau ... einen abscheulichen Wechselbalg zur Welt brachte. Das Ding war ganz
kastanienbraun, hatte zwei Horner, dicke grofse Augen, keine Nase, ein weites Maul, eine
weifse verkehrte Zunge und keinen Hals. Der Kopf stand ihm zwischen den Schultern, der Leib
war runzlicht und geschwollen, die Arme hingen an den Lenden, und es hatte lange diinne
Schenkel” («xorga cympyra ero ... pogmia OTBpaTUTEIBHOTO ypofia, TEMHOTO IIBeTa, C AByMs
poramu, OrpOMHBIMI IJIa3amy, O0e3HOCOTo, ¢ IMMPOKMM IO YIIell PTOM WM IIOUTH Oe3 IIev.
I'osoBa Topuasia cpeau nByx 0e300pa3HBIX IUIeY, XMBOT OBUI pasayT M BeCchb B MOpIIMHAX, a
PYKM BBIXOIWIN OTKYZa-To M3 Oemep»). OTMETMM, YTO LIMTHPYyeMoOe OIViCaHWe M300wwIyeT
Ka4eCTBEHHBIMM IIpyIIaraTe/IbHbIMY, XapaKTepU3YIOMVIMI pa3Mep, LIBeT U KM3HeCII0OCOOHOCTh
POOVBIIIETOCS CYIIIeCTBa.

[Ipn BceM cBOeM MOTYIIEeCTBe ¥ KOBapCTBe caTaHa OeCIIeYHO pa3BJIeKaeTcsi B Mmpe
orpaHMYeHHBIX, Hefaslekux Oroprepos. OnH ,ein ganz kleines schadenfrohes Teufelchen, das,
wie auf jenem Hogarthischen Blatt unter den Stuhl der Betschwester, hier unter den Sessel der
Kramerfrau gekrochen ist und, neidisch auf ihr Gliick, heimtiickischerweise die Stuhlbeine
wegsdgt. Plump! fillt sie in ihr Glas und Porzellan” («MasieHpKOTrO, 3710paJHOTO UepTeHKa,
KOTOPBIVI, TIOJIOOHO cBOoeMy coOpaty, 4To Ha pucCyHKe XorapTa CUAUT IO, CTYJIOM MOHAXVIHW,
3aI10JI3 TOf, CTYJI HallleVl TOPTOBKM ¥, IT03aBV/IOBaB €e CYacThI0, KOBAPHO MOAIVIIVBAET HOXKIL.
bari! - oHa magaer Ha cBont papdop m XxpycTaib»), ,sprang ... mit ihm wohl an die sechs Ellen
hoch in die Luft und kam tiber die Gosse hinweg zwolf Schritte davon auf die Erde nieder”
(«omepeBIIICh, IpBIrayI PyTOB Ha IIIECTH BBEPX ..., & 3aT€M CTAHOBWICS IIO JPYIYI0 CTOPOHY
KaHaBBI IIarax B JIBEHA/IATM OT TOTO MecCTa, rie ObUl»), ,dass er nachts umherging auf den
Gassen und an die Turen klopfte. Und offneten die Leute, so stand er vor ihnen in weiflen
Totenkleidern und erhob ein jammerliches Geheul und Geschrei” («Houbto BOpyr HaunHasI oH
OpomuTh 1o yiuiaM, TPOMKO CTyd4a BO Bce BopoTta. Korza ke eMy oTBOpsUIV, TO BN IIeper,
CO0OI0 BBICOKYIO, OIETYIO B caBaH (PUTYypy, TPOMKO M 37I00HO 3aBbIBaBIIyIO») U ,Bei jedem
Begrébnis fand sich der Fremde ein, folgte der Leiche mit ehrbaren Schritten und gebardete sich
gar traurig, so daf$ er vor lauter Wehklagen und Schluchzen nicht vermochte, in die geistlichen

288Cp. ormmcanve Meducrodesns B Tparenun «Daycr» V.B. T'ete: «I/13 kapma3suHa ¢ 30510TOVE HUTKOV/ /
Kam3om B 00TsDKKY, Ha Ilevax Hakvika //Ha nurame merymmtoe repo// A cOoKy Immiara ¢ BBITHY THIM
adpecom» [['ete, 1985, c. 180]; «OH Ha HOTYy ofHY Kak Oyxmro xpom» [[ete, 1985, c. 206].
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Lieder einzustimmen” («He3Hakomell HempeMeHHO HPUCYTCTBOBaJI Ha KaXXIbIX IIOXOPOHAXx,
IIpOBOXKasi TPOO TUXVMMI IIIaraMi O CKOPOHBIM, OJ1aro4ecTVBBIM BUIOM, U IIPU 3TOM IUIaKasl U
BCXJIMIIBIBAJI TaK T'POMKO, YTO He MOT Jlake IIPUCOeAMHUTb CBOEro rojoca K MNeHUI0 IIOXOPOH-
HBIX TICaJIMOB»). Hesib3si He 3aMeTuThb, 4TO B ABYX IOCIIETHVIX ITIpMIMepax CMepTh, COIIPOBOXKIae-
Masd IUIadeM U IIPpUYNTaHVAMY, CTaHOBUTBHCS IIE€HTpPaJIbHBIM 06pa30M, KOTOprVI B IT€epBOM
IIpVIMepe HOCUT 3JIOBEIINIA XapaKTep (aJUIio31s Ha OesIblvl caBaH), yCMIMBaeMblil IIpuylaraTeilb-
HBIM ,WeifS”, a Bo BTOpoM IproOpeTaeT KOMUYeCKIe HOTKI. [IbsIBOJI He XOTeJI IIeTh IIepKOBHBIE
TYIMHBI ¥ IPUKPBIBAJI CBOe HeXkeslaHMe 0J1arouecTuBBIM 1 cKOpOHBIM BroM. K ToMy ke ero He
MOIJIa He II0padoBaTb BO3MOXXHOCTD ITOCMEATHCS Hall ITPOCTBIMIM CMEPTHBIMU U MIX TYXOBHBIMI
IaCTBIPSIMIAL

CiienoBarenbHo, cataHa B TekcTax D.T.A. [odmaHa BBICTyIIaeT Kak CJIOXKHBINI 00pas3, KOTO-
PBIVI coueTaeT JO0OpoAyIie 1 3JI0HaMePeHHOCTh, CKJIIOHHOCTh K CMeXy 1 0e3)KaJIoCTHYIO JKeCTo-
KOCTb, OH BCEM CBOVIM CYIIIECTBOM IIPOTMBOCTOUT OOXKECTBEHHOMY Hadajly, HO IIpM 3TOM He
CII0COOeH caMOCTOSITeJIbHO COBepIIaTh 3JIble IIOCTYIIKM VM IO3TOMY ITpuOeraeT K IOMOIIM BOJI-
I1eOHBIX JMKCVPOB. MHOTOIUIAHOBOCTD TIePCOHAXKA pealn3yeTcsl TakXKe U B €0 MaHepe BbIpa-
XaTbcd. bgaBOJI MCIONIB3yeT KaK pasrOBOpHBIE, TaK M JIUTepaTypHble BhIpaXkeHMs C OTpwuIla-
TeJIbHOVI KOHHOTALIVIeV 1 IIOUepKHYTO HeraTVMBHOV CEMaHTMKOV JIEKCUUeCKMX eIVHLI.

Becesbii catana B npomsseneHusix D.T.A. [odpmana 61130K IO cBOeV IIpUpoOIie 030PHOMY
uepTy B IpowmsBerdeHMsIX pycckoro mcarerss H.B. Toroms. AMOVBaIeHTHOCTD KaK IIPVIHIIVIL
M300pakeHMs IpUCyIlla 4epTy — 3Ha4uMMOMY reporo cOopHuka «Beuepa Ha xyTope Oim3
Hukanbkn». Ho 3T0 He 37107 IyX, TpoTNBOOOpell BeeBhImHero, He MOTYIIIeCTBEHHBIVI HOCUTEIh
3JI0T0 Hadala, KaK/MM OH IIpeficTaeT B PeJIUIMO3HBIX TeKCTaX XPUCTMAHCKOTO y4eHUd W B
pomare D.T.A.TodmaHa, a He3amawIMBBIV MPOCTAK, ITO3BOJISIONINY OOBeCcTM cedsi BOKPYT
najiblla, HeCIIOCOOHBIN 3aMeTWUTh II0[IBOXa, TIIATeJIbHO IIOITOTOBJIEHHOIO KaKUM-HMOYyIb
CeJITHVHOM, OH — TepoVl HapOOHBIX CKa30K, IIpelaHN1, IIOBePHii, TOT, KOTO IPVHSATO Ha3bIBaTh
«TJTyTIBIM U€PTOM», CTIeTysl HEMEIKOV TPaLIVIA.

B «Beuepax» OTCyTCTByeT OTKpbITOe HapOoAMpoBaHue HeMelIKx mpoTtoTumos. Ho mmcarerns
He CKpBIBaeT aHAJIOTMM C OOpa3oM caTaHBl B HeMelKow jurepaTrype. OmmcaHme depra-
npokasHuka B nosectu «Houb niepen poxxgectsom» H.B. I'orose HaunHaet co cios: «Crnepenn
COBEpPIIIEHHO HeMell»?¥, 3aTeM, YTOOBI CKPBITh, 3aByaIIpOBaTh CTOJIb SIBHYIO Q/UIIO3MIO Ha
HeMeIlK/e TeKCTbI, B CHOCKe TIOSIBJISIOTCS: «(paHIly3, ... Ijecapell, ... IIBe», ¥ TOJIBKO 3aTeM
BHOBb «HeMeIl»?, ABTOp BOOWUT YWTaTelIs IO KPYry: B NPUMeYaHWM OH IIepBOHAYaIbHO
YBOJIIUT €ro OT «HeMIla», HO 3aBepIllaeT ero 3TVM Xe MMeHeM HapuiaTebHbIM. CrleioBaTesIbHO,
TpOeKpaTHOE ITOBTOPEeHNE OTHOV M TOV JXKe HallMMOHAJIbHOCTV KOHEYHO He CITy4YarHo.

BremHme xapakTepucTVKN rOrojIeBCKOro YepTa 3HauMTeIbHO PasHATCS C BHEIIHOCTBIO €ro
HeMeIIKOoro coOpaTa. B ero ommcaHmm OTCYTCTBYIOT KaKue-IMOO aTpUOYTHI IIOBEINTEIIS
IIpencrIofHel, TaKye KakK IeTyIIMHOe IIepo, XpPOMOTa, TaK ke KakK U IIpsMble yKasaHWs Ha ero
NPVHAJIEXHOCTh K CWIaM 3714, OJHAKO Ipeo0sIafaioT, BO-IIEPBBIX, YMEHBIINUTEIHHO-
JlacKaTeslbHble  (POPMBI, HaIIpMMep: «y3eHbKas MOPHAOYKa», «KPYITIEHBKUI IISITAaYOK»,
«HeDOIbIIMe POXKM»2! 11, BO-BTOPBIX, CJIOBa C HEWTPaJIBHOM CTVWIMCTIYECKOV OKPAaCKOW,
HampumMep: «KaK y HaIllX CBUHeV», «BUCEJI XBOCT ... OCTPBIVI U JUIMHHBIN», «I10 KO3JIVMHO
Oopome mop Mopmov», «He Oeree TpyOoumcra»??2. OHM, KOHTPACTUPYSl C JIEKCUIECKVIMMU
eIVHUIIAMM TIepPBOV TPYIIIbI, IIPMOOpeTaroT NeropaTUBHYIO KOHHOTAITMIO. DKCIUIUIIMTHO
HeraTUBHBIN KOMMeHTapVH?I IIOBeCTBOBaTe/KI-ITaCe€YHIMKa «cpr/ﬂ"ypa — B3IVIEIHYTb COBECTHO.
Poxa, ... Mep30CTb Mep30CTbIO»2%? yCIIMBaeT OTPUIIATEIbHBIN 3JIeMeHT B oOpase uepTa U
oOHapy>XvBaeT, TaKM 00pa3oM, ero aMOVBaJIeHTHOCTb.

AmbuBasteHTHOCTh XapakTepa deprta y H.B. 'oross, orpaxkeHHasi B ero BHeIllIHeM o0/Iv4anmy,
orMmeTw1 B.B. HabokoB B xoHcrmekTax jrekimyi o HasBaHmeM «Hwuxomnar I'orons». CorstacHo

289Torosb, 1966, c. 113.
29T orosb, 1966, c. 113.
91T orosnb, 1966, c. 113.
292"oronb, 1966, c. 113.
293 orosb, 1966, c. 115.
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ero MHTepIIpeTaluy, KOTopas, Ha Halll B3IJISl, COOTBETCTBYeT aBTOPCKOMY BUIAEHWIO 3TOrO
oOpaza, — »93T10: «HemopassuTas, BMXISIOMIASCS WMIIOCTaCh HEYWCTOTO, ... TIIEAYIIHBIN
VHOPOIEL, TPSICYIIIICS, XVUIBINI OeCeHOK C KaObell KPOBBIO, Ha TOIIMX HEMELKNX, TIOJIbCKIIX U
dpaHITy3cKMX HOXKaX, phICKAIOIII MeJIKU ITOofyIel], HeBbIpa3Mo TafleHbKui. PasnasuTe ero
— ¥ TOIIHO ¥ CJIaJJOCTHO, HO €r0 M3BMBAIOIIAsiCd YepHas IUIOTh 10 TOro THyCHa, YTO HUKaKas
CWIa Ha CBeTe He 3aCTaBUT c/eJIaTh 3TO FOJIbIMIU PyKaMi, a JoOepelbes A0 Hero KaKuM-HuOy b
opyaveM — TeOs Tak M IepefiepHeT OT OMeP3eHsI» 2%,

B ommune ot catansl O.T.A. 'odpmana vept B nosectsix H.B.I'orosig ripu BceMm cBoeM Kaxy-
II[eMcsl IPOCTOOYIINY — aKTMBHOE OTPUIIATeIbHOe HeVIcTBYIomIee ymio. OH o0ydaeT «rpexaMm
HOOPBIX JIOMIEV»2%, TOTOB «IIIaTaThCs IO OeJIOMY CBETY»2% 11 COBEPIINTD «Oe33aKOHHOE IeII0»,
YTOOBI «BBIMECTUTH Ha Ky3Helle CBOIO 37100y», IIOTOMY YTO «IOKJISUICS MCTUTB»2 emy. VTak,
uepT y H.B. 'oromnsa xurep?® 11 ero npogymaHHasi IajIoCTh (KpaXka Mecsilia) M OXngaeMble M
IIOCJIeICTBMSL — JIVIIIb IIePBbIVI 3Tall, 3/IOKO3HEHHOT0 IIaHa, KOHeuHasl 11eJIb KOTOpPOro — MecTb
Ky3Helly, T.e. IIPOCIIeXMBaeTCs YeTKasl I10C/Ie/IoBaTe/IbHOCTD B IeVICTBUSIX YepTa.

BaxHOV xapaKTepuCTUKOM TOr0JIeBCKOrO IIOBECTBOBAHMS SIBJISIETCS IePeHOC IbsSBOJIbCKIIX
4uepT Ha Ipyrux mepcoHaxent. Ha 3Ty ocobeHHOCTE oOpariiaeT BHIMaHMe VCCIe0OBaTe b Hacule-
avst H.B. I'oross 1O. ManH: «Beicime cyviibl OTKPBITO BMeIIIMBAIOTCs B CloXKeT. Bo Bcex cirydasix
— 9T0 00pasbl, B KOTOPBIX IIePCOHMMPUIIMPOBAHO MppeasIbHOe 310 Havaslo: 4epT WIN JIIOMIN,
BCTYIMBIIIMIE C HUM B IIPECTYIIHBIN CTOBOP»2%°. YepThl yepTa pyCccKumil IvcaTellb IIepeHOCT Ha
IlepcoHaXker, IpeX/e BCero B CBOMX PaHHMX IOBecTsX. BelpakeHwme syiia npirana ms «Copo-
UMHCKOW sipMapKi», MOpPTpeT KosayHa n3 «CTpalrHom MmecTu», OesmesTersbHOCTH Ilarioka,
obxopmrenpHOCTh Cortoxu 13 «Houm niepen PoxxmecTBoM» HOCSIT 1TedaTh 371011 CYIbrR0,

Msyuas 0Opa3 uepTa, IPOVICXOXKIEHVEe «UePTOBIIMHBI» U IIyTH CONpoTuBIIeHn: e, 0. Manu
NIpUBOANUT yOemuTesIbHbIe IIpUMepPHL B I0Ka3aTeIbCTBO CBOMX yTBepXKaeHu. PaccMoTpum mx ¢
MIO3UITNTY KOHTPACTMBHOM JIMHIBUCTUKN. Llpiran B «CopoumHCKOV sipMapKe», 0e3 COMHeHs,
BOIUIOIIIeHMe 3j1a, B 3TOM yOeXIaeT M JIeKCMYeCKMVI aHaIi3 ero OIMcaHMs. «SI3BuUTeIbHas
yIJIBIOKa», «XKVBBbIe, KaK OTOHB IJla3a», «TaKOTO XK€ CTPAHHOTO s ce0sl KOCTIoMa»30! SBIISIOTCA
OJTHOBPEMEHHO 1 XapaKTepuCTHKaMu caTaHbl B ripomsseneHnsix 2.T.A. 'odpmana. KimoueBbmmu
cloBaMy B ommcaHum caradbl/depra y O.T.A.Todpmana m y H.B.Toroms oxaspiBarorcs
VMMaHeHTHbIe IIpV3HaKM, TaKye KaK VPOHMS, HeoObIYHas oOneXha M MbUIAIOIIVII OTOHb.
[IpuMeuaTesibHO, YTO M B HEMEIIKOM M PYCCKOM TeKCTax WCIOJIb3yIOTCS CeMaHTUYecKn
cxofHble KOHCTpyKumm. CpaBHUM: «Hapeuue + raroin» — ,der ... ihn hohnisch anldchelte” n
«IIpmIaraTebHOe + CyIIeCTBUTEIIbHOe» — «S3BUTeIbHAs YIIbIOKa»; «yKa3aTeIbHOe MeCTOVIMe-
HMe + IpwilaraTtelbHOe + CyllecTBUTelIbHOe» — ,in diesem seltsamen Aufzuge” u «Takoro xe
CTpaHHOro mIsi cebs KocTioMa». B mpmmepe ,noch blitzten die groflen Augen ... mit
jugendlichem Feuer hervor” m «kuBble, KaK OroHb IJIa3a» CBSI3b MeXIy CJI0BaMM-MOTMBaMM
MO>XKHO YIIPOIIIEHHO BbIpa3uUTh KaK cOYeTaHle «CyIIeCTBUTe/IbHOe + CYIIeCTBUTeIbHOe».

B mosectn «Houb nepen Poxmectsom» MaTh KysHenia Baxymier Coroxa BoIniomiaer 310 He
CTOJIPKO IIOTOMY, UTO OHa SIKIIIaeTCs C YepTOM W JIeTaeT Ha MeTJie, a IIOTOMY, YTO ee TaKOW
BUaAT cesisiHe. OMHAKO M B 3TOM CJIydae ee IPMHAJJIEKHOCTh K OecoBCKov OpaTum xapakTe-
pusyeT ee C IIOJIOKWUTEJIBHOW CTOPOHBL [laHHas IBOVICTBEHHOCTh BbIpaXkaeTcs B peIuIiKe
TOJIOBBL: «2OX, ToOpas 6aba! Hepr-6a6al»302.

Baxxapmv npencrasisiercst u To, uto H.B. I'oross noguepkuBaeT IbsSBOIBLCKYI0 OCHOBY CYIITHOCTV
yepTa C IIOMOIIBIO yABOEHMs CMBICJIOBOVI HarpysKu JIeKceM, KaK B IIpyMepe: «4epT, IIoIbe-

294Haboxos, 1989, c. 540-541.
29T orosb, 1966, c. 113.

2% orosnp, 1966, c. 113, 114.
297T orosb, 1966, c. 114.

298" orosb, 1966, c. 113.
299MamnH, 1988, c. 68.
300MammH, 1988, c. 71, 21.

30T orosnb, 1966, c. 27.
302["orosb, 1966, c. 122.
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XaBIIIV MeJIKMM Gecom»303. ITpu aTOM 3710 TepsieT YacTh BpeIOHOCHOVI CWIBI, T.e. IMeeT MeCTO ero
TpasecTrpoBaHve. I logobHb mpreM He Berpevaercs HU y D.T.A. T'odpmana, 1 y MLA. Byrrakosa.

Takum oOpaszom, ocobeHHOCTh M300paxkeHms: yepTa B Tekcrax H.B. ['orons zaxmouaercs B
TOM, UTO OH CKJIOHEH K OJJHOIUIAaHOBOCTM: OH — urypa Ipexse Bcero KoMudeckas, XOTs
BJIVIHIVe, OKasblBaeMoOe VM Ha OKPY)KaloIIMX, HeraTMBHO IIO CBOeV CyTW, a IIepCOHaXW C
uepTaMy JIMIla M yXBaTKaMM dYepTa CTaHOBSTCS HACTOSIIVMMM HOCUTeIIAMM 3J1a, He ero
IITy TOBCKOTO, & BJIACTHOT'O, CEOIIero pasaop Havasla.

Hocwutesnem 3a B cOopHUKe 1oBecTen «[IpsiBosiaga» n B pomane «Macrep n Maprapura»
M.A. BysirakoBa BBICTyIIaeT [bsIBOJI-MCIIBITYIONINIL. DTOT 00pa3 He CBsi3aH C «IJIYIIBIM YepTOM»,
KOTOPBIVI YacTO BCTpedaeTcss B ITPOM3BEEHMSAX HeMeIKMX POMaHTMKOB, B YaCTHOCTU Y
O.T.A.Topmanna, n y H.B.Toroms, pycckoro mmcaresng-peayincra, Wi C YepToM —
NpoTMBHMKOM bora, a ¢ Meducrodernem n3 tparenum VI.B. I'ete «@aycr». B aTom ybOexmaer
BHEIIHWUVI BUJL TepOs B IIOBECTM «TallTHOMY IIpyTy»: «4epHBIVi GapXaTHBIN Gepet, JMX0 HaIeThIi
Ha yxo ... »% 1 TO, 4TO OH SBWICA B MOMEHT 3BydaHMs omeprl «PaycT» paHILy3cKOro
kommnosuropa [lapia I'yao. B pomane «Mactep 1 Maprapura» IbsBOJI «HM Ha KaKylO HOTy He
XpOMaJl, I POCTy OBUI ... MPOCTO BBICOKOTO. UTO KacaeTcs 3y00B, TO C JIeBOVI CTOPOHBI Y HErO
OBUIVM IUIATMHOBBIE KOPOHKWM, a C IMpaBoit — 30710Tble. OH OBUI B JOPOrOM CcepoM KOCTIOME, B
3arpaHMYHBIX, B I[BeT KOCTIOMa, Tydiisix. Cepblit OepeT OH JIMXO 3aJIOMIUI Ha YXO, ITOJT MBIIIIKOV
HeC TPOCTb C YepHBIM HaO&IHAITHMKOM B BWIe TOJIOBBI Iymens. Ilo Bumy — JjeT copoka c
mmmHVM. PoT kakom-To KpmBovt. BeiOpur miamko. Bproner. IlpaBemi Ij1a3 4epHBIV, JIEBBIV
IoueMy-TO 3ejleHbIVl. bpoBu yepHble, HO omHa Beime Apyrov. CJI0BoM — MHOCTpaHer»%. B
3TOM ONVCaHWM IIPOCTYIIaeT SIBHOe TapoIMpoBaHye N300pakeHMs ayxa 371a, (PaHTaCTMIeCKOro
IepcoHaka, OIMCaHHOro HemelKMM Ki1accukoM. Carana M.A. bynrakosa — Bonanmg — oper «c
WUrOJIOUKM», HO Yy Hero OTCYTCTByeT IIeTylIMHOe Ilepo KaK Yy He3HaKoMIla B IIOBeCTU
2.T.A.Todmana, a mrmara ycTynmia MeCTO COOTBETCTBYIOIIIeMY BpeMeH! IpeJIMeTy — TPOCTH,
KoTopas Oy1arofaps HaOaIIalllHUKY B BUIle YepHOI'o My/esid, OHOTO U3 BOIUIOIIEHU JIbIBOoJIa
B Tparequmu VI.B. I'eTe, moruepKiBaeT cBs3b CBOETO BJIajiesIblia C TEeMHBIMY CJIaM.

B pomane «Mactep m Maprapura» ecTh ele OJHO OTKpBITOe yKas3aHMe Ha BHeIIHee
cxofcTBo Medmcroders 1 Bomanga ¢ SBHBIM MPOHMYECKMM, TapPOOWHBIM ITOJTEKCTOM.
Macrep, obpariiasick K cBoeMy cocefly o Kamepe 103Ty besmomuomy, ropoput: «Brpodem, BbI
... Beflb, g He OIIMOaloch, Bbl UeJIoBeK HeBeXKeCTBeHHBIN? ... Bellb JaXke JINIIO, ... pa3Hble I7la3a,
6posu! ITpocTiTe, MOXET OBITE, BITpOUEM, BbI flaXke oIlephl «DaycT» He CIIbIXam?»306,

Ob6pa3 [psiBota y M.A. bysrakoBa Tak Xe amOuBaieHTeH, Kak 1 y D.T.A.Todmana n
H.B. Toross, HO ero JBOVICTBEHHOCTh BhIpaXkaeTcs Io-MHOMy. CaTaHa B «BUJe CIIyTV CBOErO
Pynomnbda» [Bynrakos 1989: 61] maseko He HamBeH. OH Tpe3BO pacCyXgaeT, M B €ro CJIoBax
4yBCTBYyeTcsd Jierkasi upoHus. Ho BMecTe ¢ TeM OH He TOJIBKO BOIUIOLIeHMe 371a: Pymoned maer
JeJTBHBIVI COBET CBOEMY COOeceITHVKY ¥ BeIpydaeT ero meHbramu. pssorn M.A. bynrakosa —
LeJIbHag HaTypa, 4bsl CyITHOCTB, omperesleHHas yXe B mopectu «TamHomy Opyry», cTaHeT
ocHOBOVI oOpasa BosraHma, mocraBileHHOro aBTOpoM, Kak M Pyponed Padariosud, mexmy
«YVICTBIM» 37I0M U JTJOOPOM.

Bortannm — obpas, KOTOpbII MO CBOeVl Mpupope IIpofoDKaeT JIUTepaTypPHYIO TpafylVIo
M300paKeHMs caTaHbl, AbsBOJIa, ocHOBaHHYIO VI.B.T'ere, D.T.A. ['odpmanom n H.B. I'orosiem B
OOJIBIIIeNT CTETIeHN, YeM COOTBETCTBYeT IPMHIIMIIAM OIVICAHVIS He3aJawIVIBOTO YepTa B HAPOIHBIX
cyeBepusix. Ha aTy ocobeHHOCTH Tepost yKasblBaeT smmrpad poMaHa, B3STBIVI U3 Tpareqyuin
V.B. I'ete «®ayct». CsioBa Medmictodesns, KoTopeiMut OTKpbIBaeTcss pomaH M.A.bysrakosa: « —
Sl — d4acTp TOV CWIBL, // UTO BEYHO XOdYeT // 371a M BEYHO coBeplaeT Os1aro»3”, orpakaroT
MIPOTMBOPEUMBYIO CYIIHOCTb BostaHma: B OOJIBIIMHCTBE CiIydaeB OH IIACCHBHBIVL YYAaCTHUK

303["orostw, 1966, c. 115.
304Byrakos, 1989, c. 61.
305byraxos, 1987, c. 466.
306byraxos, 1987, c. 565.
307bynraxos, 1989, c. 463.
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COOBITIIL, HO B TOXe BpeMsi OH 1ofo0eH Meuy Hemesnmbl, 6e3)XajtocTHO 0OpyIIvBaroIeMycs Ha
TaviHble IIOPOKY, codeTas B cebe, TaknM 00pa3oM, JoOpoe 1 3710e Hadasrados.

[TpumMeuaTerbHO, uro wMsl Bormanma Hamboslee 4YacTo ymnoTpeOrisgeTcss B COYETAaHWUM C
r71arosiaMu ropopeHms (verba dicendi), TakmMum Kak «cKasasl», «TOBOPWI», «00OpaTWICS», «OTBe-
TWI», «OTO3BAJICS», «BOCKJIMKHYJI», «3aMeTWI», «BO3pasuil», «IIOHO03Bal» U IJIarojiamu, Iepe-
JAOIIVIMM CTaTUYecKoe MOJIOXKeHVe reposl, TaKMMI KaK «CUJIesT», «OCTaJICs» VIV CBeIeHHYIO 10
MMHVIMYyMa ITOBVDKHOCTE «OTBEPHYJICA», «yKasal», «IOJHSIICST», «KUBHYII». [InxoToMmsa roBo-
peHMs IIpy TIOJTHOV VWUIM YaCTWMYHOV HeIIOABVDKHOCTU XapaKTepusyeT Boslanga Kak JIMYHOCTD
BJIACTHYIO ¥ IIPUBBIKIIYIO K ITPOsBJIEHMSIM IOKOPHOCTM CBOeWl Bojle. B 3ToMm repoit pomana
M.A. ByirakoBa cxoX C caTaHOV B poMaHe «JMKcUpbl cataHbl» D.T.A.odpmaHa, KOTOpHIN
caM HIYEero 3HA4YMTEeJIbHOTO He IpedlIpuHMMaeT, a JIMIIb Oraromapsi TaHCTBEHHOW OyThI-
JIOUKe ITOYMHSeT CBOeV BOJle CBATOTO IpaBeHMKaA.

B poym BcriomoraresibHBIX cvl B «Mactepe 1 Maprapure» BbIcTynaeT csuta Boranpa. En
MPeICTOUT yJI4aTh, HaKa3blBaTh, BOCCTAHABJIVMBATh CIIpaBeIMBOCTb. He ciryyaiiHo MOCKBIUM
M YIIOJTHOMOYEHHBIe BJIaCTSMV BUIOAT B HMX OTPUIIATENIBHBIX CyOBekToB. KauecTBeHHBIe
npriaraTebHble «HamIbI»3?, «COMHUTEIbHBIN»310, a Tak)ke HOMMHAHTBI «HETOIAV», «XYJIV-
rau»?1, «obopBaHeI»*2 cBUIETEILCTBYIOT 00 MX MPMHAIJIEKHOCTM K TEMHBIM CiJIaM. Tak Ha
MPOTsDKeHUM BCero poMaHa cJIyr BoslaHpa xapaKTepusyroT JieKCcrdecKye eqVHUIIBL C OTpulia-
TestbHOM KOHHOTanmen. Koposbes-@aror mpeacraer Kak «[Tomibin xxe daror»313, «HagyBaro
®arot», beremoT kKak «HamIBI KOTApa beremor»34, «koBapHbII bereMoT»315, BaykHO OTMETUTB,
4TO, KOIJla BCe BpeMeHHOe BO BHeIIHOCTM BosiaHga 1 ero conpoBOXIAIOMIVIX BCaIHMKOB
ycyesaeT, a A3as3eiyio NpUHMUMaeT ellle Oojlee TPO3HBIN BN, Bedb OH — «IeMOH Oe3BOIHOM
IyCTBIHY, JEeMOH-yOuilia», M AaXe IOHOCTh beremora, maxka BoraHma, He cKpbIBaeT ero
JI€MOHWMYECKOV CYIIHOCTIS1O,

ITpm aToM Bortanmy mpuicyiiia HeoOpIUHAs MaHepa BecTy ceOs1/ mep>kaThbCsi, KoTopast cOmvpKaeT
ero c IIyTHUKOM-caTaHoV B oecTsx D.T.A. 'odpmaHa. BmecTe ¢ Tem oHa cBOeVt HEMOTUBUPO-
BaHHOCTBIO COOTBETCTBYeT HeOOBSICHMMOCTY ToBeleHns ItepcoHaxent H.B. I'oross, Tumnosoruio
AEVICTBUV KOTOPBIX pa3paboTast pycckuit dvutonor 0. Manan. Viccienosartenns BbIesseT cile-
AyFoIIVe KaTerOpuiL: «CTpaHHOe Y HeOXVIaHHOe B ITOBeeHNN IepCOHaXeV»317 11 «HeIpon3BOoIIb-
Hble JIBVDKeHMs WM IpuMachl IlepcoHaxen»318. [Tpu sHakoMcTBe ¢ bepimoszom m mostoMm bes-
JOMHBIM OH «BAPYT HOAHSUICS M HaIlpaBWICH K IMcaTeIaM»39, «BOCKIIMKHYII ... U, TI0YeMY-TO
BOPOBCKV OIVIIHYBIIVCE ..., CKa3aJl», «I'yT MHOCTpaHeL OTKOJION TaKylo ITyKy»32. CremoBaTersb-
HO, MOXHO yTBepXXgaTb, uTo BosiaHz coueTaeT uepThl «IJIyHIOrO YepTa», IIPOSIBIISIOLINECH B
oOpa3zax HEMEITKOTO IVcaTelII-POMaHTVKa V1 YepTax IIepCOHaXeN PyCCKOTO McaTelIs-peasIvcTa.

s peunm BosioHnma xapakTepHa IIpaBWIBHOCTB BBIpaXKeHWs, YTO IIOJYepKMBaeTCs
aBTOPCKMM KOMMEHTapVeM: «3aroBOpwl ITOOOMIeAIINII C MHOCTPAHHBIM akIeHTOM, HO He
KOBepKas c10B»321, «besmoMubIn nogymain: «I'me 3To OH Tak HaJIOBYWICS TOBOPUTD II0-PYCCKH,
BOT UTO MHTepecHO!» », «bepimmos ... B 310 Bpems nyMair: «Ho, Bce-Taku, KTo ke oH Takow? 1
IoyeMy TaK XOPOIIIO TOBOPUT HO-PYCCKM?» »322, «ThI CIIBIIINIIE, KaK OH IO-PYCCKI TOBOPUT»32,

S8Edwarts, 1982, p. 169-170.
309Byrakos, 1987, c. 654.
319Bynraxos, 1987, c. 737, 738.
Slbynraxos, 1987, c. 735.
$12bynraxos, 1987, c. 737.
$13bynraxos, 1987, c. 561.
Si4Bynrakos, 1987, c. 562.
315Byrakos, 1987, c. 734.
S16bynraxos, 1987, c. 756.
317Mamnny, 1988, c. 114.
S18Mar, 1988, c. 123.
319Byrakos, 1987, c. 466.
320Bbynraxos, 1987, c. 467.
321pynraxos, 1987, c. 466.
32bynraxos, 1987, c. 468.
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BocxmimeHHBIe 3HAHMSAMY MHOCTPaHIIA, 00a MycaTelIs BCe XKe 3aMeYaroT OMH HeOCTaTOK B ero
IIPOM3HOIIEHN: B CJIOBaxX CIIeLMaIiCTa 110 YepHOV Maruy CIBIIINUTCSA CHJIbHBIV MHOCTPAHHBIN
aKIIeHT, KOTOPBIVI BHOCUT 3BYKOBOVI OVICCOHAHC B PeIUIMKM repost. HeoObrdHOCTH cuTyarm
yCWIVBaeTCsI B MOMEHT BHe3allHOIO WCYe3HOBeHMs akKIleHTa: «IIpodeccop ... 3aroBOpwI
HErpoOMKO, IIpMYeM €ro aKIIeHT ITI0YeMy-TO IIporna»324. VI3 3Toro MoXXHO 3aK/TIOUNUTh, B CJIOBaXx
VMHOCTpaHIla OTCYTCTBYIOT OTKJIOHEHWSI OT s3BIKOBBIX HOPM, HpeXie Bcero Ha Mopdorio-
I'MYecKoM, a TaKKe Ha CMHTaKCYeCKOM YPOBHSX.

OrmMmetnM emre omHY 0COOEHHOCTH peunt Bormarma: oHa 3aK/IoueHa He B ee rpaMMaTIYeCKOM
odopMiIeHIN, a B CTWIMCTIYECKOM cBoeoOpasvm. VIHocTpaHer roBopuT Ha HeVICKa)KeHHOM
PYCCKOM si3bIKe, HpUAepXMBasiCh €ro HOPMaTMBHBIX IIpaBWI, HO W3pelKa B ero cjiosa
3aKpaJbIBAIOTCS yCTapeBIe JIeKCYecKye eOVMHWIIBL «KaK ke OBITh ¢ JOKa3aTeIbCTBAMU
ObITIIS D0KUSA, KOUX, KaK M3BECTHO, CYIIECTBYeT POBHO IISITh?», «OHO, MOXET, VI YMHO»; Pasro-
BOpHBIe 000poThL: «Ho BOT KYpres», «OH... coopyous cOOCTBEHHOe IIecToe IO0Ka3aTeIbCTBO!»,
«Ham Bamm nomewamscsa OymyT», «HO 004bHO HETIOHSTHO»; OOJIBIIIOE KOJIVYECTBO BBOIHBIX
CYIHTaKCIYIecKnX KOHCTpyKomit: «OHO, Moxem, M yMHO», «BuHOBaT ... s TOro, 4roOBI
YIPaBJIATh, HY>KHO, KAK-HUKAK, IMETb TOUHBIV TIaH»325326,

Xots 3710€ Havasio, BOIUIOIIeHHOe B oOpase CartaHbl 1 cBuTe Bostanma, umHUT Oe33akoHMe,
VIMEHHO K HeMy oOpalliaeTcsi oT4asBlIasics Maprapura B MUHYTY 3aTpPyZHEHMs, B IIOVICKax
TIOMOIIIY, COBETa, B HaJleXIle, UYTO OHM IIOMOIYT el VI ee MacTepy, yOeperyT ux OT HeCc4acTurs,
BBIBEIyT M3 Oe3BbIXOOHOro TojiokeHMs. He ciaydanHo Aszaszeiuio oOpaliiaeTcsi K MOJIOION
VICCTpaJIaBIIIeICs JKeHIIMHE CO CJIOBaMM: «VMHTepec-TO OosIbImon ... Bl Bocmonb3yerech CiTy-
4JaeM...»%?7, 4yToOBI Y3HATH O CyapOe MacTepa, Kak morafgasiack Maprapura HukosaesHa. He xTo
MHOW, KaK Bostamm, yCTpamBaeT JajIbHEWIIIYIO Cym,6y «JII0OOBHMKOB»328 11 JApUT VIM «BEYHBIV
npuoT»3?. HoMMHAHT «IIpuUIOT» IO OIpelesleHNno, HIpuBedeHHOM B «CJjioBape pPycCcKOro
s3pika» C.V1. Oxerosa, o3HavaeT «MecTo, Tle MOXXHO CIIaCTUCh WIN OTHOXHYTb»30, M.A. Byra-
KOB IIpefylaraeT CBOIO CXOOHYIO TPaKTOBKY 3TOMY cCyllecTBuUTeslbHOMY. OH HeOogHOKpaTHO
Ha3blBaeT HOBOe MeCTO ITpeOBIBaHMS MacTepa M €ro Iompyru «BeuHbI[M]| mom[om]»®1, T.e.
MeCTOM OTAbIXa VI YMUPOTBOPEHIs.

Kpome Toro, Bonanp npeficrasiisieTcs CBA3YIOIIVIM 3B€HOM MeXIy BCeMU reposiMi U UTpaeT
0coOyI0 poilb B CTPyKType IoBecTBOBaHMA. OH OOBEIMHSET CBOVM IIPUCYTCTBMEM BCe
OHTOJIOTMYeCcKye IUIaHbl, Bble/leHHble A. AMyCHHBIM B CTaThe «Balll poMaH mprHeceT BaM ellle
cropupusbl»: 1) ITman coBpeMeHHOV aBTOPY OOBIIEHHOV MOCKOBCKOVI XV3HY; 2) [Ttan rcropu-
uecKkom peasibHOCTH JipeBHero Vepycaimma; 3) IlnaH «TekcTa B TeKcTe» (pparMeHT pyKOIMCHU
MacTepa, KOTOpeIl umTaeT Maprapura); 4) ID1an MHOro4mcjieHHBIX CHOBUIEHU (B CBOIO
ouepenib, IIO-pasHOMY COOTHOCSIIVIXCS ¢ 00beMITIONIEN X peasIbHOCTHIO); 5) [tan akTyasHOTO
npeObIBaHMs Ha 3emsle Cartansl/Boranma; 6) [TompasymeBaemsiit wiaH boxectBeHHOM cpeprr
— «cBeT», OTKyHa K Bortanmy sieisiercst nocitaniieM n npocuresieM Jlepuin Marsers; 7) Ilian
3eMHOTO MHOOBITHSA MacTepa 1 Maprapursl nocsie «baia y Cartanbl»; 8) IlnanH mocMepTHOTo
cymectsoBanmsa Ilontmsa ITwiara; 9) IDiam mocMmepTHOro cyiecTBoBaHMSI MacTepa U
Maprapurts! («ITokoi»)332. B cymHoct Bortann — mumdosiornsmpoBaHHOe JIUITO, BBICTyTIAs B
PpOJIVI TIPOMEXYTOUHOIO II€PCOHAXKA, OOBEIVHSIONIET0 COOCTBEHHO MMEOIOTMIEeCKUIT IUIaH
(cuensr B EpmasamMe) u  peasibHBIV (MOCKOBCKMUI OBIT), peajM3yeT TaKMM oOpa3oMm
aMOVBaJIEHTHYIO HaTypy, IIOMUMHSIS CBOVL BOJIE I BpeMs U1 IIPOCTPAHCTBO.

32bynraxos, 1987, c. 471.

324Bynraxos, 1987, c. 472.

325Bynrakos, 1987, c. 468.

320B mpuBenieHHBbIX IpUMepax — Kypcus Mot E.H.
327bynraxos, 1987, c. 637.

328Bynrakos, 1987, c. 749.

329Bynraxos, 1987, c. 758.

3300keros, 1960, c. 594.

$1bynraxos, 1987, c. 759.

332 Amycun, 2005, c. 112-113.
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Mrak, oTMeyaeM paszmmums B W300pakeHUNM 3j1a ¥ IIOTBOPCTBYIOIIMX €My CWI Y
D.T.A.Todpmana, H.B. I'oronst 1 M.A. bysrakosa. Y 2.T.A. 'odpmaHa nipeobriaziaeT mipecrasiie-
HUe B COOTBETCTBUM C PEJIUTMO3HBIM TOHVMaHMeM JIaHHOW ITpoOJieMaTHKN TeoJoraMu M C
HapopHov Tpaguiinent. B mpoussenenmsax H.B. I'orosisa momuHMpyeT ¢dosbKIOpHas MHTepIIpe-
Talysl JeMOHMYeCKOro Havajla, KaK peajmsalys OJIM3KOro K ¢oibKIOpy IPpOTMBOOOPCTBA
noOpa m 31a. B mosecTsix M 3akaTHOM pomaHe M.A. bysrakoBa [IbsBOJI IpefcTaeT Kak
BOIUIOIIeHVe MH(ePHAIBbHBIX CVJI 1 OHOBPEMeHHO KakK 3alllUTHUK VI CIIaCUTesIb CTPaIafolIX.
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NORME ,NU PREA RESPECTATE” DE FETE RESPECTABILE
Grigore CANTEMIR,

conferentiar universitar, doctor in filologie,
Universitatea de Stat ,, Alecu Russo” din Balti

Abstract

Incorrect grammatical forms very often penetrate into current literary and publicistic texts which are
legitimized” by some legislation in force. The prezent article deals with the causes of the appearance of these
logoforms in various texts written by subtle authors with a refined artistic language, with philological studies.

Rezumat

In textele literare si publicistice din ultimul timp, pdtrund, adesea, forme gramaticale incorecte, , legitimate”
chiar de unele acte normative in vigoare. Despre cauzele aparitiei acestor logoforme in texte semnate de méanuitori
de condei rafinati, cu un limbaj artistic elevat, cu studii filologice, vom mentiona in randurile ce urmeazd.

Oamenii de culturd, politicienii, intelectualitatea progresista din Republica Moldova privesc
cu un deosebit interes emisiunile posturilor Jurnal TV si Publica TV. Ambele aceste posturi, pe
langa informatii veridice privind situatia social-politica, economica din tara, se ingrijesc si de
cultura graiului roménesc in Republica Moldova, prezentand numeroase mostre, iar uneori, din
pdcate, si ,monstre” de exprimare in limba roméana.

,Una dintre normele literare nu prea respectate (de aici incolo sublinierea ne
apartine - Gr. C.) in limba actuald este cea care prevede indicarea datei calendaristice prin
forma de feminin a numeralului cardinal doi, respectiv doud, doudsprezece, doudzeci si
doud”, astfel incepe una din emisiunile postului Publica TV, la rubrica Date cu prezentatoarea
Mihaela Strambeanu.

Ce inseamna ,nu prea respectate”? Vorbirea omului, ca si talentul, cultura lui, ori o ai, ori iti
lipseste cu desdvarsire. Asa si norma limbii literare: ori e respectata de vorbitori, ori nu.

In continuare, discursul Mihaelei Strambeanu privind utilizarea numeralelor wunu/una,
doi/doud abunda in greseli ce tin de gramatica si teoria limbii. Toate gramaticile limbii roméne
clasifica substantivele, conform categoriei gramaticale de gen, in masculine, feminine si neutre.
Ultimele, impreuna cu satelitii lor adjectivali (adjectivele calitative si cele pronominale,
numeralele), au la singular forma de masculin, iar la plural - cea de feminin. De exemplu: un
ceas/doud ceasuri, un stilou/doud stilouri, un eseu/doud eseuri etc.

,Ar trebui sa spunem suntem in doudsprezece martie, azi e doud august, in realitate e aproape
generalizatd forma de masculin a numeralelor in cauza. Problema se pune, mai ales, in
exprimarea orald, pentru ca, in scris, data este, de obicei, marcatd prin cifrd, fard a crea
probleme. Redactorii si prezentatorii de radio si televiziune care isi propun sd utilizeze romana
cultd se afla, adesea, in incurcaturd. Chiar de rostesc doi septembrie, risca sa fie acuzati de
ignorantd si stricare a limbii de cdtre unii, daca aleg forma doud septembrie, aceasta suna ciudat
pentru cea mai mare parte a publicului”, isi continud discursul prezentatoarea.

Intr-adevar, forma doud septembrie este cea incorectd si ,sund ciudat” pentru publicul versat,
cu niscaiva studii filologice, care isi dd seama ca sintagma doud septembrie este un calc, asemenea
multora, dupa modelul rusesc 8mopoe cenmsadps. In limba rusd, numeralele care indica data sunt
ordinale: [lepBoe Mas, eBsmoe Mas. In limba romani insi, desi exprimd ordinea zilelor dintr-o
lund, datele calendaristice sunt redate prin numerale cardinale, de rand cu paginile dintr-o
carte, anul calendaristic s.a. Insesi denumirile lunilor anului, in limba romani, sunt de genul
masculin: in zilele geroase ale lui ianuarie, in zilele dogoritoare ale lui august etc., aceastd categorisire
fiind motivatd, deoarece denumirile s-au dat lunilor in cinstea unor imparati (Iulius, Augustus),
unor zei (lanus - zeul cu doud fete orientate spre trecut si viitor, Martis - la inceput, zeu al
semdndturilor, apoi patron al razboiului); unele denumiri ale lunilor anului exprima ordinea
acestora: septem ,sapte” >septembrie; novem ,noud” > noiembrie; decem ,zece” > decembrie, deci
luna a saptea, a noua, a zecea®? etc.

3%3Vorba e cd la romani anul (agricol) incepea in martie, de aceea septembrie era luna a saptea,
octombrie - a opta, noiembrie - a noua, decembrie - a zecea.
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In favoarea formei de feminin a numeralului (doud ianuarie) vin textele romanesti vechi, unde
acordul numeralului care indica data se facea nu cu substantivul ce denumea luna anului, ci cu
substantivul zi. In romana veche, data de 2 februarie se spunea in diferite feluri:

- in doud zile ale lui februarie;

- februarie in doud zile;

- februarie, doud zile;

- am mai adauga aici cateva variante de grafie si pronuntie a lunii anului (fiurar®, faur,
fevruarie, fevrali), a substantivului zi (zili, dzile), a numeralului (doo, dod, doad, doao) etc.

»Dictionarul ortografic, ortoepic si morfologic” decide in favoarea uzului, adicd admite
formele de masculin la indicarea datei”, ne fericeste prezentatoarea TV. Ne indoim cd un
asemenea dictionar ar putea vdrsa lumina intr-o asemenea chestiune, dar rasfoim totusi
DOOM?, insd nici pomina de vreo indicatie.

Incd in 1936, acad. A. Graur semnala utilizarea regionals, cu schimbarea formei de gen a
numeralului: ,Cu ocazia sdrbdtorii de la 1 Mai, un personaj oficial din Bucovina a vorbit despre
Unu Mai. Transilvanenii zic Prima Mai, iar noi, Intdi Mai. Care dintre aceste forme este corects?
Toate, caci nici una nu e absurdd. Deoarece insa trebuie adoptatd una singurd de toatd tara,
trebuie si neoprimla expresia literard,care este ceamairdspanditd, sisa pastram
pe Intdi Mai”.

Similard cu data de doud/doi februarie e si sintagma ora doud, care, uneori, prin analogie cu doi
februarie, e rostita ora doi. Avem si aici o influentd ruseascd. Vorba e cd, in limba rusd, notiunea
de ori este exprimati prin substantivul uac: 06a uaca, nams uacod. In romana veche, se spunea
doud ceasuri. De acolo s-a ajuns la ceasurile doud, unde se simte deja transformarea numeralului
ordinal in etichetd, pdstrand insa acordul, in virtutea obisnuintei. De aici vine ora doud. Desi unii
crainici de la radio si TV folosesc frecvent sintagma ora doi, in aceasta privintd, DOOM? se
pronunta clar: ,Numeralul cardinal «12» si cel ordinal corespunzator trebuie folosite la forma
de feminin atunci cand se referd la substantive feminine: ora doudsprezece, doudsprezece mii
de lei”33%.

Celor care folosesc formele de masculin (ora doi, ora doisprezece) le dau dreptate chiar si unii
filologi, care considerd cd ,uzul complicd lucrurile”, iar limba literard le ia de aici ,deja
complicate”: ,,...o renuntare la exceptii ar produce forma ora doi, pe care nu o gasim decat ca
regionalism, in timp ce vorbitorii culti (pe al cdror uz se bazeaza limba literard) nu spun asa
ceva. Limba literard, oricat s-ar vrea de ordonatd si simpld, nu poate impune forme
neincetdtenite deja in uz”3. Acelasi autor mentioneaza: ,...ora doi nu e o prostie, si anume din
doua motive pe care nu le puteti neglija:

1. O bund parte din vorbitorii romani (as zice cateva milioane, dar nu am statistici clare) folo-
sesc forma ora doi in limbajul lor curent. Eu am intalnit astfel de oameni, studenti care veneau
din diverse regiuni ale Transilvaniei. Da, e un regionalism, dar regionalismele nu sunt prostii.

2. Cand numadram spunem unu, doi, trei. Cand numerotam scoli le spunem scoala unu, scoala
doi, scoala trei. La fel proceddm cdnd numerotdm zone, echipe, ture de lucru, fabrici, camere,
centrale termice, etape si multe alte obiecte, denumite prin substantive feminine. Deci singurul
mod normal de numerotare este unu, doi, trei. Faptul cd spunem ora doud nu este pentru cd asa
ar fi logic, ci pentru cd asa au spus parintii si stramosii nostri si asa ne-am obignuit si noi (am
explicat pe acest fir de discutie de unde vine forma de feminin: de la doud ceasuri).”

Se pare cd insusi DOOM? este un act normativ care a fost conceput ,,sub presiunea uzului”:
»se accepta si formele de masculin in indicarea datei: doi/doisprezece/doudzeci si doi mai”338. De
aceea, in prefata la noul , Dictionar ortografic, ortoepic si morfologic al limbii romane” se arata
cd, pentru exprimarea datei, se pot folosi fie formele de masculin ale numeralelor (doi februarie,

3340 profesoara respectabild de la Balti scria chiar pe tabla Cincisprezece faurar.
335Graur, p. 198.

336DOOM2. Bucuresti: Editura Univers Enciclopedic, 2005. P. XCIL
3%7Ungureanu, apud Avram, 1997, p. 54.

338DOOM, 2005.
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doisprezece mai, doudzeci si doi iunie), fie cele de feminin. Si crainicii de la radio si televiziune,
vdzand ca li se permite totul, isi permit sd nu iasa din cuvant actului normativ recent. Astfel, in
cadrul unei emisiuni de stiri de la Pro TV din 25 martie 1011, comentatoarea Sorina Obreja
anuntd: , Tanarul a fost gasit fara suflare in fata blocului in jurul orei doisprezece”.

Or, multitudinea de variante ii induce in eroare pe vorbitori, le permite sa nu tind cont de
reguli si legitatile limbii, si, pand la urma, sa aiba un limbaj infect. De aceea, de cele mai multe
ori, la alegerea unei forme gramaticale, nu ne vom baza pe uz, pentru cd, la urma urmei, nimeni
nu e in stare s numere cati vorbitori utilizeaza o forma si cati alta, ci, asa cum zicea Ion Heliade
Réadulescu, selectia normelor unice ale romanei culte trebuie sa se faca in baza a patru criterii
fundamentale: criteriul latinitatii formelor, cel al uzului sau al circulatiei acestor forme, al
regularitatii gramaticale si cel al eufoniei. Peste toate trebuie sa domneasca insa logica limbii,
structura si tendintele ei interne, pe care nici un ,legiuitor” nu le poate ignora.

De aceea, in exprimarea datei, pentru 2 si numeralele compuse 12, 22, forma corectd, literara,
este cea de feminin: doud martie, mai, iunie etc. (nu doi martie, doi mai, doi iunie),
doudsprezece martie, doudzeci si doua martie (nu doisprezece, doudzeci si doi martie).

Unii cercetatori considerd cd utilizarea formei de masculin doisprezece pentru indicarea orei
se datoreazad generalizdrii acesteia pentru marcarea datei, precum si de la indicarea elipticd a
orei: Ne revedem la doisprezece, adicd la ,ora doudsprezece”, formuld neadmisd de Mioara
Avram33,

Evitarea formei de feminin s-ar putea explica, eventual, si ca efect al preocupadrii de a se evita
posibila confuzie cu noudsprezece - mai ales in convorbirile telefonice. Inovatia s-a extins si la
numeralul ordinal corespunzator: in locul lui a doudsprezecea se utilizeaza, destul de frecvent,
din pacate, (a) doisprezecea/doispea, de exemplu in clasa (a) doisprezecea/doispea.

O altd abatere de la normd este forma de imperfect a verbului a sta. Dupd cum se stie,
imperfectul, in limba romana, se formeaza de la tema verbului, addugand terminatiile specifice
-am, -ai, -a,- am, -afi, -au. Doud verbe insd, pe care gramaticile noastre le considera astdzi
neregulate (a da si a sta), in latind erau regulate si formau asa-numitul perfect cu radécina
reduplicatd (dare, dedi; stare, steti). Aceste forme latinesti si determina modul specific de
conjugare a lor: dideam, dideai, didea, dideam, dideati dideau; stiteam, stiteai, stitea, stiteam,
stdteati, stateau.

La unii autori insd, aceste verbe au, la imperfect, forma stam:

»Stam singur in cavou...si era vant...

Si scartaiau coroanele de plumb.

Stam singur langa mort... si era frig...

Si-i atdrnau aripile de plumb.” (G. Bacovia, Plumb)

Nu ne indoim nici pentru un moment ca G. Bacovia nu era familiarizat cu felul de conjugare
a verbului a sta la imperfect. In aceste randuri, poetul a folosit forma verbala stam din motive de
versificatie (forma literara stiteam ar mai fi adaugat versurilor o silaba).

Forma dam, la I. Creangd, e dictatd de alte motive decat cele invocate la G. Bacovia, si anume
caracterul oral al scrierilor ,sfatosului bunic din Humulesti”:

»ledul cel mare si cel mijlociu dau [dideau] prin bat de obraznici ce erau, iar cel mic era harnic si
cuminte.” (I. Creanga, Capra cu trei iezi)

»Cum nu se dd scos ursul din barlog, taranul de la munte, stramutat la cAmp, si pruncul dezvelit de la
sanul mamei, asa nu md dam [nu md dideam] eu dus din Humulesti in toamna anului 1885, cand veni

”

vremea sd plec la Socola...” (I. Creanga, Amintiri din copilirie)

»— Dar ce-ai pétit, mdi pohontule, de te-ai sculat cu noaptea-n cap, si faci asa larma, zisera oamenii boieru-
lui, care dau [dddeau] chiori unul peste altul, de parca aveau orbul gainilor”. (I. Creangd, Ivan Turbinca)

»Mi-1 dase (ddduse) tatdl meu...” (I. Al. Bratescu-Voinesti)340

3¥Avram, p. 149.
340apud Cartaleanu et alii, p. 55.
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Cu verbul a sta la imperfect:

»$1 cum sta [statea] baba impietritd, dracul ii si dd in gand una:

- Nevasta hdi! Alta nu-i de facut decat sa insomoltacim motanul ista al meu cu niste petece, sa-1
punem in albiutd si apoi sa dam foc casei pe dinduntru, iar noi sa iesim afara”. (I. Creanga, Povestea [ui
Stan Patitul)

Intalnim, in opera lui I. Creangs, si forme gramaticale corecte ale verbului a da la imperfect:

»Dar toti pe cati i intreba dideau din umere, nestiind ce sd raspundé la asa intrebare ciudata”. (I.
Creangad, Ivan Turbinci)

sau la mai mult ca perfect:

,Boierul, vdzand aceasta, pe de-o parte l-a cuprins spaima, iar pe de alta nu mai stia ce sd facd de
bucurie; caci multe sarindare mai diduse el pand atunci pe la popi, in toate partile, ca sa-i poatd izgoni
dracii de la casa, si nici cd fusese chip”. (I. Creanga, Ivan Turbinca)

O forma specificd intalnitd doar la I. Creangd este cea a verbului a avea la imperativul
negativ, care ia forma conjunctivului amputat3:

»— N-aibi [nu ai] grija, stipane, ca doar esti cu mine, zise Chirica”. (I. Creangd, Povestea lui Stan Pititul)

Forma arhaicd aibi e descendentd din verbul cu radacina reduplicatd habere la conjunctivul
latinesc (habebam, habebas, habebat). In limba neingrijitd a unor intelectuali (!) de la noi, prin
analogie cu conjunctivul prezent (si) aibd, se formeaza (gresit) conjunctivul verbului a fi (sd fiba)
si a sti (sd stibd).

,Formarea imperativului in roméaneste e destul de curioasd si nu e usor de explicat cuiva
care nu cunoaste bine limba”, mentioneaza, pe buna dreptate, acad. A. Graur3#2. Unii vorbitori
de limba romana sunt tentati sd creadd cd ,,persoana a doua singular a imperativului este egala
cand cu persoana a treia, cand cu persoana a doua a indicativului prezent”343 sau cd imperativul
negativ al verbului roméanesc s-ar forma de la cel afirmativ, addugandu-se in procliza negatia
nu: spune - nu spune, crede — nu crede, fi — nu fi, zi — nu zi etc. Aceastd iluzie se formeazd, la unii,
anume din cauza cd la unele tipuri de verbe (mai ales la cele de conjugarea a Ill-a) formele
afirmativa si negativ coincid. In realitate insa, imperativul negativ cu forma de singular se
formeaza nu de la cel afirmativ, cum cred autorii din care citim:

»S1 asa vesnic ma piseaza: ,Nu fi nebunii, tine-te de carte” (Anatol Moraru, Turndtorul de medalii, p.
33); ,Nu zi hop pana n-ai sarit” (Folclor); ,,Nu te du, mai ramai la copii. Ca avem acolo la adulti atatia
poeti (Spiridon Vangheli, Cu cit e muntele mai inalt, cu atat il bat vinturi mai mari)34,

ci de la forma de infinitiv scurt (fdrd terminatia -re), precedata de negatia nu: nu face, nu zice.
De exemplu:

,»,Ce tie nu-ti place altuia nu-i face” (Folclor); ,Stai si te sfatuieste putintel cu mine: nu te duce asa ca in
bataie de vant”. (Mihai Sadoveanu, Fratii [deri, p. 222)

Ceea ce se cere in calitate de concluzie la finele acestor randuri e ca, fnainte de a insira
cuvintele pe hartie sau de a le rosti intr-o emisiune televizatd sau radiofonicd, se cere sa
consultam , Dictionarul ortografic, ortoepic si morfologic al limbii roméne”, chiar daca ni se
pare ca formele gramaticale cu care ne-am deprins la scoald, la facultate, in discutiile cu
prietenii sunt firesti si nu trezesc, la prima vedere (rostire), dubii.
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DIE VERWENDUNG DER LICHTMETAPHORIK
IN E. T. A. HOFFMANNS DAS FRAULEIN VON SCUDERI
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Abstract

This paper explores the usage of metaphors of light and darkness in E. T. A. Hoffmann’s short story
“Mademoiselle de Scudéri”. Being a romantic work, the story uses in an extensive way symbols connected with
light and darkness which are dealt with in the following. Firstly, the focus is on the general description of light in
narration before these techniques are applied to Hoffmann’s short story. The next sections investigate the age of
enlightenment and the semantic field of stars. Furthermore, different attitudes towards some artistic products, and
especially René Cardillac’s gold work, are treated with respect to the metaphor of light. The final part of this paper
looks at the role of eyes and the protagonist’s ability to perceive the truth.

Rezumat

In articol, autorul abordeazi metaforele cu referire la lumind si intuneric din povestirea romanticd a lui E.T.A.
Hoffmann ,,Domnigsoara Scuderi”. Déansul porneste, in cercetare, de la analiza felului in care lumina este
prezentatd, de obicei, intr-o lucrare narativd, pentru a ardta, mai apoi, specificul acestei prezentdri in lucrarea lui
Hoffmann. In continuare, autorul analizeazd iluminismul si cdmpul semantic al stelelor. El face referintd si la
lucrarea lui René Cardillac despre metaforele luminii. Articolul finalizeazd cu prezentarea capacititii
protagonistului de a percepe adevdrul.

1. Einleitung

»Man nimmt die unerkldrte dunkle Sache wichtiger als die erklarte helle.”345

Das Zitat Friedrich Nietzsches aus dem symbolischen Bereich des Lichtes trifft eine
verallgemeinernde Aussage menschlichen Verhaltens. In der Tat lassen sich Parallelen zu E. T.
A. Hoffmanns Erzahlung Das Friulein von Scuderi ziehen. Zundchst einmal stellt dieses Zitat den
Dualismus zwischen den beiden Extremen ,hell’ und ,dunkel’ dar. Des Weiteren konnen diese
Abstufungen der Helligkeit bzw. Dunkelheit allegorisch fiir das Geheimnisvolle, Mysteriose,
Phantastische, Offensichtliche, Tiefgriindige oder Oberfldachliche stehen, um nur einige
Schlagworte aus der Assoziationskette dieses semantischen Bereiches zu nennen. Diese beiden
antonymischen Begriffe werden von Hoffmann in seiner Detektivnovelle3 ganz bewusst
eingesetzt, um den Inhalt seiner Erzdhlung sprachlich zu verstdrken oder den Leser?¥ auf eine
falsche Fahrte zu fiihren. Eine weitere Parallele, die in dieser Arbeit noch ausfiihrlich behandelt
wird, betrifft die unterschiedlichen Methoden, die Mordfédlle zu losen. Wéahrend die
Protagonistin, das Frdulein von Scuderi, mit allen Mitteln versucht, den Konig von der
serklarte[n] helle[n]“3*8 Wahrheit zu tuberzeugen, profitiert die Chambre Ardente, die
polizeiliche Instanz, von ihrem Status und die Offentlichkeit schenkt ihrer ,unerklarte[n]
dunkle[n]“3% Begriindung Glauben.

Das oppositionelle Verhdltnis zwischen ,hell’ und ,dunkel’ ist typisch fiir die Literatur
Hoffmanns, wie im ndchsten Kapitel erldutert werden soll. Der dritte Teil dieser Arbeit setzt
sich zuerst mit der theoretischen Darstellung von Licht und Dunkelheit in Erzdhlungen
auseinander, bevor im Anschluss die Beleuchtungstaktiken auf das Friulein wvon Scuderi
tibertragen werden. Im néchsten Abschnitt soll auf das siécle des lumieres, das Zeitalter des
Sonnenkonigs, und das Wortfeld der Gestirne ndher eingegangen werden. Das fiinfte Kapitel
wird den Bezug zwischen den unterschiedlichen kiinstlerischen Produkten, insbesondere der

345Nietzsche, 1969, S. 700.

36Dje Intention dieser Arbeit ist es mnicht, sich mit der gattungsbezogenen Diskussion
auseinanderzusetzen, die sich mit der Frage befasst, ob es sich bei der Erzdhlung Das Friulein von Scuderi
um einen Roman oder eine Novelle handelt. Dennoch wird im Folgenden der Begriff der ,Novelle’
verwendet, basierend auf der Erkldarung Richard Alewyns und Ernst Blochs, die die Erzihlung wegen
ihrer Erzahlweise und des zielgerichteten Plots als ,Novelle’ klassifizieren (McChesney, 2008, S. 2).

37generisches Maskulinum

348Njetzsche, 1969, S. 700.

9ibidem.
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Goldschmiedekunst René Cardillacs, zur Lichtmetaphorik herstellen und das dualistische
Kunstverstandnis Hoffmanns aufgreifen, wofiir die Behandlung des serapiontischen Prinzips
notwendig ist. Das letzte Kapitel schliefdlich wird den Bereich der optischen Wahrnehmung
behandeln und hierbei auf die Augenmetaphorik eingehen, sowie sich mit dem Frdulein von
Scuderi und der Chambre Ardente in Bezug auf ihre Gabe die Wahrheit zu erkennen bzw. nicht
zu erkennen auseinandersetzen. Den Abschluss dieser Arbeit bildet die kiinstlerische
Vorstellung des Frauleins vor dem Konig.

2. Hoffmanns Erzdahlungen

E. T. A. Hoffmanns Detektivnovelle Das Friulein von Scuderi weist viele Elemente auf, die
typisch fiir seine literarischen Werke sind. So setzt er sich mit der Asthetik des Heterogenen
auseinander,3 indem er in seiner Erzdhlung die spatromantische dualistische Kunstauffassung
darstellt. In diesem Zusammenhang stellt er innerhalb desselben Werkes den ,wahren’
Kiinstler, der die Kunst nur fiir die Kunst selbst betreibt, dem philisterhaften Kiinstler
gegentiber, der den Wert der Kunst verkennt und sie nur zu ,, Zerstreuungszwecken”3! nutzt.352
Neben der Kiinstlerthematik spielt der Aspekt des Paradoxen auch in der Vermischung von
Realem und Phantastischem eine Rolle. Auch wenn diese Integration nicht so auffillig ist wie
beispielsweise in seiner Novelle Der goldene Topf, gibt es auch hierfiir Beispiele in Hoffmanns
Detektivgeschichte. Wahrend sich die Geschichte einerseits in einer realen Stadt zu der Zeit
eines realen Konigs abspielt, wird andererseits von einem mysteriosen Gift erzdhlt, der
denjenigen auf der Stelle totet, der das Gift auch nur einatmet. Die Verwendung der
Lichtmetaphorik kann mit der Darstellung der bereits erwdhnten Kontraste verglichen werden.
Ahnlich wie die gegensitzlichen Paare ,wahrer’ Kiinstler - philisterhafter Kiinstler oder
Realitdt - Phantasie kann der Begriff der Lichtmetaphorik in zwei extreme Pole, ndmlich in
Jhell” und ,dunkel’ aufgeteilt werden. Hoffmann verwendet diese unterschiedlichen
Lichteinfélle in seiner Erzdhlung beispielsweise um den Inhalt zu verstirken, Spannung zu
erzeugen oder den Leser auf eine falsche Spur zu lenken, wie im Folgenden dargestellt werden
soll. Ferner bedient sich Hoffmann nicht nur der beiden Pole ,hell’ bzw. ,dunkel’, sondern
verwendet auch dazwischenliegende Facetten, wie Dammerung oder Lichtschimmer.

Auch wenn die Detektivgeschichte nicht zu den sogenannten Nachtstiicken Hoffmanns
gehort, enthilt die Erzahlung gewisse Elemente, die fiir diesen Begriff kennzeichnend sind. Mit
diesem urspriinglich in der Malerei verwendeten Ausdruck wurden diistere Bilder bezeichnet,
die eine néchtliche Landschaft abbilden.?3 Gemafs der kunstgeschichtlichen Definition bezeichnet
ein Nachtsttick die Darstellung einer Szenerie , mit kiinstlicher, unheimlicher Beleuchtung, mit
Mondschein oder im Nachtdunkel, mit schauriger Stimmung”34. Typischerweise handelt es
sich hierbei um Szenen, die ohne Sonnen- bzw. Tageslicht sind. Als Lichtquelle fungieren meistens
angeziindete Lichter und Fackeln. Auf den Betrachter haben die Nachtstiicke, die fiir die Epoche
der Romantik sehr beliebt sind, eine mystische Ausstrahlung. Hierbei ist das Mondscheinmotiv
ein gangiges Thema, welches geheimnisvolle und romantische Lichtverhaltnisse erzeugt.3%

Der Begriff des ,Nachtstiicks’ wurde in die Literaturwissenschaft erst spater unter anderem
von Jean Paul tibertragen. Wichtige Merkmale fiir den literarischen Begriff sind unheimliche
Figuren und Szenen, die in der Nacht spielen. Begleitet werden diese Erscheinungen von
schauriger Stimmung und unheimlicher Beleuchtung. In der Spatromantik wurde die Bedeutung
des Begriffs durch Hoffmann erweitert, da er sich mit den Abgriinden des menschlichen Seins
beschiftigte und den Kampf mit den dunklen Méachten in seinen Werken thematisierte. So
bestimmt der Kontrast zwischen ,hell’ und ,dunkel” die Szenen seiner Literatur und schildert
auf diese Weise die dunkle Seite der menschlichen Seele. Durch Hoffmann erhielt der Begriff

350Kremer, 2007, S. 172.
351Kaiser, 2010, S. 109.
352ipidem.

35Kremer, 2007, S. 172.
354Berdychowska, 2009, S. 9.
355ibidem, S. 10.
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eine spezifischere Bedeutung, da das einst ausreichende Genremerkmal der schauerlichen
Szene um die &sthetische Reflexion der dunklen und Nachtseite der Seele erganzt wurde.?* Auf
die dunkle Seite der Kunst bzw. des Menschen wird an spéterer Stelle mit der Figur Cardillacs
genauer eingegangen.

3. Die Darstellung von Licht und Dunkelheit in der Erzahlung

3.1. Licht und Dunkelheit als anthropologische Grundkonstante

Die Dunkelheit gilt anthropologisch, psychoanalytisch und kulturgeschichtlich als Element,
welches den Menschen Angst einflofst. Dieses Verhalten deklariert Konrad Lorenz als
anthropologische Gesetzmaifligkeit und leitet folgende These aus seiner Untersuchung ab.357

“Meine Behauptung bzw. Voraussage ist die, dass [sich Menschen] im Dunklen um drei Uhr
frith um ein Vielfaches leichter fiirchten werden als im Hellen um 11 Uhr vormittags. [...] Die
Unsicherheit, das Sich-nicht-auskennen, das Unorientiertsein machen im Augenblick eine
furchtbare Angst.”358

Die Angst ldsst sich mit dem menschlichen Instinkt erkldren. Geméfd der Auffassung des
modernen Menschen existiert die Gefahr vorwiegend in der Nacht, wohingegen potentielle
Bedrohungen bei Tage rechtzeitig erkannt werden kénnen. Diese menschlichen Primérerfahrungen
fuhren schliefSlich zum Assoziationsfeld des Begriffs ,Dunkelheit’, welches mit ,Gefahr, Tod,
Triebhaftigkeit, Unheimlichkeit und dem Unbewussten“3® in Verbindung gebracht werden,
wohingegen der antonymische Begriff des ,Lichts” mit ,Sicherheit, Geborgenheit, Erlosung
und Kontrolle”3¢ verkntipft wird.361

Gemaf einigen Schopfungssagen wird die Nacht als das Werk des Teufels betrachtet und ist
die Zeit, in der das Bose seine grofite Macht hat.2 So treibt auch René Cardillac sein Unwesen
in der Nacht, der durch seine ddamonischen Ziige den Teufel der Novelle reprasentiert.363
Hoffmann verleiht dem Goldschmied ,dickes, krauses, rotliches Haupthaar“3¢* und ein
~gedrungenes, gleiflendes Antlitz“3¢5. Des Weiteren hat er einen , besonderen Blick aus kleinen,
tiefliegenden, griin funkelnden Augen”3, welches Eigenschaften sind, die dem Teufel
zugeschrieben werden.

In Analogie zur Nacht wird der helle Tag als Werk Gottes gesehen.?” Die Eigenschaften der
Nacht beruhen auf ihrer Natur: Die farblose, dunkle und kalte Nacht ruft bei Menschen
Gefiihle wie Angst, Furcht und Unlust hervor und gilt somit als feindlich. Auf der anderen
Seite regen die mondhellen Néchte, der geheimnisvolle Nebel und die leuchtenden Sterne die
Phantasie der Menschen an. Die unheimliche Stille der Nacht kann durch das Geschrei der
Nachttiere durchbrochen werden, deren sonderbares Verhalten und Aussehen aber vor allem
die leuchtenden Augen erschrecken.3¢8 Wiahrend der Tag die Zeit der Menschen ist, gehort die
Nacht, vor allem die Zeit von 12 bis 1 Uhr den Geistern. In dieser Zeit hat der Teufel seine
grofite Macht; zu dieser Zeit geht er gerne Seelen fangen oder Schitze hiiten.3® Die Eigenschaft
des Schatzhiitens trifft ebenfalls auf den teuflischen Cardillac zu, der sich nachts auf die Jagd
nach seinen Schmuckstiicken macht.370

$56Berdychowska, 2009, S. 11f.

357Holzmann, 2001, S. 160.

358ibidem.

35%9Holzmann, 2001, S. 161.

360ibidem.

36libidem, S. 160f.

32Handwdorterbuch des deutschen Aberglaubens Bd. VI, S. 769.
363Freund, 2003, S. 20.

364Hoffmann, 2002, S. 22.

365ibidem.

366ibidem.

3’Handwdorterbuch des deutschen Aberglaubens Bd. VI, S. 769.
S8Handworterbuch des deutschen Aberglaubens Bd. VI, S. 772.
369ibidem, S. 776f.

370Hoffmann, 2002, S. 49f.
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3.2. Beleuchtung in der idealtypischen Detektivgeschichte

Die immer wieder auftauchenden lichtmetaphorischen Elemente im Krimi gehoren zu den
gattungskonstatierenden Merkmalen. Die formelhafte Gleichsetzung von Beleuchten mit
Aufkldaren wird durch die gesamte Erzdhlung beibehalten und durch ,Redewendungen,
Vergleiche und Sentenzen”37! ergédnzt, so dass Formulierungen wie , das Dunkel begann sich zu
lichten, aber vieles lag noch im Schatten verborgen” typisch fiir die Kriminalgeschichte sind.
Historisch gesehen entwickelte sich die Lichtmetaphorik im Zeitalter der Aufkldrung, nach
Johann Gottfried Herder dem ,lichtesten Jahrhundert”372 und wurde in der Schauerromantik
und im sogenannten gothic novel um das Wechselspiel mit der Dunkelheit erweitert. Die
Komponenten ,hell” und ,dunkel’ sind zum einen illustratives Moment, werden aber auch zu
einem strukturierenden Raster fiir den gesamten Krimi.3”3

Die Hell-Dunkel-Struktur lédsst sich ebenfalls auf die Gestaltung der Figuren anwenden.
Licht und Dunkelheit lenkt deren sinnliche Wahrnehmung sowie ordnet bzw. illustriert deren
psychischen Hintergrund. So représentiert der Detektiv hdufig den Trédger des Lichts, was
symbolisch beispielsweise durch eine Taschenlampe ausgedriickt wird.374

“[Der Detektiv] will ein mysterioses Verbrechen, das anfangs noch im Dunkeln verborgen
liegt, erhellen, l4fst dabei sein Licht leuchten, versucht den Tater hinters Licht zu fiihren,
gelegentlich setzt er auch ins rechte Licht, was seine polizeilichen Konkurrenten an falschen
Schlufsfolgerungen anbieten, tiberdies beschattet er verdidchtige Personen, zuweilen tappt er
auch selbst im Dunkeln, bis er die entscheidende Erleuchtung hat, um am Schluss die Schatten
der Vergangenheit ganzlich verscheuchen zu kénnen.”375

Das Vokabular, das Hoffmann verwendet, um seine Protagonistin zu beschreiben,
entstammt dem Bereich der Farben und des Lichtes. Olivier Brusson berichtet dem Fraulein von
Scuderi: ,Sowie Cardillac Euern Namen nannte, Fraulein, war es, als wiirden schwarze Schleier
weggezogen, und das schone lichte Bild meiner gliicklichen frithen Kinderzeit ginge wieder auf
in bunten, glianzenden Farben.”?6 Fiir Olivier bedeutet der Name der Scuderi das
Voraugenfiihren seiner lichten Kindheitserinnerungen.

Dem Detektiven steht der Tater gegentiber, der dem Reich der Finsternis zuzuordnen ist. Er
agiert tiberwiegend im dunklen Raum, wo er mit anderen Personen verkehrt, die ebenfalls das
Licht meiden. Seine Identit&t bleibt lange im Dunklen verborgen, bis sie vom Detektiven aufgedeckt
werden. Diesem Dualismus zwischen den Charakteren aus dem Bereich des Lichtes bzw. der
Dunkelheit konnen bisweilen mythologische oder archaische Vorstellungen zugrunde liegen.37

Ferner ermoglicht die Licht-Schatten-Kontrastierung eine systematische Einteilung der Orte,
die in der Erzahlung erwédhnt werden. Die Merkmale ,hell’ und ,dunkel teilen die Orte in sichere
und gefédhrliche Zonen ein. Aufserdem bietet der Wechsel von ,hell’ zu ,dunkel’ bzw. von ,dunkel’
zu ,hell’ ein effektives Medium zum schnellen Szenenwechsel. Wenn beispielsweise in einem
Raum das Licht erlischt, wird der Leser sofort mit einem neuen Handlungsraum und -verlauf
konfrontiert. Die Nichtgreifbarkeit von Licht und Schatten erwecken den Eindruck des
Geheimnisvollen oder Ubernatiirlichen. Die Beschaffenheit des Lichtes kann Unsicherheit und
Spannung beim Leser auslosen, wenn er beispielsweise die Schatten an der Wand nicht auf
Anhieb deuten kann oder das schwache Licht am Ende des Ganges Freund oder Feind ankiindigt.
Da der Schatten nur auf die dufleren Konturen einer Person oder eines Gegenstandes
beschrankt ist, bieten sich Schattenspiele fiir optische Tauschungen an. Zuséatzlich kommt im
Kriminalfilm noch die akustische Ebene hinzu, die es erlaubt, das optische Wahrgenommene zu
intensivieren und somit abhéngig von der Intention des Regisseurs das Wahrgenommene zu
bestdarken oder die Sinneswahrnehmung auf akustischer Ebene zu manipulieren.378

371Holzmann, 2001, S. 163.
372ibidem.

373ibidem.

374ibidem, S. 164.

375ibidem.

376Hoffmann, 2002, S. 59.
377Holzmann, 2001, S. 164.
378ibidem, S. 167.
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3.3. Verhiltnis zwischen Ort und Licht in der Novelle Das Friulein von Scuderi

Das Fraulein von Scuderi ist nicht die typische Detektivin, die sich zum Tatort begibt,
recherchiert und selbststdandig nach Indizien sucht. Stattdessen stellt sie eine auswertende und
taktierende Figur dar; sie hilt sich in der Regel in ihren geschiitzten eigenen vier Wanden auf
und wertet die Informationen aus, die ihr von den anderen Figuren mitgeteilt werden.37° Selbst
wenn die Protagonistin die Recherchen am Tatort nicht selber betreibt, kann daraus nicht deren
Unwichtigkeit geschlossen werden. Hier {ibernehmen Olivier und Miossens die korperliche
Aktivitdt und zeigen Prasenz am Ort des Verbrechens und kompensieren somit die rdumliche
Entfernung der Detektivin. So wohnt Olivier zusammen mit dem Téter, schleicht ihm in den
ndchtlichen Straflen hinterher und kommt hinter das Geheimnis der ratselhaften Mauer.
Miossens auf der anderen Seite weifs wie er sich vor Cardillac zu schiitzen hat und ermordet
ihn schliefslich auf einem seiner Nachtspaziergiange. Alle Geheimnisse der Erzahlung werden durch
diese beiden Figuren geliiftet, wobei das Fraulein von Scuderi das Puzzle vervollstindigt,
indem sie die Informationen zusammenfiigt.380

Die nichtlichen Strafen, in denen die Morde geschehen, werden von dem Frdulein von
Scuderi nie betreten, sowie das Haus Cardillacs. Des Weiteren untersucht sie nicht die
mysteriose Mauer vor dem Haus des Verbrechers. Diese konsequente Meidung der Orte, die
mit den Untaten in Verbindung gebracht werden, kann einerseits pragmatisch erklart werden.
Letztlich ist sie eine alte Dame, die beschiitzenswert und moglicherweise korperlich eingeschrankt
ist, um selber am Tatort Recherchen zu betreiben. Andererseits ist die lokale Zuordnung der
einzelnen Figuren bewusst von Hoffmann konstruiert. So entspricht ihre Einteilung ihrer
jeweiligen moralischen Gesinnung.3!

Die nédchtlichen Strafien sind das Territorium Cardillacs und zugleich der Chambre Ardente,
einer Untersuchungstruppe, die von Ludwig XIV. eingesetzt wurde, um die ritselhaften
Giftmorde aufzudecken. Die Chambre Ardente mit Desgrais an ihrer Spitze verbreiten mit
ihren verwerflichen Untersuchungstechniken Schrecken in der Stadt. Sowohl Cardillac als auch
Desgrais handeln hauptséchlich in der Nacht. Ferner sind die Verbrechen der dunklen Stadt
und dunklen Rdumen zugeordnet. E. T. A. Hoffmann hélt in der gesamten Erzdhlung die
Zuordnung der guten Charaktere mit dem hellen Raum bzw. dem Tag und die verwerflichen
Charaktere mit dem dunkeln Raum bzw. der Nacht konsequent ein. Die Verbindung zwischen
der nichtlichen Stadt mit den Verbrechern bzw. dem Verbrechen selbst wird bereits in der
Anfangsszene deutlich, wie die Abweisung Oliviers durch die Martiniere mit folgenden
Worten zeigt: ,,Habt ihr nichts Boses im Sinn, diirft Thr den Tag nicht scheuen, so kommt
morgen wieder und bringt Eure Sache an!“382 Nachdem sie sein néchtliches Erscheinen zu der
,ungewochnlichen Stunde”33 kritisiert.38

Die mitternéchtlichen Schlédge von Olivier an der Tiire zu Beginn der Geschichte werden von
der Martiniere als akute Bedrohung ihrer Sicherheit wahrgenommen. Sie sieht in ihm einen
Verbrecher, der iiber ihre und der Scuderi Einsamkeit informiert ist und sich daraus einen
Vorteil erhofft. Des Weiteren bringt Hoffmann diese nichtliche Aufregung in direkten Bezug
zu den Gréueltaten in Paris, da das Erscheinen Oliviers ihn dazu bewegt, tiber die Mordserie
der Brinvillier zu berichten 38>

Hoffmann ladsst die Identitdt des nachtlichen Besuchers zunéchst im Dunklen. Olivier tritt
nicht als Person in Erscheinung, stattdessen kiindigt er sich nur durch Klopfzeichen zu
,ungewohnliche[r] Stunde”38 an. Auch sprachlich tritt die Person stark in den Hintergrund, da
Hoffmann durch eine Passivkonstruktion ein grammatisches Subjekt meidet. ,Spdt um

379Wigbers, 2006, S. 37.
30Wigbers, 2006, S. 38f.
38libidem, S. 37.
382Hoffmann, 2002, S. 5f.
38ibidem, S. 4.
384Wigbers, 2006, S. 371.
385Post, 1976, S. 133.
386Hoffmann, 2002, S. 4.
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Mitternacht [...] wurde an dieses Haus hart und heftig angeschlagen [...].“37 Diese Taktik des
Verschleierns konnte man mit der Absicht des Autors begriinden, Spannung erzeugen zu
wollen, wie dies typisch fiir die Detektivgeschichte ist. Allerdings stellt Hoffmann durch die
Anonymitit Oliviers einen Bezug zu der ebenfalls anonymen Reihe der Giftmorde und Juwelen-
diebstdhle her, womit er beim Leser in den Verdacht gerédt, mit den Mérdern und Dieben unter
einer Decke zu stecken.38 Der erste Eindruck, den der Leser von Olivier hat, wird von seinen
Worten revidiert, der sich selbst als , Elenden”38° und ,, [S]chutzlosen“3% bezeichnet. Bedingt durch
die dufieren Umstdnde und seine Worte wird Olivier als zwielichtige Person dargestellt.39!

Im Unterschied zur Polizei-Instanz und Olivier, der bis zur Aufdeckung des Taters im
Zwielicht steht, ist das Fraulein von Scuderi dem hellen Raum zugeordnet. Sie handelt in der
Regel bei Tag und nur in hellen erleuchteten Rdumen; lediglich das Verhor Oliviers findet in
der Nacht statt, weil sein Besuch geheim gehalten werden muss. Selbst das Geféngnis, welches
ihr von La Regnie als , duister[er] Aufenthalt des Verbrechens”32 und von Desgrais als , finster”3%
beschrieben werden, ist fiir das Fraulein hell, da sie nach ihrer Ankunft in der Conciergerie ,in
ein grofles, helles Gemach”3* gefiihrt wird. Die Rdume bieten in der Erzdhlung mit ihrer Be-
leuchtung symbolisch ein Raster an, in welches die Charaktere eingeordnet werden konnen.3%

Vermutlich ist die Kammerfrau des Frauleins in der Eingangsszene aufier sich, weil der
ansonsten schiitzende Bereich des Hauses der Scuderi, diese Eigenschaft nicht mehr erfiillt.
Obwohl das Fraulein weif3, dass zu dieser Zeit die , verfluchtesten Gauner und Spitzbuben [...]
bis ins Innere der Hauser dringen [und] alles listig [auskundschaften]“3%, erlaubt sie ihrem
Ttirsteher auf die Hochzeit seiner Schwester zu gehen.?”

Der Einfluss des Rétselhaften und Mysteriosen zu Beginn der Erzdhlung ist so stark, dass
selbst das Frdulein von Scuderi fiir einen kurzen Moment als suspekte Person erscheint. Sie
wird einerseits von der Maintenon als ein Mensch charakterisiert, , die ja geneigt ist zu jeder
Wohltat“3%. Andererseits ist sie in dem Moment unerreichbar, in dem sie von Olivier am
meisten gebraucht wird; sie schlidft in ihrem Hinterzimmer und scheint die ,harten und
heftigen”3% Schldge an der Tiir nicht zu vernehmen. Auf starkes Beharren Oliviers gewéahrt ihm
die Kammerfrau dennoch Einlass, versucht aber mit allen Mitteln den , stifSesten Schlummer“400
des Frauleins zu bewachen.

4. Das Zeitalter der Aufklirung und das Wortfeld der Gestirne

Das Friulein von Scuderi spielt im historischen Paris zur Zeit Ludwigs XIV., dem Son-
nenkonig, dessen Zeit Voltaire als le siécle le plus éclairé®! beschreibt. Das Zeitalter der Aufkla-
rung scheint von Hoffmann bewusst gewihlt zu sein, da man mit dieser Epoche Glanz und
Licht assoziiert, von denen sich die bewusst eingesetzten Metaphern der Dunkelheit und
Finsternis abheben. Ludwig XIV. wird von Hoffmann als , der leuchtende Polarstern aller Liebe
und Galanterie”402 bezeichnet, welcher , hellaufstrahlend die finstre Nacht zerstreuen und so
das schwarze Geheimnis, das darin verborgen [ist], enthiillen“40* moge. Durch die Bemiithungen
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des Frauleins von Scuderi lasst der Konig den Sachverhalt in Bezug auf den Mord Cardillacs
nachforschen und mindert dadurch die Macht der Chambre Ardente. Somit riickt er von seiner
Seitenposition wieder ins Zentrum und kann als Sonnenkonig seine Stellung in der Mitte des
Sonnensystems einnehmen.** Am Ende der Erzdhlung erlangt das Licht, verkorpert durch
Ludwig XIV., den Sieg tiber die Dunkelheit, indem er Olivier freispricht und vor der Auslieferung
an die Chambre Ardente rettet. Wahrend der Konig Polarstern genannt wird, stehen Cardillacs
Untaten in direktem Bezug zu seinem bosen Stern, womit diese beiden Charaktere mit dem
Wortfeld der Gestirne miteinander verkniipft werden. Auf mythischer Ebene besiegt Ludwigs
hell strahlender Polarstern den bosen Stern Cardillacs durch den Freispruch Oliviers.405

5. Darstellung der Lichtmetaphorik im Bereich der Kunst

5.1. Schmuck

Neben der Zuordnung der Erzdhlung in den Bereich der Detektivnovelle, wird Das Friulein
von Scuderi auch als Kiinstlernovelle bezeichnet, da die unterschiedlichen Kunstauffassungen
der Charaktere sowie die verschiedenen Kiinste eine zentrale Rolle spielen. Wahrend die
Protagonistin als Dichterin am Hofe Ludwigs XIV. arbeitet und sich ihre Kunst durch mentale
Arbeit auszeichnet, stehen ihr der Goldschmied René Cardillac und Olivier Brusson als
Schmuckhersteller gegentiber. Ihre Arbeit bedarf im Unterschied zu Scuderis Kunst handwerklichen
Geschicks.4¢ Im Folgenden wird hauptsdchlich die Kunst Cardillacs beschrieben werden, da
sich sein Metier mit glanzenden Materialien beschéftigt, mit dem er glitzerndes Geschmeide
herstellt, das die Augen des Betrachters besticht. Somit sind Cardillacs Werke &dufserlich dem
Bereich des Hellen zuzuordnen.

Der Schmuck ist urspriinglich aus dem alten menschlichen Trieb entstanden, sich zu
schmiicken. Im Zuge der Kulturentwicklung wurde ihm abergldubisches Gedankengut
angehdngt, welches von einem ambivalenten Charakter gepragt ist: Mit seiner schénen und
glanzenden Oberfldche kann er die Menschen in seinen Bann ziehen, gleichzeitig gilt er aber
auch als gefdhrlich und teuflisch, indem er beispielsweise die Vorliebe anderer wecken und
Neider hervorrufen kann und deshalb den Mitmenschen einen potentiellen Grund zum
Verbrechen gibt. Ferner zidhlt der Teufel zu den Hiitern des Schatzes.4” Dass Cardillac den
Teufel in der Erzdhlung darstellt, wurde bereits im vorigen Kapitel erwdhnt. Auch Cardillac
versucht seine Kunstwerke zu beschiitzen, indem er sie seinen Auftraggebern entreifst.

Cardillacs ausgepréagter Wunsch nach Schmuck hat zusétzlich eine sexuelle Komponente,
wie sich durch die Verwendung der selben Metapher , die stifle Frucht”40 fiir Schmuck und
Geliebte zeigt.40

5.2. Die Kunstauffassung E. T. A. Hoffmanns

E. T. A. Hoffmanns Kunstverstandnis ist gepragt von der dualistischen Kunstauffassung des
17. Jahrhunderts, was sich in den Charakteren seiner Erzdhlung wiederspiegelt. Wéahrend die
Kunst der Protagonistin vorrangig der Unterhaltung am Hofe dient und somit zweckgebunden
ist, fertigt der zweite Kiinstler der Novelle, René Cardillac, seine Werke um der Kunst selber
willen an. Mo6chte man diesen Dualismus in der Kunst verstehen, muss man vom
serapiontischen Prinzip ausgehen:#!0 Die wahre dichterische Darstellung basiert auf ,einer
visiondren Schau des Darzustellenden”411, wobei die reale Aufienwelt dem Autor den Anstofs
ftir seine Phantasie geben soll. Ferner soll das geschaffene Kunstwerk dem Betrachter Zugang
zu dieser inneren visiondren Schau des Kunstwerkes bieten. Hierbei spielt bei Hoffmann das
Augenmotiv eine zentrale Rolle, da die Augen als ,Grenziibergang’ zwischen der Aufsen- und
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Innenwelt gelten. Die Aufienwelt gelangt durch die Augen in die Phantasie des Kiinstlers,
gleichzeitig kann sich das Individuum durch das Auge seiner AufSenwelt mitteilen. Auflerdem
ist das duflere Auge das Pendant zum inneren Auge, also der Imagination, welches sich aus
inneren Bildern zusammensetzt.412

Cardillac gilt im Unterschied zum Frdulein von Scuderi als der ,wahre’ Kiinstler der
Erzdhlung. Hoffmann schreibt tiber ihn: “Dann liefs ihm das Werk keine Ruhe, Tag und Nacht
horte man ihn in seiner Werkstatt hammern und oft, war die Arbeit beinahe vollendet, missfiel
ihm plotzlich die Form, er zweifelte an der Zierlichkeit irgendeiner Fassung der Juwelen,
irgendeines kleinen Hakchens - Anlass genug, die ganze Arbeit wieder in den Schmelztiegel zu
werfen und von neuem anzufangen.”413

Seine ununterbrochene Produktivitdt entspricht einem Grundsatz des serapiontischen
Prinzips, da er unermuidlich versucht, seiner Vision tiber die endgiiltige Gestalt des Schmuckstiickes
so nah wie moglich zu kommen. Gleichzeitig schldgt sein Streben in einen Selbstzweck um, da
seine Zufriedenheit nur wahrend der Produktion zur Geltung kommt.44

Waéhrend Cardillac sozusagen fiir seine Kunst lebt, hat das Fraulein von Scuderi ein eher
oberfldchliches Verhiltnis zu ihren Werken. Dies zeigt sich in ihrer eigenen Aussage, wenn sie
ihre Verse als ,mittelméfsig”41> bezeichnet und den Gehalt ihrer Biicher auf das Material
beschrénkt, aus dem sie gemacht sind. Das Aufere ihrer ,ein paar Dutzend gut [eingebundenen]
Biicher mit vergoldetem Schnitt“41¢ haben ihrer Meinung nach einen hoheren Wert als deren
Inhalt.417

Ferner zeigt sich die Ambivalenz Cardillacs an seiner gesellschaftlichen Stellung. Olivier
beschreibt ihn als , entsetzlichen Menschen, der alle Tugenden des treuen, zértlichen Vaters,
des guten Biirgers erfiillte, wahrend die Nacht seine Untaten verschleierte”418. Somit versucht
Hoffman in der Figur Cardillacs zwei sich widersprechende Anspriiche zu vereinen, namlich
die des liebenden Vaters und hinterhiltigen Morders.4 Aufierdem verkorpert er den Typus
des ,wahren’ Kiinstlers, ist aber gleichzeitig gesellschaftlicher Aufienseiter. Seine Kunst hat eine
helle Seite, die sich in den glénzenden Schmuckstiicken zeigt, aber auch eine dunkle, die ihn
dazu treibt, die Morde zu begehen.#0 Als die treibende Kraft fiir Cardillacs Morde wird sein
boser Stern genannt. Durch Olivier Brusson erfdhrt der Leser Cardillacs Vorgeschichte; seine
Mutter habe sich im ersten Monat ihrer Schwangerschaft in die ,blitzende Juwelenkette”42!
eines jungen Kavaliers verguckt.#2 Da der junge Mann die Absicht hatte, seine Mutter zu
verfithren, habe er sie zunéchst an einen einsamen Ort gelockt. In dem Moment, in dem er sie
umarmte und sie nach der Kette griff, wurde er vom Schlag getroffen und sie musste aus seinen
Hénden befreit werden. Cardillac sieht in diesem Erlebnis den Grund fiir seine Begierde fiir
den glanzenden Schmuck, den er um jeden Preis besitzen muss. In der medizinischen sowie
psychologischen Literatur des spdten achtzehnten Jahrhunderts befasste man sich tatséchlich
mit solchen prénatalen Finfliissen. Fiir Hoffmann und seine Zeitgenossen war es durchaus
realistisch, dass die Erfahrungen der Mutter sich auf das Kind {tibertragen konnten. Daraus
kann geschlossen werden, dass Hoffmanns Zeitgenossen Cardillacs negative Veranlagung dem
Schicksal zuschreiben wiirden, was sich in der Minderung seiner Schuld auswirken wiirde.42
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6. Der Bereich der optischen Wahrnehmung

6.1. Augen

Die Augen sind das Organ, mit dem die Helligkeit bzw. Dunkelheit wahrgenommen wird
und stehen daher in einem engen Verhdltnis zur Lichtmetaphorik. Des Weiteren herrscht im
archaischen Glauben die Meinung, dass Augen leuchten und glinzen, was den Bezug zur
bereits behandelten Schmuckthematik herstellt. Das Handwdorterbuch des deutschen
Aberglaubens gibt Auskunft dartiber, dass man einst davon ausging, dass das Sehvermogen
auf einem im Inneren der Augen brennenden Feuer beruht, welches aus der Pupille leuchtet
und den Menschen die Gabe zu sehen verleiht.#2* Dem Aberglauben zufolge gibt es sogar
Menschen, deren Augen in volliger Finsternis leuchten.42

Wie bereits erwdhnt, ist Cardillac unter dem Aspekt der Kunst der Gegenspieler zum
Fraulein von Scuderi. Sein Kiinstlertum hat sich vollkommen verselbststandigt und kann von
seinem Erschaffer nicht mehr rational kontrolliert werden. Seine Kunst kann dem metapho-
rischen Bereich der Augen zugeordnet werden, weil es sich bei seinem Kiinstlertum um
,sinnliches’ Kiinstlertum handelt. Seinem Kiinstlertum liegt das negative Erlebnis seiner Mutter
mit dem Kavalier zugrunde. Die ,Begierde nach den funkelnden Steinen”42 tibertragt sich auf
Cardillac sowie das ,Funkeln“4?” auf seine Augen tibergeht. Somit entwickelt sich seine Habgier,
funkelndes, , glinzendes”4? und , goldenes”42? Geschmeide zu besitzen, wofiir er nicht einmal
vom Morden zuriickschreckt. Cardillacs Vorgeschichte steht allegorisch fiir den ddmonischen
Bereich der Kunst und wirkt sich ebenfalls auf sein ddmonisches Kiinstlerdasein aus.
Auflerdem spiegelt sich sein ddmonisches Inneres in seinem &dufieren Erscheinungsbild wieder.

Die Kunstwerke, die Cardillac erschafft, haben eine gldnzende und funkelnde Oberfléche,
die die Aufmerksamkeit auf sich ziehen und die Augen bestechen. Sie ziehen den Betrachter in
seinen Bann, so dass dessen Gefiihl und Verstand vernebelt wird. Die Kehrseite der Medaille ist
allerdings, dass die vermeintlich schone funkelnde Kunst den Besitzer und schliefilich den
Goldschmied selbst zerstort. Die Verwirrungen, die von Cardillacs Kunst ausgehen, werden im
Laufe der Erzdhlung von einer Kiinstlerin beseitigt, deren Kunst auf moderaten Prinzipien
beruht. Diese Kiinstlerin muss sowohl einen klaren Verstand haben als auch sich von ihrem
intuitiven Gefiihl leiten lassen.430

6.2. Die Gabe zu sehen bzw. nicht zu sehen

Das Sehvermdogen ist semantisch sehr eng mit den Augen verbunden und gehort ebenfalls in
den Bereich der Lichtmetaphorik. Ahnlich wie in den bereits behandelten Aspekten, spielt auch
hier die heterogene Asthetik Hoffmanns eine wichtige Rolle. In seiner Novelle stellt er Personen
dar, die nur das sehen, was optisch fiir das Auge wahrnehmbear ist, aber auch Personen wie das
Frdulein von Scuderi, die das Oberflichliche mit ihrem Gefiihl verbindet und somit auch
Hintergriinde und Zusammenhénge erkennt, die auf den ersten Blick nicht ersichtlich sind.

6.2.1. Die unterschiedlichen Herangehensweisen an die Detektion des Mordes

Die Protagonistin der Erzéhlung zeichnet sich aus durch das richtige Mafd an Emotion und
Rationalitdt sowie Kreativitit und Logik, die sie fiir das Losen der Probleme bewusst
einzusetzen vermag. Nach Ernst Bloch bedarf der Prozess der Detektion eines Tathergangs
einer gewissen Voraussetzung: Zum einen muss der Detektiv Fakten und Details in Betracht
ziehen und tiber die Gabe verfiigen an Probleme logisch heranzugehen. Zum anderen muss ein
Detektiv ein gewisses Sehvermogen aufweisen, womit er unter die Oberfliche taucht, um
mogliche Sachverhalte zu sehen, die nicht sofort erkennbar sind. Das Fraulein von Scuderi ist in
der Lage, im Unterschied zu Desgrais und La Regnie, diese fiir einen Detektiven notwendigen
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Komponenten miteinander zu verkniipfen. Wahrend ihre mannlichen Gegenspieler zwar offen-
sichtliche Zusammenhénge beztiglich der Morde sehen, sind sie nicht in der Lage, komplexere
Sachverhalte zu erfassen. Diese Unfdhigkeit stellt Hoffmann dar, wenn er zu Beginn der No-
velle die Geschichte der Giftmischer einblendet und aufzeigt, dass sie lediglich durch mehrere
gluckliche Zufélle gefasst werden. Aufgrund dieser Inkompetenz sind Desgrais und La Regnie
dazu préddestiniert, im Fall Cardillac zu scheitern.#3* Wahrend die Chambre Ardente sich an der
Oberfldache aufhdlt und den vermeintlich offensichtlichen Téter, Olivier Brusson, fiir schuldig
erklart, unterscheidet sich die Scuderi, indem sie weitere Alternativen in Betracht zieht. Neben
den sichtbaren Beweisen und der Anhérung von Zeugen setzt sie zusétzlich ihre Intuition ein.
Dartiiber hinaus befasst sie sich mit Oliviers Charakter und geht nicht nur von den Beweisen
aus. Sie sucht nach weiteren Moglichkeiten, indem sie das potentielle Motiv fiir den Mord sucht.

Genau alles priifend, davon ausgehend, dass Olivier unerachtet alles dessen, was laut fur
seine Unschuld sprédche, dennoch Cardillacs Morder gewesen, fand die Scuderi im Reich der
Moglichkeit keinen Beweggrund zu der entsetzlichen Tat, die in jedem Fall Oliviers Tat
zerstOren musste.432

Schliefilich lasst sie sich sowohl von den visuellen Beweisen als auch ihrer Intuition und
ihrem Gefiihl von der Unschuld Oliviers tiberzeugen.* La Regnie, der Prasident der Chambre
Ardente, missachtet die Methode der Scuderi und wirft ihr vor, sich nur von ihrem inneren
Gefiihl verleiten zu lassen, anstatt sich auf die Tatsachen zu konzentrieren, die sie mit dem
Auge wahrnimmt. So sagt er: ,Gewiss wollt ihr nun, mein wiirdiges Fraulein, Euerm Gefiihl,
der inneren Stimme mehr vertrauend als dem, was vor unsern Augen geschehen, selbst
Oliviers Schuld oder Unschuld priifen”43.

Das Fraulein von Scuderi begibt sich zum Anwalt D’ Andilly, um ihn zu konsultieren, wie sie
ihre Ergebnisse dem Konig prasentieren soll, um Oliviers Freilassung zu erreichen. Hoffmann
unterstreicht mit der Figur des Anwaltes, der durch seinen Berufsstand die neutrale Instanz
reprasentiert,®> die zwei unterschiedlichen Herangehensweisen, den Mordfall zu 16sen. D’ Andilly
antwortet ihr mit einem Zitat Nicolas Boileaus, eines franzosischen Dichters des 17. Jahrhunderts:
,Le vrai peut quelquefois n’étre pas vraisemblable”43¢.437 Dieser Leitspruch steht fiir die unterschiedliche
Herangehensweise der Scuderi bzw. der Chambre Ardente.*3 Er schreibt: , Jamais au spectateur
n’offriez rien d’incroyable”#. Somit muss nach Boileau die Wahrheit nicht notwendigerweise das
Wahrscheinliche sein, das Unwahrscheinliche kann jedoch ausgeschlossen werden.#0 Die Scuderi
allerdings geht vom Unwahrscheinlichen aus, was sich in diesem Fall als des Rétsels Losung
entpuppt.4!

Dieser Vergleich D’Andillys hebt den Kontrast zwischen zwei Formen der Darstellung
hervor: Wahrheit und Wahrheitsndhe bzw. historische Tatsache und kiinstlerische
Vorstellungskraft, sozusagen ein Dualismus, das Teil des serapiontischen Prinzips ist. La
Regnie und D’ Andilly stellen das Postulat, das man einzig und allein der Logik vertrauen kann.
Hoffmann jedoch zeigt in seiner Novelle zu welchen Konsequenzen die alleinige Konzentration
auf vermeintliche Tatsachen haben kann, wenn beispielsweise Olivier von der Polizei fiir
schuldig befunden wird. Mit seiner Protagonistin gelingt es Hoffmann zu zeigen, dass die
richtige Balance zwischen dem Aufleren, dem was sie visuell wahrnimmt, und dem Inneren,
ihrer Intuition, zur Losung des Problems fiihrt. Das zweite Extrembeispiel, das in der Novelle
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437Ubersetzung: Zuweilen wirkt selbst Tatsdchliches unwahrscheinlich (Freund, 2003, S. 34).
438Marsch, 1972, S. 147.

19Eigene Ubersetzung: Dem Betrachter zeigt sich niemals das Unwahrscheinliche.
440Marsch, 1972, S. 148.

“1ibidem.
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behandelt wird, ist René Cardillac. An ihm zeigt der Autor die fatalen Folgen, die das alleinige
Befolgen der inneren Stimme haben kann.#42

Der Konflikt zwischen Logik und Gefiihl kulminiert im Problemltseverfahren des Frauleins
von Scuderi, vor allem aber in der Szene, in der sie sich der Schwierigkeit bewusst wird, diese
beiden Komponenten miteinander zu verbinden. Obwohl sie zundchst von Oliviers Unschuld
tiberzeugt ist, wird sie nach dem ersten Treffen verunsichert. Sie erkennt ihn wieder als den
mitterndchtlichen Besucher und erinnert sich an sein unheimliches Erscheinen mit dem
Schmuckkasten. Dartiber hinaus identifiziert sie ihn als den jungen Mann, der sich auf der Pont
Neuf seinen Weg durch die Menge zu ihrem Wagen erzwang, um ihr eine Mitteilung der
Juwelendiebe zu tiberreichen. In diesem Moment der Verunsicherung ist sie mit der Situation
tuberfordert, da sein inneres Bild, das das Frdulein von ihm konstruierte, plotzlich nicht mehr
mit dem &dufieren Bild tibereinstimmt. Innerlich hielt sie ihn fiir einen aufrichtigen Biirger,
treuen Lehrling und Verlobten und war deshalb der Meinung, er sei filschlicherweise
angeklagt. Jedoch widerspricht dieses innere Bild dem &dufseren Erscheinungsbild Oliviers, der
einen deutlichen Bezug zu den kriminellen Handlungen zu haben scheint. Sie steht einer
existentiellen Krise bevor, wie sie selber anmerkt ,[...] noch nie vom innern Gefiihl getduscht,
auf den Tod angepackt von der hollischen Macht auf Erden, an deren Dasein sie nicht geglaubt,
verzweifelte die Scuderi an aller Wahrheit.”4$ Dieses Dilemma ldsst sie an der Wahrheit
zweifeln, an der Wahrheit, die sie sich von den einzelnen Puzzleteilen abgeleitet hatte.44

Ein Ansatz, diese beiden Widerspriiche miteinander zu verbinden, kann in der
serapiontischen Theorie wiedergefunden werden. Als eine gleichermafsen erfolgreiche
Detektivin und Schriftstellerin verfiigt sie iiber die ideale Voraussetzung, diese beiden
Gegensitze von Fakt und Vorstellung miteinander zu verkniipfen. Diese Kompetenz setzt sie in
der Schlussszene geschickt ein, als sie dem Konig ihre Ergebnisse vortrdgt. In einer
Detektivgeschichte gilt diese Szene, der sogenannte Dénouement, als das wichtigste Moment
der Handlung, da das Ritsel geliftet wird und die fragmentarischen narrativen Stringe
miteinander verkniipft werden.#4

3.2.2. Die Schlussszene

In der Schlussszene verkorpert das Fraulein von Scuderi das serapiontische poetische Ideal
und die notwendige detektivische Methode, indem sie Vorstellungskraft und Gefiihl mit Fakt
und Verstand verbindet.44¢ Diese Vereinigung von deduktivem Verstand mit intuitivem Gefiihl
sind zwei wichtige Potenzen fiir das romantische Kiinstlertum.##” Am Ende ihrer Vorstellung
vor dem Konig fasst sie die wichtigsten Details zusammen, die fiir Oliviers Unschuld sprechen:
,Miossens’ Aussage - die Untersuchung in Cardillacs Hause - innere Uberzeugung - ach!
Madelons tugendhaftes Herz, das gleiche Tugend in dem ungliicklichen Brusson erkannte!”44s,
Letzten Endes ist es die Kombination von logischer Rekonstruktion des Verbrechens mit
phantasievoller Inszenierung, was den Konig von der Wahrheit tiberzeugt und ihn bewegt,
Olivier frei zu sprechen.*#

Die Vorfiithrung der Scuderi vor dem Konig in der Schlussszene kann als poetische
Schopfung gesehen werden, da sie den Sachverhalt theatralisch darstellt. Sie tritt in einer
schwarzen seidenen Robe und einem Schleier auf, die mit Cardillacs Schmuckstticken verziert
sind und die Schwirze des Kleides tiberstrahlen.* Mit ihrer redegewandten Art beginnt die
Scuderi ihren Kummer tiber Cardillacs tragischen Tod zu beschreiben. Anschliefiend holt sie
sich Unterstiitzung von der hiibschen Madelon, die ihn an seine frithere Geliebte erinnert,

#2McChesney, 2008, S. 15.
4“3Hoffmann, 2002, S. 41.
444McChesney, 2008, S. 15.
45ibidem, S. 15f.
#6McChesney, 2008, S. 16.
47Marsch, 1972, S. 147.
48Hoffmann, 2002, S. 71.
49McChesney, 2008, S. 16.
450Freund, 2003, S. 21.
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womit es ihr gelingt, den Konig emotional zu beeinflussen und die Wirkung ihrer Vorstellung
zu verstdrken. Durch ihre kiinstlerische Vorfiihrung hat sie Erfolg beim Konig und erreicht die
Freisprechung Oliviers.#!

Trotz ihres Erfolges und des vermeintlichen Happy Ends sollte beachtet werden, dass die
Losung am Schluss der Novelle juristisch nicht korrekt ist. Denn Olivier wird nicht fiir seine
Mitwisserschaft an Cardillacs Untaten bestraft, sondern begnadigt und die Offentlichkeit wird
tiber den Ausgang des ritselhaften Mordes im Dunklen gelassen. Jedoch scheint bei Hoffmann
die moralisch korrekte Verhaltensweise eine relativ untergeordnete Rolle zu spielen, da fiir den
Gnadenakt die poetische Rekonstruktion des realen Sachverhaltes durch das Frdulein von
Scuderi ausschlaggebend ist.432

7. Schluss

Die Auseinandersetzung mit der Lichtmetaphorik in der Erzdhlung Das Friulein von Scuderi
hat gezeigt, wie prédzise Hoffmann mit den Begriffen ,hell’ bzw. ,dunkel’ und deren Synonymen
arbeitet. Die fiir den Autoren typische heterogene Asthetik spiegelt sich in der Lichtthematik
ebenfalls wieder. Der menschlichen Assoziation mit der Nacht bzw. der Dunkelheit liegen
anthropologische, abergldubische und religiose Erfahrungen zugrunde, weshalb das Dunkle
mit dem Tod, dem Bosen oder dem Unheimlichen in Verbindung gebracht wird. Demgemafs
halten sich Hoffmanns Charaktere an ein ganz bestimmtes Raster: Die positiv besetzten Figuren
handeln tiberwiegend tagsiiber und halten sich in hellen und sicheren Orten auf, wohingegen
die negativ dargestellten Charaktere in der Nacht aktiv werden. Die anfangs zwielichtige Figur
Olivier Brusson handelt sowohl am Tag als auch in der Nacht. Nach demselben Muster wird
die Erzdhlung mit einer spannungsgeladenen Szene begonnen, in der Olivier zu
ungewohnlicher Stunde das Frédulein von Scuderi aufsucht. Die Novelle wird von Hoffmann in
das Zeitalter der Aufkldarung versetzt, wodurch sich die dunklen Ereignisse und Mordflle
kontrastreicher von dem Glanz der Epoche abheben. Die Kunstwerke Cardillacs sind genauso
ambivalent wie sein eigener Charakter. Wahrend er selber bei Tage den vorbildlichen Biirger
verkorpert und in der Nacht Morde begeht, bestechen seine Geschmeide durch ihr glénzendes
Aufleres, stiirzen den Besitzer aber in den Tod. Die unterschiedliche Kunstauffassung in der
Spatromantik wird von Hoffmann ebenfalls behandelt. Cardillac reprédsentiert hierbei den
,wahren’ Kiinstler, der die Kunst um der Kunst selber willen betreibt, im Unterschied zum
Fraulein von Scuderi, die durch ihre Dichtungen ihren Lebensunterhalt bestreitet und am Hofe
zur Unterhaltung vortrédgt. Die Scuderi ist die einzige Figur in der Erzdhlung, die in der Lage
ist, die Unschuld Oliviers zu erkennen, da sie das duflerlich visuell wahrnehmbare mit dem
Inneren, ihrer Intuition, zu verkniipfen in der Lage ist. Ihre Kontrahenten Desgrais und La
Regnie scheitern bei den Ermittlungen, da sie sich nur an den vermeintlich offensichtlichen
Fakten orientieren. Cardillac kommt ebenfalls zu Fall, weil er nur auf seine innere Stimme hort
und schliefilich sein eigenes Opfer wird. In der Schlussszene gelingt es der Scuderi durch ihre
kiinstlerische Vorstellung den Konig von der Wahrheit zu tiberzeugen und Olivier freisprechen
zu lassen. Mit ihrer Vorfiihrung verkorpert sie das serapiontische poetische Ideal, da sie das
Rationale mit dem Emotionalen verbindet.

Obwohl das Thema der Lichtmetaphorik in der Erzéhlung ausfiihrlich behandelt wird, gibt
es in der fachwissenschaftlichen Literatur kaum einen Aufsatz, der sich ausschliefSlich mit
diesem Thema auseinandersetzt. Ein weiteres Manko betrifft den Aspekt des Mondes und der
Sterne, die ebenfalls aufgrund mangelnder literarischer Quellen nicht ausfiihrlicher behandelt
werden konnten. Des Weiteren musste auf die Behandlung des Farbspektrums, insbesondere
die Verwendung von rot und griin, ganzlich verzichtet werden, da dies den Rahmen dieser
Arbeit gesprengt hitte.
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INTERTEXTUALITATEA SI SIMBOLISTICA APEI
Georgiana Elisabeta PANAIT,

profesor, scoala nr. 5,,V. Cristoforeanu”,
Ramnicu Sarat, Roménia

Abstract
The article deals with problem of water in terms of intertextuality and symbolism, relying on literature and
culture in the current research.

Rezumat
In articol, abordam problema apei din perspectiva intertextualititii si simbolisticii, pundnd la baza cercetirii
literatura si cultura.

S-a discutat, adesea, despre apd atat in literaturd (romédnd si universald), cat si in culturad.
Astfel, semnificatiile simbolice ale apei pot fi reduse, in aceste domenii, la trei lucruri: apa -
originea vietii, apa - mijloc de purificare, apa - centru de regenerare3. Un exemplu elocvent, in
acest sens, il regasim in lucrarea Rig-Veda, care preamadreste rolul apelor ca purtdtoare ale vietii,
ale fortei si ale puritatii, atat pe plan spiritual, cat si trupesc:

»Voi, Ape care inviorati, aduceti-ne forta,

maretia, bucuria, iluminarea!

Voi, ape, dati leacului intreaga lui putere,

ca sd fie platosa trupului meu...”

Apa este un element al nemuririi, al tineretei vesnice si al invincibilitdtii. Un mit ilustrand
aceastd proprietate a apei este cel al scalddrii eroului din mitologia greacd, Ahile, in apele
Stixului de catre mama sa, Thethis, care dorea sa-i confere nemurire prin aceasta actiune.

Exista si in mitologia romaneascd, precum si in alte mitologii, ,fantani ale tineretei, ,a caror
apa ofera celui care o bea tinerete vesnicad”.

De proprietatea apei de a produce o metamorfozare completa este legat si mitul lui Narcis,
erou al mitologiei grecesti. El a ramas indragostit de chipul sdu, privindu-l in unda unui lac si
vrand sd se apropie de el, a cdzut in apd si s-a inecat. Trupul sdu s-a metamorfozat intr-o narcisa
sub proprietatea magica a apei.

O altd interpretare a apei ar fi cea de element transcendental: Luntrasul Charon, personaj
apartinand mitologiei grecesti, era singurul navigator al raului Styx. Acest rau reprezenta
singura cale de trecere catre taramul mortilor. Acest mit sta la baza unui obicei pdstrat si in
zilele noastre, in unele tari, acela de a pune doi bani pe ochii defunctului inainte de
inmormantarea lui. Se crede ca acesti bani vor fi oferiti luntrasului in schimbul traversarii
raului in cauza.

Apa primordiald, simbol al genezei, o intdlnim si in literaturd, atat in cea cultd, cat si in cea
populard. Astfel, in poemul , Luceafdrul” de Mihai Eminescu, marea este cea care simbolizeaza
geneza. Luceafarul se aruncd din cer in mare spre a se naste ca tandr zeu al apelor,
prezentandu-se prima oard fetei de imparat:

,,51 apa unde-a fost cazut
In cercuri se roteste,

Si din addnc necunoscut
Un mandru tanar creste”.

In literatura romans, apa este si un simbol al purificdrii. Astfel, in nuvela ,Dincolo de
nisipuri” de Fanus Neagu, apa simbolizeaza puritatea. Atat pentru sateni, cat si pentru Sustene,
personajul principal al nuvelei, apa constituie idealul dorit cu infrigurare. Nici drumul anevoios
nu-i opreste pe cautatori, dar de fiecare data, cand par a se apropia de ideal, acesta se
indepdrteaza (amintim aici popasul la cele doud mori). Drumul in cdutarea apei reprezintd
drumul spre ideal. Apa ca simbol al genezei o intalnim si in basmul cult , Fat Frumos din

Y4

lacrimd” de Mihai Eminescu. Nascut prin minunea lui Dumnezeu, din lacrima Maicii

453Bachelard, p. 34.
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Domnului, Fat Frumos va cunoaste, de fapt, doud nasteri divine: prima, a venirii pe lume din
lacrima fecioarei, iar a doua, din porunca lui Dumnezeu, care preface izvorul din nou in fiinta
umana la rugdmintea Sfantului Petre.

In basmele populare romanesti, apa este cea care da putere personajelor principale, aflate in
lupta cu zmeii, care reprezintd raul. Astfel, Praslea, eroul basmului ,Praslea cel voinic si merele
de aur”, reuseste sa-1 invinga pe zmeu, dupad o lupta grea si lungd, numai cu ajutorul fetei celei
mai mici de impdrat, care-i dd apd. Si in basmul popular , Greuceanu” eroul este salvat de
corbul ndzdravan, care-i aduce ,apd dulce”, adicd apa vie, astfel incat Greuceanu il baga ,pe
zmeu” in pamant pana la brau. Simbolul picaturii de apa este cel de a aduce viatad vesnica celui
care o bea. In lirica contemporand, la Nichita Stanescu, in poezia , Emotie de toamna”, intre
elementele cadrului natural se afld si cele patru elemente ale universului: pamantul, apa, aerul
si focul. Apa apare sugerata de substantivul ,mare”. Prin aceasta transfigurare, sentimentele
exprimate de poet isi pastreaza puritatea si forta printr-o continua regenerare:

,,Si-atunci ma apropii de pietre si tac,
Iau cuvintele si le-nnec in mare.
Suier luna si o rdsar si o prefac

Intr-o dragoste mare”.

Apa, la Eminescu, e materia extincliei, integrand fiinta in circuitul universal al elementelor.
Apa e un element nelipsit din poeziile sale erotice; ea este elementul vital primordial care
trebuie sd insoteasca iubirea, moment premergator nasterii. La Eminescu, izvorul inseamna o
curgere neintreruptd, el inseamnd origine, primordialitate si aproape cd nu lipseste din
scenariile sale erotice.

Semnificatia simbolurilor acvatice (pe langa cele 3 dominante mentiontate deja - origine a
vietii, mijloc de purificare si centru de regenerare) capata conotatii noi in lucrdrile lui Eminescu,
si anume cea de (1) simbol al timpului, semnificAnd chemarea erosului:

,,Apele plang clar izvorand din fantane”,
sau de (2) dorinta ancestrald de reinscriere in procesul revenirii cosmice:

,Mormantul sd ni-I sape la margine de rdu
Mereu va plange apa, noi vom dormi mereu”.

In lirica eminesciana (nominalizdm, mai cu seamd, poemul , Lacul”), apa personificatd preia
zbuciumul sufletului poetului, emotia acestuia, determinate de asteptarea fiintei iubite, vibrand
la unison cu aceasta:

,,Lacul codrilor albastru
Nuferi galbeni il incarca;
Tresarind in cercuri albe
El cutremura o barca.”

Lacul, cu trestiile sale, pare sa fie complet dependent de trdirile poetului indragostit. Atat
timp cat acesta isi asteaptd iubita, visdnd la scenele care se vor desfdsura, lacul se constituie
intr-o imagine dinamica.

In ,,Calin (file din poveste)”, tabloul naturii, evocat in ultima parte a poemului, se organi-
zeazd in jurul imaginii izvoarelor (a apei, in general): imaginea cuibului alunga rdceala specifica
apei, aduce o notd de cdldurd si intimitate, sugerand nasterea; epitetul “rotind” subliniaza
permanenta iubirii si, implicit, a nasterii: natura std sub semnul unei fecunditati perpetue.

Marea, o alti ipostazi a apei, capatd, in tulburatoarea poezie “In fereastra dinspre mare”,
rolul oglinzii: privind in apele marii, pescarul vede chipul fetei de crai, se indragosteste de ea si
simte atractia adancului, unica posibilitate de implinire a iubirii si mortii:

,,Spre castel vreodata ochii

N-am intors si totusi plang

Fundul marii, fundul marii

Ma4 atrage in adanc.”
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Apa vie, apa vietii se prezintd ca un simbol cosmogonic. Ea este o poarta a vesniciei tocmai
pentru cd purificd, vindecd si intinereste. Oceanul, batranul ocean, o altd ipostazd a apei,
incearca sa anuleze conditionarea cosmicd, sd violeze ierarhia stihiilor, prin asaltul simbolicei
cetdti a cerului intocmai cum impadratia cerurilor ,se ia cu navala” in:

,,Azi oceanu-ntdratat turbatu-i:
Récnind, inalta bratele-i de spume,
Le spanzura de nori, sd sparga lume
Pana furtuna-I reimpinge in patu-i.”

Nu poate fi explicat in niciun fel cum poate un ocean (pe care vantul il conduce), sd fie
,reimpins in patu-i” de o furtund, in loc ca aceasta sa il infurie si sa il agite si mai mult. Aici,
Eminescu a repetat aceeasi vesnica poveste a oceanului care ar vrea sa atinga cerul, ramanand
ocean, surprinzand cu subtila minutiozitate gradarea faptelor de la ,rdszvratire” la “cumintire”,
ce va fi iardsi urmata de framantari:

,,Rénit de fulgere, el se-ncovoaie
Si c-o poveste il adorme-o boare
Si-n vis un cer in fundu-i se-ncovoaie.”

Poetul se deschide inspre o noud perioada de neliniste, lasand sa se intrevada o reinfuriere a
oceanului, din cauza impulsului de a poseda concret ceea ce viseazad ca are. Aceastd iluzie e cea
care se exalta in vis, trezindu-l. Murmurul se va transforma in rumoare ca si plebea desteptata
demagogic din singura sa conditie pe care poate sd o aiba cerul: aceea de calm si coeziune.

Poezia , Lacustrd” este simbolista prin sugestiile, simbolurile si stdrile sufletesti specifice
liricii bacoviene: spleen-ul, dezolarea, nevroza, disperarea, spaima, facind ca aceasta creatie
literard sa fie o confesiune lirica. Prezenta persoanei I singular, inclusa in desinenta verbelor,
sporeste confesiunea eului liric, implicat total si definitiv in starea dezolantd, care pune
stdpanire decisiv si implacabil pe sufletul poetului. Simbolul dominant in poezie este
»lacustra”. O astfel de locuintd supusa iminent prabusirii prin putrezirea stalpilor de sustinere
este una provizorie, singuratatea fiind totala. Lacustra simbolizeazd, asadar, o solitudine dorita,
o autoizolare totald, care va duce, inevitabil, la prabusirea spirituald a eului poetic. Apa este un
simbol al dezintegrarii materiei, spre deosebire de semnificatia pe care o are la Mihai Eminescu,
unde izvoarele, lacul, sunt ddtatoare de viatd. Apa bacoviand actioneaza incet, dar sigur,
dezagregand spiritualitatea creatoare printr-o serie de simboluri sugestive: ploaia, malul, valul,
scandurile ude.

In lirica blagiand, izvorul este un simbol al copildriei fericite:

,/Tu pazeste, pazeste tu izvorul sd nu se usuce
la sfarsitul dstui timp

lasat in urmd intre floare si poama.”

(Cuvinte citre fata necunoscutd din poartd)

,,impéréjcii s-au prabusit.
Rézboaie mari ne-au pustiit.
Numai in Lancram subt rdzor
rdmas-a firav un izvor.

Paduri s-au stins si rdnd pe rand
oameni in umbrd s-au retras
vesminte de pamant luand.

Dar sipotul, el a rdmas.

De-a lungul anilor in sir

de cate ori In sat ma-ntorc,
ma duc sa-1 vad. E ca un fir
pe care Parcele il torc.”
(Izvorul)

150



Am vizut ci izvorul este o metaford a Inceputului si simbol al puritdtii primordiale, al
copildriei ca varstd de inceput a omului, care va fi marcat mereu de primele experiente
spirituale si materiale. Printr-o comparatie metaforica, forta izvorului este asociata, la Blaga, cu
energia vietii, a sufletului care isi cautd propriul drum:

,Nu-mi presimti tu nebunia cand auzi
cum murmurd viata in mine

ca unizvor

navalnic intr-o pestera rdsundtoare?”
(Nu-mi presimti?).

In concluzie, mentiondm c4, in literatura si culturd, apa este un subiect intertextual de performanta si
un simbol coraportat cu multe lucruri: viata, trecerea intr-o altd lume, emotiile pozitive si negative etc.
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IMPVHIIMIIBI OPHAMEHTAJIVISMA B «CEBEPHOVI CUM®»OHWMW» AHIIPESI BEJIOTO
Unanaa T'AJKEBA,

KaHaUAAT PUIoorMuecknx Hayk, JOILeHT,
JIbBOBCKMII HallMOHAJILHEIV YHUBepcuTeT MMeHn ViBana dpanko, YkpanHa

Abstract

In the article based on "North symphony" by Andrey Bely, the principles of pattern prose such as decreasing the
plot role, complex polygenetics of characters and motives, continuous text troping are explored.
The correlation between plot semantics (the war between Eternal Femininity with powers of chaos) and figurative
symphony order is carried out using verb metaphors of water element as the most frequent source. Special attention
is being paid to the paradigmatic explication of the plot lines. They compensate the weakening of the story and plot
connection and the text art integrity effect is being reached. The repetition of the main ideas create authentic
swinging rhythm which corresponds to the cycling mythical time. This particularity of the new mythological prose
is mainly connected with its determination as pattern prose since the most important thing for a pattern is the
repetition of certain details.

Rezumat

In articolul de mai jos, se analizeazi lucrarea lui Andrei Beldi ,Simfonia de nord” din perspectiva (1)
descresterii intrigii, (2) poligenezei personajelor si motivelor si (3) formdrii neincetate a tropilor.

Corelatia dintre intrigd si ordinea simfonicd figurativd este exprimatd, de cele mai dese ori, prin metaforele care
au la bazd unitatea ,,apd”.

Cercetarea paradigmaticd a liniilor de subiect ocupd un loc de frunte in articol. Aceste linii contribue la
integritatea textului.

In lucrare, reluarea ideilor principale produce un ritm incetinit, care vine in acord cu timpul ciclic mitic.
Aceastd particularitate a prozei mitice noi se aflid in strdnsd legiturd cu afirmarea sa ca model de prozd, deoarece
reluarea unor detalii este lucrul cel mai important intr-un model.

«Cnmdonnm» Anpnpes bertoro - onuH 13 Hamboslee paHHUX 00pasIioB OpHaMeHTaJIbHO
IIpO3Bl B pyccKom jmrepaType. Crenndrka opHaMeHTaJIbHOV ITpO3bl OOYC/IOBJIeHa TeM, UTo
OHa IIpeficTaB/IsieT CODOOVI pe3ybTaT BO3IEVICTBMS Ha Hee IIOITUYECKUX CTPYKTYyp,
0TOOpakaroIyx CTPovt MUGOIOrMYecKOro MBIIIIIEHVS.

OO111ensBecTHO, UTO ISl apXaW4yecKoro MBIITUIEHNsSI CJIOBO ITpeJICTaBIIsgeTcsd He CUMBOJIOM
IIpefIMeTa, a ero CyITHOCTHIO, TaKMM 00pa3oM MeXy IpeaMeTOM W CJIOBOM YCTaHaBJIMBAIOTCS
OTHOIIIEHV HeKOHBEHLVIOHAJIbHOCTVI, MOTMBMPOBAHHOCTI. DTy )K€ TeHIEHLIVIIO PaCIIPOCTPAHSIOT
VI Ha MOAEPHVCTCKYIO IIPO3Y, KOTOPOVI IIPUIVCHIBAIOT CIVIOIIHYIO MKOHUYHOCTb. VIKOHMYHOCTD
TposiByIsieT cedsl, B 9aCTHOCTY, B (PaKTOJIOTM3aIym, TO €CTh CFOKEeTHOM pa3BepTHIBAHWV, TPOITOB4%,

Hdpyron dyHIaMeHTaIbHOV 0COOEHHOCTBIO OpHAMEHTaIBHOV ITPO3BI SBJIIeTCS OcIabiieHe
COOBITMIIHOCTV ¥ OCHOBAaHHOV Ha HeWl CIOKeTHOCTW, KOTOPYIO IIPMHATO CUMTaTh KOHCTUTY-
TUBHBIM IIPU3HAKOM peaJIVCTUUYecKO ITpo3bl. beccroxxeTHble, vy Mydosiormyeckne, OpHaMeH-
TaJIbHBIE, TeKCThI, cortacHo 1O. M. JlorMaHy, He IOBeCTBYIOT O HOBOCTSX B VI3MEHSIOIIEMCS
MUIpe, a M300paKaroT MUKINYecKye ITOBTOPHI 3aMKHYTOrO KOCMOCa, TOPSIZIOK ¥ He3bI0J1eMOCThb
rpaHul] KOTOPOro yTBep KJaeTcsss. DTov LMKIMYHOCTM MMUQOJIOIMUYeCKO KapTUHBI MUpa
COOTBETCTBYET IIPMHIIVII JIENTMOTMBHOCTM B OpPHaMEHTAJIbHOV IIpO3€, KOMIIEHCUPYIOIIMI
ocitabreHme CroXeTHO-aOyIbHOV CBSI3aHHOCTM ¥ 00eCreuMBaromInyl OpraHM3alVIOHHYIO
L1€JIOCTHOCTh TeKCTa. laHHasl CTaThs IIOCBAIIeHA BbISBJICHVIO IIPVHLNIIA JIEVITMOTUBHOCTH — B
KpYTy MHBIX XapaKTepHBIX UepT opHaMeHTa/n3Ma - B «CeBepHont cumdonumn» AHapest besoro.

OcHoBHOV efVHMIIEN TeKCTa B CMMQOHMSAX CTAHOBUTCS He IepcoHaX, a MOTuB. PasBuTie
CIOXKeTa ITOUMHSIeTCs He IIPUYMHHO-CIIeCTBEHHBIM CB35M, a CB3sM acCcOlMaTUBHBIM. Tem He
MeHee B JIByX U3 4eTbIpex HaIlvcaHHbIX A. besibiv cMdoHM - B IepBOVI U TpeThel — CIOXKeT
IIPOCJIEANTH BO3MOXKHO, XOTs OH JIOBOJIbHO cxeMaTtnueH. B «CepepHon cumdoHMM» — 3TO MCTO-
pvisl B3aVMIMOOTHOIIIEHVI KOPOJIEBHBI M PhILIapsl, BeCbMa YCJIOBHBIX IIepCOHaXKeV, pasBopauu-
Barollas Ha poHe TaKMX JKe YCJIOBHBIX JeKopallui, CTMJIM30BaHHBIX 10 3arlaJHOeBpOIIeVicKoe
cpenHeBekoBbe. Kak coBpemenHuku A. besoro, Tak wm wcciiegoBaTel €ro TBOpYeCTBa
OTMEUaJIV, YTO CIOXEeT CJIYXXWUT 371eChb BCEro JIUIIb IIPEeIOTOM [IJIsi PasBUTUSL OCHOBHBIX

4545k 00coH, 1987.
455]Torman, 1973.
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«MY3BIKaJIBHBIX» T€M — OOpBOBI CBeTa M MpakKa, TeKYIlero BpeMeHM 1 TYMaHHOV BeUHOCTI%,
Wrtax, riaBHbIe Tepor cMEOHMM — FOHasI KOPOJIeBHA «C CYHVMM IJIa3aMy M ITe9aJIbHOV YITBIOKOT»
VI MOJIOAOV pblllapb, MeYTaloLINil O 3allpefdeIbHOM, HO HaxXOOSAIIWUVCH II0J, BO3[eVCTBUeM
TeMHBIX cwI. KoposieBHa >xmBeT Ha OalllHe, BOIUIOMIAOIIEV COOOV CEMMOTWYECKUII BepX.
bammss - aHasior Mwuposoit ropel, Muposoro apepa, JlectHuipl B HebO, OHa coemyHSeT
BEpXHUV ¥ HIDKHUI MuUpbl. [IprMeuaTeslbHO, YTO KOpOJIeBHa PpOXIeHa Ha OallrHe: OHa
V3HAUQIPHO IPUHAUIEKUT TOPHEMY MUpPY, B TO BpeMs KaK Apyrue oOpeueHbl Ha TPV
«BOCXOXIEeHVs». Briepsple B3oIUIa Ha OalllHIO KOpOJIeBCKas d4eTa, POLAUTENI KOPOJIEBHBI,
IIOKVMHYBIIIVIE CBOIO CTPaHY M YKPBIBIIIMeCs Ha OalllHe B OIMHOYECTBE, B TO BpeMs KaK JOJ/DKHBI
OBUIM IIpMBECTM K BEpIIIMHAM CBOV Hapop. Bokpyr Oamrau - jreca, roymHble Heunct. Koposis-
OTell, PelIVBIINCh BEPHYTHCS B MOKMHYTYIO CTpaHy, CIYCTWICS C OalllHM M YIIIesI B JIECHYIO
IJIYIIIb, OJHAKO 3aIUTyTal B JIECHBIX Halllax M «II0rmod oT Oeccruinsi». Jlec - 3T0 "y»Kovi, HVDKHNT,
s3praeckn Myp. Tam Ko371000posle phIllapy COBEPIIAIOT CBOVI PUTYaJT «KO3JI0BaHVIe», IUIAIIY T
IBSIBOJIBCKIUV «KO3JI0BaK». [IBOPeKMI-KOJIIyH coOIa3HseT MOJIOZOTO PHILIAPS B «KO3JIOBaHIE,
Y OH TOTOBUT B CBOeM 3aMKe caTaHMHCKuM Imp. Kpome Toro, 4yBcTBO phlllapsd K IOHOW
KOpOJIeBHE COIIPsDKeHO CO CTpeMIeHeM HU3BEePrHYTh ee C BBICOT B MUP ThbMBI 1 xaoca. OmHako
KOPOJIeBHA MOJIVITCS 3a CBOETO BO3JIIOOJIEHHOTO M CIIacaeT ero oT MCKyIneHwit u rvbemt. OHa
rosoput emy: «He 3mece Moe mapcrso. bymer Bpems, n Tol yBuaumb ero». ITpoxomar roma,
HacTyIlaeT TIOJTOKEHHBIN CPOK, KOpOJIeBHa CITyCKa€eTc:d C 6aIlIHT/I, 4TOOBI M3rHaTh TbMY 11 He-
4CTh U3 CBOeN cTpaHbl. Mosiofgon peillapk KaeTcd M ymupaeT. Ilocie Toro, kak KoposieBHa
VICIIOJIHWIA CBOIO CBAIIIEHHYIO MVCCHIO, 3a HeVl IIpiuleTesia Oeslasl IITHMIIA, VI OHAa BO3HECIIach B
MMP TOPHU — Ha 3TOM 3aKaHYVBAETCS TPEThS YacTh. B ueTBepTONt M300pakaeTcs IIpeIBeIHbIV MUP.

JTaHHBIV CIOXXEeT MOXXeT OBbITh PacCMOTpPeH KaK TpaHcdopMarins COIOBEBCKOro HeoMmmda o
CTaHOBJIEHUM MUpa: KOpojleBHa — KaK BoIUIolleHe BeuHoxxeHcTBeHHOrO 1t Muposont [y
- HIUCXOIMUT C TOPHEero Mupa s 1odempl Haf, cvytaMu xaocats’. VicerremosaTten «CeBepHOVI CM-
douvm» E. I'myxosa u J1. I'apmarti, compkast oOpas3sl KOposieBHBI 1 MUPOBOVI IyIIN, OTMeYally,
uto AHppert bebivi onpenesleHHBIM 00pa3oM IepepaciipernersieT PYHKIMM IJIaBHBIX TepOeB
costoBbeBcKoro Mudas. Tak, cortacao B. CoosbBy, MupoBas ayiila, oTIaBIllas Ha OIpeiesieH-
HOM 3Tarle oT bojkecTBeHHOro Hauasla, CTaHOBUTCS IUIEHHUIIEV MaTepraIbHbIX CVJI M1 cCaMa OKa3bIB-
aeTcsk He CIIOCOOHOM 0f10JIeTh MX. DT0 PYHKIMSA «OoKecTBeHHOro Jloroca», KOTOpBIV IIpU3BaH
oflepXXaThb Iodeny B OopbOe ¢ cmytaMm xaoca M OCBOOOAWUTH IUIEHEeHHYI0 Muposylo nyiry. B
«CeBepHOVI cMM@OHUM» XK€ HAIPOTMB TEeMHBIMM CUJIaMM OKa3bIBaeTCsl 3axBaueH pbIlaphb,
BBICTYTIAIOIIMII B POJIM WCKYyCUTells, a He ocBoboxmrerns. IOHas koposeBHa y A.beroro,
CJIeZIoBaTeIIbHO, coBMelraeT B cebe pyHkImm 1 Muposont [y, n 6oxectseHHOro Jloroca.
Taxmm oOpasom, eciin y B.CosioBbeBa, paBHO Kak ¥ y THOCTMKOB, Muposasg [lyiiia, JoOpoBOIb-
HO CTAHOBSIIACS IUIEHHUIIEVI CWJI Xaoca, BBICTyTIaeT KaK «IIepCOHaXK» aMOMBaIEHTHBIVI, COBMe-
Iaroii B cebe uepTsl «AdpoanTel HebecHO» 1 «AdpoanTsl 3eMHOI», TO ¥ A.Bertoro sta
aMOVBaJIEHTHOCTh HUBEIIVIPYETCs], a (PYHKIMI KEHCKOTO M MY>KCKOTO ITepCOHaXKeVI MEHSIOTCS:
B COJIOBBEBCKOM HeoMuide, «OoKecTBeHHBIN JIoroc» momoraer BpeMeHHO 3a0yarert Muposoit
[y1ie ocyIecTBUTh CBOIO MUCCHIO criaceHms , a y A.bertoro abcomoTnsnpoBaHHBI B CBOEM
COBEepIIIeHCTBe >KeHCKUI MepCOHaX IIeJIMKOM CaMOCTOSITeJIbHO coBepimaeT 3Ty muccuio. (He
CJIy4aeH, BelIb, TOT (PAKT, YTO KOPOJIeBHA pOOWIACh Ha OallrHe: 0OHa BOOOIle He ITOIBep KeHa
VICKYIIIeHVSIM HVDKHErO MUpa, M IO3TOMY, KOIla HMUCXOOUT ¢ OalltHM ISl VICTIOJTHEHWS CBOEV
MCCUVI, TO He yIIIyOJIsieTcs B Jiec, KaK ee OTell, HO maeT 80016 4ecob).

OpHameHTaIbHas IIp03a, KOTOPYIO YacTO XapaKTepU3YIOT Takke KaK HeOMM@OIOIMYecKyIo
(xoTst opHAMeHTa/IN3M ¥ HeOMM@OJIOTM3M He IIpeAIosaraT ApYyT ApyTa ¢ HeIIPeJIoXKHOCTBIO),
4acTo MCIOIb3yeT MuUdOIOriMyecKe cxeMbl U CIOXKeThI, IIo[iBeprasi Ux Aerepovsauuu. B man-
HOM CJIy4ae BOCIIPOM3BOAMTCS CIOXKeTHAsl CXeMa COJIOBbeBCKOTO HeoMmda pybexxa BEKOB, KOTO-
PBIVI, B CBOIO O4epeb, OTChUIaeT K OCHOBHOMY KOCMOTIOHMYECKOMY MUY O TBOpeHWUU Mupa.

456 JTaBpos, 1991, c. 19.
457Muwrari, 1987.
48['apmar, 2000; [ityxosa, kogni.narod.ru/glukhova.htm
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OnHako 111 MOAePHMCTCKON HeoMudoorndeckom jaurepaTyprel XX B. xapaKTepHO «IIpuja-
HVie TepondecKrM MuGOIOTMUeCKVM CIOKeTaM TparndapcoBoro min IPOTECKHOTO XapaKTepa
IyTeM MapPOAMIHOIO OOBITPBIBAHMS WIV MPOHMYECKOTO OCTpaHEeHWs, COCeICTBO MMOIorn-
YeCKOTO ¥ HaTypaIMCTINUIeCK-OBITOBOTO IUIacTa M300pakeHs 11 oOpallieHe KO BHyTpeHHeMY
MUPY Teposi, KOTOPBINI WIN IIpeObIBaeT B COCTOSIHMM OTBEOVHEHHOCTV ¥ OIMHOYeCTBa IIO
OTHOIIEHMIO K OKpY’XalollleMy MWMPY WIM OTBepraeT IIMBWIM3ALNIO... »%% Bce 3T depTbl
CTaHYT KOHCTUTYTUBHBIMI IS IIpo3bl A.bertoro, HaumHast co 2-ovi cMOHMY, B IIEPBOV Ke
€CTb JIVIIIB OIIpefie/leHHasl TpaHC(OopMalys MCIIOIIb3yeMOTI CIOKETHOV CXeMbI — 0e3 mapomui-
HOVI JIlerepon3aliii 1 IICUX0JIOTM3alny repoeB. [lerepomsaninio IpeaBselaeT JIMIIb cBoeodpas-
Hasl MpOHMYecKasl TOHAIBHOCTh, CO37jaBaeMas TaKMMM CHVDKAIOMIVIMM MOTVMBaMM 1 oOpasamu,
KaK HaIlpyMep, IITOIIKa KOPOJIeEM IIPOXYAMBIIEVICS KOPOJIEBCKOV MAaHTWM, €r0 KpacHBIV OT
X0JI0fla HOC, COBCEM HEKOPOJIeBCKVIe IIPUTOIBIBAHMS B JKeJIaHUW COIPeThbCsl, a Takke o0pwico-
BaHHBIE C MSTKOV MPOHMEV IIEPCOHAXM JIECHOTO MUpa M OJIaKEeHHOV CTpaHbl, TaKMe Kak
«KO037101107100HbIT TacTyx [laBiyIa», BEICTYIIMBAOMINT «JIVTHHBIMW YIIIaMV IIPU3bIB K OpIuI-
JIMAaHTOBBIM 3Be3[IaM»; CTapPBIVI THOM C PyOVHOBBIMU IJIa3KaMy; JOOPBIVI ABYIIKA, JIVHHBIMI
yIOYKaMM JIOBSAIIVVI «BOMSIHYIO Oaromathk». B IiesioM ke mMup, m3o0pakeHHBIVI B CMMOHM,
BOCITPUHMMAETCS KaK YCIOBHO-CKA30YHBIV, HO «HACTOSINUIT», He pa3BeHYaHHBII B CBOEN
«CHEJIAHHOCTN», 0O JIUTepaTypHBIE IIPUEMBI €T0 CO3IaHMs ellle He oOHaxeHBI. [loctemyromte
TeKCTBl A. Bestoro OyayT co3maHbl Kak OTKPOBEHHO [IBYIUIAHOBBIE, U1 B HVUX MI(OIOTMTIECKUTL
CJIOM OyZeT O4YeBMIHO WIpaTh PoOjIb KITOYa, Imidpa K COBPEMEHHOCTV, 37eCh Xe, II0 CJI0OBaM
I1. ®rropeHCKOro, «BO BCeM - 3aKOHUYEHHOCTb, 3aKOHUYEHHasl, «aKTyaJIbHas» OeCKOHEeYHOCTbh. V1
BCe 3allOJIHEHO CBETOM, POBHBIM WM MATKMM, W OeTCKOCTBIO»#0, 11 IJIaBHOE, UTO 4uTaTesIb 3TOM
IIeTCKOCTY BEPUT...

KoMmo3mimoHHo crMdOHMS COCTOUT 13 OTPBIBKOB — MaparpadoB, KOTOPBIE B CBOIO O4Yeperb
IeJISTCS. Ha HyMepOBaHHbBIE «CTVXW», a03allbl, COOTBETCTBYIOIIVIE MY3bIKJIBHBIM JIEITMOTVIBAM.
3a cueT X MOBTOPEHVIS 1 BapbUPOBaHS CO3IAETCSI CBOEOOPA3HBIN PacKauMBaIOIINTICS PUTM.

Kax 113BecTHO, JIEITMOTMB B My3bIKe — 3TO HEKMI MY3bIKaJIbHBIVI 000POT, KOTOPBIN IIOBTO-
pseTcs B IIpOM3BeAeHNN B KauecTBe ITOCTOSIHHOV XapaKTePUCTUKI VIV YCIIOBHOTO OOO3Have-
HUS IIepCOHaXKa, sBJIeHMs, IpeaMeTa. Tak e mpomcxomouT n y A. Bertoro: ompenesieHHbIe
MOTWVBBI, peai3yeMble HyMepOBaHHBIMM ab3allaMyi, COITyTCTBYIOT oOpa3aM KOpPOJIeBbl, KOPOJIs,
KOPOJIEBHBI, C OJHOV CTOPOHBI, VI COBCEM ApyTIvie 00pasbl BEICTYHAIOT B KauecTBe JIEITMOTMBOB,
COITPOBOKAAIOIINIX MOJIOLOTO PhILIAPsI M BCEX YUACTHMKOB JIECHBIX «KO3JIOBAHUTI».

CrtefryeT OTMETUTD, YTO TEPMUH «IEMTMOTUB», Oy/IyUn JOCTaTOYHO MOJIOMIBIM B JIUTEPATY-
poBeneHM, MeeT HeCKOIIBKO pa3MBbIThle rpaHuIibl. OcobeHHO mpo0ieMaTYHO, B YacTHOCTY,
pasrpaHuyeHe TOHSITU «JIEMTMOTUB» W «MOTWB», IIOCKOJIBKY He TOJIBKO IIOBTOPSIEMOCTH
IIepBOrO MOXeT CIYXWUTb 37ech KpuTepueM pasMexeaHus. OlpeneeHHYIO TPyIHOCTb
IIPEJICTaBIIsieT TaKXKe pas3BelleHue IIOHSTUN «IEMTMOTMB», «MOTMB», C OIHOW CTOPOHBI, U
«CUMBOJI», ¢ Apyrovi. OTHUM 13 OCHOBaHWUI IIPOTMBOIIOCTaBJIeHs B IIOCJIeIHEM CJIydae MOXKeT
OBITh JABYXKOMIIOHEHTHAs CyOBEeKTHO-IIpedMKaTHas (IIpeVKaTHO-apryMeHTHas) CTPYKTypa
MOTMBa (M JIEUTMOTVBA) ¥ OJHOKOMIIOHEHTHAasI CMMBOJIa%!, cp.: ‘coiHIle’ KaK CMMBOJI XXMU3HY,
sHepruy, OeccMepTHs, MY)XXCKOTO Hadajla ¥ ‘BOCXOI COJHIIA', ‘3akaT coyHIJa® KaK MOTWBEI
(HecomHeHHO, cuMBOJIMYecKue). UTo KacaeTcsi CyTW pas3IvMumMil MeXOy MOTMBOM W JIEMITMO-
TMBOM, TO OHa VCcYepIbIBaole BbisBileHa H. 3pixoBckor#62. [To HabmomeHMsIM 1cciteoBaTeb-
HWIIBL, MOTVB IPeTeKCTyasleH, JTOTeKCTyaleH, XpaHUT B cebe M3BEUHO IOBTOPSIOIIUIICS KPYT
HBJ'IGHT/H?I, IIaMATH BCETro HYTT/I pa3BVITVIH geJjioBeyecCcTBa, JIEVITMOTWB JXKe BO3HVKaeT B KOHKPGTHOM
IpOoM3BeleHN 1 aKTyajleH MIMEHHO [l 3TOro TekcTa. Tak, KiIfoueBble I MUPOOIIYIIeHMs

459K ocros, 2000, c.45.

460D moperckun / /Llnr.mro: JlaBpos, c.19.

461CyMBOJI ABYKOMIIOHEHTEH B JIPYyTOM — He CMHTarMaTM4eckoM, a CeMaHTUYeCKOM CMBbICIIe: OH Bcerza
OTChUIaeT K pedpepeHTy, HO pedpepeHTy HeueTKO OIIpeliesIeHHOMY, 100 SIBJISeTCs «aHaJIoTVer 4ero-To
HeCyIIIeCTBYIOIIIET0».

4623p1xoBcKad, http:/ /www.lib.csu.ru/vch/2/222-01\ 008.pdf
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MJIaJIOCYIMBOJIVICTOB MOTUMBBI 3apy ¥ BOCXOXKIeHVsI (Ha BBICOTBI, BEPIIVHBI JTyXa) peayin3yloTcs B
«CepepHovt cM@OHUM» HaOOPOM KOHKPETHBIX JIEITMOTMBOB, OOpasyoIIMX OIlpeesleHHbIN
HapagurMaTu4ecKuit ps.

[TapagurMaTuspyeMocTb — Hapsy C JOCJIOBHOVI IIOBTOPSIeMOCTBIO, a Takke MapKUpo-
BaHHOCTBIO — OTHOCAT K YMCJTy KOHCTUTYTUBHBIX IIPU3HAKOB JIGMTMOTMBA. BakHO Takke, uTo
JIEVITMOTVBBI, COITpsDKeHHBbIe B OJIVH IlapaJurMaTUyYecKuil psil, BHYTPU Hero aMOVBajIeHTHBI,
TO eCTh B HEKOTOPOM CMBIC/Ie paBHO3HAuUHBI M B3avMO3aMeHUMBbI, SBJISACh CBOEOOpasHBIMU
«aJUIOMOTVMIBaMI» OJHOTO KJTFOU€BOTO MOTMBA.

Tak, xIr0YeBble MOTVBBI BOCXOXIeHMS 1 3apu B «CeBepHOM CMMQOHMI» IIPEIOMIISIOTCS B
JIEMTMOTMBaX KOHKPETHOI'O BOCXOXEeHMs Ha OalllHI0, MOJIMTBEHHOIO IIPOCTMpaHMs PyK K
pososetortieMy HelOy, K BocxofsieMy cosHIly. ITokasaTespHO, 4TO KoOrja KOpoJieBCKasl deTa
IIOJITHMIMaeTcsl Ha MpaMOpPHYIO OaIlTHIO, 3a OKHOM paccCBeT, a 3aTeM 3aps, Cp.: «... KOIja HalllIn
JIECHYIO IIOJISTHY C OIVHOKOV MpPaMOPHOVI OalllHeVi, TO HadaIn B30MpaTbcd Ha BepmmHy» (1:
41)43; «MHOTO BEeKOB B 3TMX CTpaHaX TSHYJIVCh K BepIlIfHaM, HO KOPOJIb C KOPOJIeBOI BIIepBbIe
BCXOWWIN K BepIIHEe MpaMOPHOV OalrHN... YTPO CMOTpeIo Ha HMUX XMYPBIM B3opoM. Korma
OHU TOAHVMAIVICH II0 BUTOW OesloMpaMopHOWM JtecTHuIle...» (1: 41); «Tak >xwm oHM Ha
BepIIVHe OalllHY, YIIVBasCh BEICOTOV B CBOEM OIIVIHOKOM IapcTBe» (1: 42).

OnuH 13 xapakTepHbIX B JaHHOM IapagurMaTUYecKoM psily JIeITMOTMBOB, COIIPOBOXKIA0-
X obpa3 KOpoIsi-0THa, — Urpa Ha jioTHe. CeMMOTMYeCK! JIIOTHS B PSiTy OPYTMX CTPYHHBIX
IIPOTVBOIIOCTABJISIETCS AYyXOBBIM THIIA CpJ'IeVITbI KaK aloJUIOHMYeCKUN My3BIKaJIbHBH71 VHCTPY-
MeHT amoHmcuiickuM (cp. drienta Ilana - xmudapa AnorwioHa). B Tpagmimm 3amagHOeBpo-
IIeVICKOVI CpeJHeBeKOBO M peHeccaHCHOVI XXMBOIVCK JIIOTHS (Hapsily CO CKPUIIKON) SBJIdeTcs
TPaAgVIIVIOHHBIM VMHCTPYMEHTOM KOHIIEPTOB aHTeJIOB. TakuM oOpa3oM, JIEMTMOTVB WIPHI Ha
JIIOTHe TaK)Xe KOCBeHHO yKas3blBaeT Ha MPVHaJIeKHOCTh IepCOHaXKa CeMMOTUYECKN BepXHeMy
MUpY. XapaKTepHO, UTO 3HaKOM IIPeJIONIyIIeHls BCTpeur ¢ KOPOJIeBHOW SIBJISETCS [1JIs MOJIO-
JIOTO phILlapsl HEKOe «IerKoe TyHOBeHIe», CpaBHMBAaeMOe CO 3BYKOM JIeCHOM appl, cp.: «CIIOBHO
3BYK JIECHOV apdbl 3aMypasl B cTBOIMCTON Aaym. CII0BHO ObUIa I1edasIb O COJTHEYHBIX IIOTOKaX.
Cj10BHO TIpOCIUIN, YTOOBI MMHOBAJI COH 3TOV XXM3HM M YTOOBI MBI OYHYJIUCH OT cHa» (1: 54).
IIpyuem obpairjaer Ha cebsi BHMMaHMe MapaUlejib 3ByKa apdbl M COJIHEYHOTrO IIOTOKa.
A Xansen-Jlese B 3TOVI CBSI3M INICAJI, UTO «3BYK» («30B») U «JIyd», «CBET», «OTOHb», & TaKXKe «OT3BYK»
" «0TOJIecK» Ha paBHBIX Pa3sBOPauMBaIOTCs B IapajUle/IbHble PSIbI CMBOJIOB VIV K€ CMHTe3!-
PYIOTCSL B CMHACTETHYEeCKMe KOMIUIEKCB»#04. Cp. B 3TOM CBSI3M KOHTEKCT M3 4-011 cMOHMM:
«...0ypsl pBET CTPYHBI coyHIIa» (4: 312) v OBTOPSIOMINIL B KadecTBe JIeMTMOTHBA «B cBep-
KaIoIIMX CTPYHaX COJIHIIA PBaJIVICh €@ PYKM M JIOXKWIVICh Ha CTPYHBI ITPUYYJIVMBBIMU JIVUIVISIMA.
CpepkarolyM OprUIMaHTOM Tep3aia CTPYHBI Toj1ybast apducTKa 1 KIOHWIach K apde, TOUHO
IycKasl Ha BOJIIO BO3YIIIHBIX, 3BYYHBIX IITUI]. DTO OHa Urpala Ha coHe4dHOU apde» (4: 306).
TaxvM 0Opa3oM, CTPyHBI - 3TO aHaJOI COJHEYHBIX JIydeul, M 3BYK apdbl, YCIIBIIIaHHBIT
pBIIIapeM, — 3TO OTChUIKA K KOPOJIeBHE dYepe3 COJTHEYHOCTh KaK OfIVIH 13 ee aTpUOYTOB.

Koposmp-oTers urpaer Ha JIIOTHE, ¥ 3BYKM, M3BJIeKaeMble VIM, IIPEBPAIIAIOTCS B PO3BI — OesTble
u asible. IIpeBpaliieHne 3ByKOB B pO3bl JIMHIBUCTIUYECKI OCYILIeCTBIIsIeTC B pe3yJibTaTe paKkTo-
JIOTM3aLMVI, TO €CTh CIOKETHOTO pa3BepThIBaHM: MeTadoprl, cp.: «Koposp merr Hag peGeHKOM
csomM. OH ¢ KaXXIIbIM aKKOPIIOM CPBIBaJI CO CTPYH po3y» (1: 41); «Orel1 cppIBaeT coO CTPYH poO3y
3a PO30TL... ajible, Oertble. OHM JIETSIT BHU3, OCBSIIIEHHEIe JIeTKO 3ape» (1: 42). ITlepBoHavanbHO
BbIpa’keHVe CpBIBajl CO CTPYH PO3y IIPOUMUTHIBAeTCs KaK puUrypaTmBHOe, OIHAKO AaIbHEeVIIIINA
KOHTEKCT CBU/IETEIIbCTBYET, KPOMe TOTO, O IIPAaBOMEPHOCTN €r0 OYKBaJIBHOTO IIPOUYTEHNS, VI MBI
CKBO3b IIPU3MY JayIbHeVIIIero II0BecTBOBaHMs HaullHaeM BUeTh, KaK I'pud JIOTHU 3aliBeTaeT
po3aMy, KOTOpble CphblBaeT IIUIIKaMy KOPOJIb BMeCTe CO 3ByKaMW. TeHIeHIIMIO K CTMPaHMIO
rpaHNI] MeXAy peaJlbHbIM M (PUTypaTUMBHBIM 3HaueHSAMM, K «IIpeBpallleHUIO IO3TUYeCcKOro
Tpola B MO3TUYeCKUM PaKT, B CIOKeTHoe ItocTpoeHme» P.SIkoOGcoH cumTan XapaKTepHOM

463[Tpy tmranvm TekcroB «CrumMdonnit» A.bertoro mpuMeHsieTcss HyMepalms B KPYIJIBIX CKODKax ¢
yKazaHueM HoMepa CMQOHUM U CTpaHUIIbL. TekeT nuTupyercs 1o nsnanmo: besiit, 1990.
464X arsen-Jlese, 2003, c. 99.
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IIPVMeTOV ITO3TUYeCKOro si3blKa CHMMBOJIM3Ma B Iellom*. Kak oTMeuasoch, Xya0’KeCTBeHHBIN
MUp HepBOV CMMQOHMM CIPOelMpOoBaH Ha IIO3[IHee 3allaJHOeBPOIIeVICKoe CpeJHeBEeKOBbe.
ITpuBenenHble MeTadoprdecKrie KOHTEKCTBI CO3IaHbI B pe3yJbTaTe CeMaHTUYecKOro B3arMo-
HevicTBUS 00pa3oB PoO3bl M JIFOTHM, KOTOPBIE COCTABIISIIOT IIPVBBIYHOE COCEINCTBO B paMKax
KypPTYya3HOW KYJIbTYPBbL.

Utak, «Orelr cpbIBaeT co CTPYH pO3y 3a PO30M... ajible, Oestble. OHM JIETAT BHM3, OCBAIIIEH-
Hble JIerKomn 3apei» (1: 42). CBsi3b ¢ BOCXOISIIVIM COJTHIIEM ¥ 3aperi, KpoMe IIPsIMOVI OTCBUIKY,
3as1BJIEHHOVI B CAaMOM KOHTeKCTe, ITO[JIeP>XK1BaeTCsl TakKe TeM, YTO, BO-IIePBbIX, PO3bl ABJISIOTCS
aTpubyTOM KJIacCMUeCKO ABPOpPBI, a BO-BTOPBIX, PO3OBBIN IIBET 3apy IIperCTaBIIsieT cobov
pe3yJIbTaT CMeIlleHMs 0esIoro 1 KpacHOTo (ajIoro).

C 71eITMOTMBOM CpBIBaHMS PO3 CO CTPYH JIIOTHW, SIBJISIOLIErOCs 3[ech, TaKuMM oDOpasoM,
QUIOMOTMBOM 3apy, KoppenupyeT KpacHo-Oelasi CMMBOJIMKA KOPOJIEBCKOTO OOJIaueHMs u
CHVDKAIOIINVI JIEVITMOTVB IIITOIIKY KOPOJIEM CBOeVI KpacHOVI MaHTMM V1 OOIIIMBAHWS ee 30JI0TOM,
cp.: «[1anma xpacHast MaHTIS Ha Mpamop Iepil. Koposs, Beck B Oe/ToM IIesiKy, BeCh B yTPEHHMX
aJIMa3HBIX VICKpaX, MOWICS Han pebeHKoM cBomM» (1: 27); «Orell, CHSIB KpacHYIO OIeXIy U
OCTaBIIIVCH B O€JIOM 11 B KOPOHe, Oe3pOIIOTHO IITOITAI IBIPHI Ha KPacHOVI OfIeX]Ie 11 OOIIMBaI ee
sostorom» (1: 31). Ta Xe 1BeToBas CUMMBOJIMKA, OTChUIAIOINAs K KIIOYEBOMY MOTWBY 3apw,
XapaKTepHa J1jIs JOHOVI KOPOJIEBHEL, CP.: «... HeBeZloMasi MojIofjasi KopoJsleBHa... beras mmumst Ha
KpacHOM aTiace» (1: 55).

C MOoTMBaMM BOCXOXIEHMS U 3apu CBS3aH JIEMITMOTUB OeJton ITuIbl, Imapsiien B Hebecax u
OKJIVIKAIOIIIEVT TepoeB, IIPUHAIJIeXaIMX BepxHeMy Mupy. OOIIen3BeCTHO, YTO IITWIIBI
HEeVICTBYIOT IIpeX[e BCero KaK IIOCPeIHVKM MeXAy IIOTYCTOPOHHVIMM ¥ IIOCIOCTOPOHVMU
mupammn. Ilo HaOmomenmsm A.XaH3zeH-JleBe, B mrTmument cuMBoivKe paHHero A. bemoro
OOMUHMpPYeT o0pas3 j1ebens4. ITpu 3ToM ero okpacka COOTBETCTBYeT 3HaAUeHMIO IepeiaBaeMont
BeCTH, a Takke cdepe, K KOTOpOV HpuHamIeXaT ee ampecaTbl. Ecim jebemp sBiisieTcs
BECTHMKOM IIedaJIyi, TO OH 4epHbIN, cp.: «K ee Horam npvokmmasicss YepHBIN Jiedenp, j1edenb
IevyaIi, TPyCTHO IOKPMKMBasl B TUIIMHY, Jj1acTsac» (1: 24); «TouyHO OH, KOpOJIb, TIOUYSUI JIeT
OecIITyMHBII TEMHOTO JIe0ellsl 13 POOMMBIX CTpaH. 3BajIv TeMHOro Jjiebens ebemeM mevaiern»
(1:29, 30,32). Ecrivt )xe dyHKIIVISI ITUIIBI MICUePIIbIBAeTCS OKJIMKaHVEM IrepoeB, HalloOMMHaHVEM O
BEYHOCTM, TO IIBeT TaKOVI IITUIILI Oesblii. besplil 1BeT mTuIlbl, OKJIMKAIOIIIe repoes, C OOTHOM
CTOPOHBI, ellle pa3 IToAYepKIMBaeT 1X IIPUHAIJIeXXKHOCTh BEpXHEMY MUPY, a C IPYTrol, yKa3blBaeT
Ha «arnodaTiecKyo MPUpPOLy CBEpXeCTeCTBEHHOTO, 0OBOPOXXMUTEIbHO-IIyTaloIas qy Kepoy-
HOCTb KOTOPOTIO IIPOSBIISIeTCSE M KpOeTcsl B IITUYbeM KpuKke»*7. Cp.: «C OTKpPBITOV Teppackl
BJleTella CTpaHHasA ITuila. benas. benas. C MedraTeslbHBIM KPUKOM IIpyoKaslach K ee CBepKaro-
ment rpyav» (1: 95); «A Bmamm sietsT Oestble j1ebenmy, OKpy>keHHble cuHeBov» (1: 28). Hacto
Oenast mrTua mosiBiistercst y bestoro Ha ¢poHe pososerorero HeGoCKIOHA, cp.: «VI3 KycToB
B3BWIach HOTuUIla-Meurareb. C MPOH3UTEIBHBIM KPUKOM yileTella B po30Byio Aaib» (1: 11);
«Jlebemy 3HAKOMOVI BepeHMIIEV! Ha 3ape TSHYJIUCh K IajekoMy ceBepy» (1: 36 m np.). Kpome
TOTO, CBSI3b JIEMTMOTMBA IITUIIBI C KJIIOYEBBIM MOTMBOM 3apyl BBbIpakaeTcsl IIBETOBOVI
CVIMBOJIVIKOVI IITMII: TaK JXe, KaK VI PO3bl, pOHseMble KOPOJIeM, OHV MOTYT OBITb He TOJIBKO
OerrbIM1M, HO M KpacHBIMU, cp.: «Ha oTMernsx xomwim KpacHble pJTaMMHIO, M Ha TOPV30HTE
MOJKHO OBUIO Pa3/IMUuNTh €0 JaJIeKNIT CYTyaT...» (1: 84).

Cpenu cumBormmdeckmx nitur] B «CeBepHOV cMMQOHMI» BCTpedaeTcsl Takke oOpa3 opiia.
Ecm dysxkoms gpyrmx normn, abcTpakTHO MenmyMudecKasl, BeCTHWYECKas, TO 3HAKOBasd
JyHkMs opia Oortee ompenerieHHa. Opert He MPOCTO MTOCPETHNK, VMEIOIIVII OTHOIIIeHVIE K IT0-
TyCTOPOHHEMY MUPY, B MIUOJIOIMIM OH OJHO3HAYHO COOTHECeH C COJIHIIEM W gBJIeTcs CUMBO-
JIOM COJIHEYHOVI SHepruy, OrHS 1 OeccMepTusitts. DTo CBSI3aHO C jlereHIION 00 oObl4ae OpsIoB
BO3HOCUTB CBOVIX IITEHIIOB K COJIHITY, a TaKXXe C JIETeHIOM 00 MX CBEpXBbeCTeCTBEHHOM 3PEeHU.

4655k 00comn,1987, c. 277.

466X arzen-J1ese, 2003, c. 526.

467X ansen-J1ese, 2003, c. 521.

468Mudpr1 HapogoB Mupa. DHIMKIIoneaus B 2 1. T.2. M., 1980. C. 258-260.
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CortacHo mocsiefiHer, opesl - eIVHCTBeHHas MTuIla, KOTopas MOXeT co3epliaTh COJIHIle Oe3
yiiepOa I mia3. XapakTepHO IIO3TOMY, UTO KOpPOJib, IIPM3bIBas CBOW Hapol, K BO3POXKIe-
HVIIO / BOCXOXXIIEHIIO, TOBOPUT «O BepIIVHAaX, I7ie BeYHOe COJIHIIE, T7le Opel OTBedaeT IpoMaM».

C MOTMBOM BOCXOXII€HWMs CBS3bIBaeTCs JIMTMOTUB IIPOCTUPaHMs PYK K COJIHILY, K 3ape, K
HeOy, cp.: «Ha BepimHe KOposIb B KpacHOV MaHTUM IpocTupaeT pyku BocToKy (1: 40); V1 Bot
oH BcTasl. [IpocTmpant pykm okpectHOCcTsiM» (1: 45); «/1 TaM BBICOKO... KaK ObI B OTHEHHOM
He0e... HeBeJloMas MOJIOfIasi KOpoJIeBHa MPOCTMpasla 3axXo/I-IleMy COJIHITy CBOV TOHKMe, Oesibie
pykm» (1: 56); «Ham secHpIMM ruranTaMm ObUIa efBa O3apeHHasl Teppaca M Ha HeW CTOsIIas,
uby pyKM OBUIM HMPOTSAHYTHI K HeOecam» (1: 68). HacTo 3TOT kecT COMpPOBOXHIAeT MOJIUTBY,
KOTOpYIO TOXe WMeHHO 6Bosnocam bory. XapakTepeH KOHTEKCT, ONWCHIBAIOIIUI MOJIUTBY
KOpOJIsl HaJl HOBOPOXK/IEHHOW KOpPOJIeBHOW, cp.. «l HaBcTpeuy MoymTBe cusiia rosyOas
0eCcKOHEUHOCTB, TOJTy0ast YMCTOTa BOCXOISIIEN Xu3HM» (1: 34).

Eciit mymmm KoposieBHBI, KOPOJI M KOpOJIeBbl OTKPBITHI Il OKJIIMKOB BedynocTtn, To cepatie
MOJIOZIOTO PBILIAPsi OTKPBITO ISt 30BOB Hefedomozo, HeBedomoz0 Vkaca: «IIpeciieTy oyt yxKac»,
«HEBEeJOMBIN», «HaCTUTAIOINI», «IIapOBOVI» — JIEMTMOTVB MOJIOIOTO PhILIapsl.

DTOT MOTVB HeBEOMOIO y»Kaca, 30Bbl KOTOPOI'O CJIBIIINT phIllapb, IepervleTaeTcs 31ech C
MOTVBOM Oypm. Bo-miepBBIX, TeM, UTO «yXKacy» IHPWCBOEH SMUTET «IIIapOBOV» — «IIIapOBbIe
y>Kacel» — I10 aHAJIOTUVI C IITapOBOVI MOJIHMEV, BHYIIAOIIEeV YeJIoBeKy MUCTUYecKni yxac. Kak
OTMeUaIM WCCIIeIOBaTeNN4®, MOTVMB pacCIIVpPSIONIerocs Iapa BOOOIe SBIISeTCS OIHUM W3
KJII0UeBbIX B TBopuecTBe A.bestoro. XapakrepHa mpu 3TOM ero HeraTMBHas SMOLIVIOHAJIbHas
OKpacKa: OObIYHO Imap puUrypmpyer B KOIIMapHBIX, OpemoBbix curyanmsix. B «CeBepHon
crMdoHMM», TIe «IIIapoBasi CMBOJIMKa» BIIEpBBle pa3paboTaHa [IeTalbHO, 00pa3 «KpacHOTO
Imapa», 1o HaOmoaeHsM A.XaH3eH-JIeBe!??, iMeeT /1Ba M3MepeHMs: KOCMITIecKoe, M OIIoTm-
yeckoe («KpacHBIVI IIap» JIYHBL, «KpOBaBbIlI MeTeop») ¥ MMUKPOKOCMMUYecKoe, TO eCTb
Marmdecko-aJIXMMiuJdeckoe 1 rcmxosiorndeckoe (6pen, Hesemomoe). Cp., ¢ ogHOM CTOpOHBI,
KOHTeKCThI: «Ha gepHO-3MasIeBbIVi TOPU30HT BBIIIOJI3aJl OIPOMHBIV KpacHbIN map» (1: 49); «...
613 3aMKa Iajjast KpoBaBbIit MeTeop...» (1: 52), - u ¢ apyroit: «OOysHHBIN y>kacoM BOJIIIIEOCTB,
pHIIIaph HoAOpackiBajl TOpAYM MIapuK U Iei rpyosiM 6acom: «lapuk, mom mapuk». VI ato
ObUT 00psyT IIAapoOBOro yxXkaca... MoJiofoi pelliapb 3HaJI, YTO OT CTapbIX MeCT ITOJIbIMAIOTCs
CTapble VCIIapeHMsl IIapoBOTO Opena M yXXacHBIX KozjoBaHML...» (1: 28); «...mpumiarmian
MBICJTBIO CBOEVI CBEpPIINTEL OOpsIbI TaltHbIX y’kacoB. Harrernrreisasr 6pemosble ciiosa... B 3amou-
HyIO CKBaXXVMHY TeKJla efIKasl CTpyMKa IIIapOoBOrO y’Kaca M YKacHBIX KO3JIOBaHWI, ITyIlleHHas
6oromep3kmm aopenkmM» (1: 60-61). ITo mpiciii A. Xar3eH-JleBe, BcTpeya MOJIOLAOTO PhIIaps,
CYIMBOJIVI3VIPYIOIIIETO CTaHOBsIIeeCs UesloBeueckoe CO3HaHVie, C KOPOJIEBHOVI, SIBJISIOIIEVICS. 3eMHBIM
BOIUIOLIIEHVIEM COJIOBbeBCcKoM [y Mupa, «IIprBOONUT B ABVDKEHVE CMBOJIVIKY «aHTUMUpPa» U
€r0 JHEPIUIO: «IIap» pa30OmBaeTcss O MOBEPXHOCTh KakK (IIapoBas) MOIHMS, Kak OomOa, Kak
«Kap» (kastamMOypHas (popMa mposBiIeHMs «IIapa») ¥ TeM CaMbIM KaK BBICIIasl KOHIIEHTPALVs
SHEpPIMY, B KOTOPOW MaTepuaslbHOE IIepeIUIaBIIIeTCsl B JIyXOBHOE W HA00OpOT»#7L.
[TpvMeuaTesTbHO, YTO OTIIa MOJIOZOTO PHIIAPsi, KOTOPBIV ObLT caTaHMCTOM, HolPa3ria MOITHMS —
Kak ropoput A.benblvi, «mwioBas». DTOT IIBETOBOVI SOUTET Takke He CIIydaeH: JIVIOBBIV,
m0s1eTOBBIN — 3TO LIBeT MHQepHaAIbHBIV, KaK M3BECTHO, JIWJIOBble CYMEpPKM LIapsT B afy. VTak,
MOTMB IpecyIefyrorero priraps Hesemomoro, HeBemomoro Yikaca cBs3aH ¢ MOTMBOM Oypu1 gepes
MOTVB IIapOBOV MOJIHUM, a KpOMe TOro — 4epe3 MOTMB 3apHull. A.beiwi1 numier, 4ro yxac,
KOTOPBIVI IIpeciIeflyeT MOJIOOTO PhIIaps, 3aTeM yOeraeT OT HETO, «II0JIbIXasl 3apHUIIAMID».

3apHuIBI - OTOIECKM Ha HeOOCKJIIOHe OTHJIeHHBIX MOJIHWV, OTHAJIEHHBIX Oypb — BTOPOWI
JIEUITMOTMB PpBILIapsi, CTOJIb K€ YCTOVYMBBIV, KaK 3aps Il KOpOsieBHBL [leMoHMuecKas
IpUpoa 3apHUIl IOauYepKuBajiach elle paHee TIOTYeBbIM, Ha3BaBIIMM WX «JeMOHaMU
IJIyXOHEeMBIMI». B cumMdonrmm A.Beioro Mpl BUAMM JIMIIO pbIlIapsi B 0TOJIECKaX 3apHUIL B TOT
MOMEHT, KOI'7Zla VICKYIIIeHIs ero yCWIMBAIOTCS ¥ OH FOTOB MM IofiaThes. Pellapb roTOBUTCA K

469Xansen-J1ese, 2003; fIpanties, 1997.
470Xansen-J1ese, 2003, c. 80.
471X ansen-J1ese, 2003, c. 77-78.
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CaTaHMHCKOMY IMpYy B MioJIbckme Houm: «CTosumm MIONIbCKMe Houn. Kpyrom paspbiBaymich
rpaHatbl 1 00MOBI. DT0 ObUIM 3apHMITED (1: 75).

VTak, MOTMB y>kaca 4epe3 MOTMBBI IIapOBOVI MOJTHMUM M 3apHMUI] CBsI3aH C MOTMBOM Oyput. U1
B 5TOM IUIaHe IIpyMeYaTe/IbHa CJleflyIollasl XapaKTepucTIKa rosoca KoposieBHbI: «B rosoce ee
OBUI B3OX ITpoIIeHs ocye Oypu...» (1: 74).

B kadectBe nemrTMOTHMBA pHIIaps ‘Oyps’’ BBICTyIIAeT M KaK peajbHOe SIBJIEHVIE IIPVPOIBI, U
KaK MeTadpopa IyIIIeBHOTO CMSATEHVS Tepos, ero IyIIeBHOV O0pbObI, HEITOKOSL.

XapakTepHO, 4TO phIIlapb BCe BpeMsi IIpeObIBaeT B ABVDKEHMI: KOITIa ero O0JIeBaIOT VCKY-
ITIeHNs, OH CaIITCs Ha KOHS VI MYWTCS 10 JIECY C TeM, YTOOBI 3aryIyIInTh 3086l HeBemmomoro.

B T0 >ke BpeMs Iy1s1 KOPOJIEBHEI (IO CpOKa) XapaKTepHa CTaTHKa: ee JIyIlia CIIOKOVIHA, TBepra,
OHa He ITO/IBep KeHa VCKYIIIeHVSIM.

Hanee, eciu oOpa3 KOpPOJIEBHBI COOTHOCMM C YHmipeHHeil 3apeyl I BOCXOHOM, TO oOpas3
MOJIOZOTO PHILIAPS C HOUHOU TPO30TL, HOUHOU Oypemn, HouHbiMu 3apHUIIaMy. HouHble 3apHUIIBL B
IIPOCTPaHCTBe CUM@OHMV KOPPEIUPYIOT C HOYHBIMY OIHSIMM, SBJISIIOIIVIMYCS IIpYIMeTaMI HIDK-
Hero, HeYlcToro, OOJIOTHOTO MVpa ¥ COBepIIaeMbIX «Ko3TopaHMM». Kak oTmMedaeTr A. XaH3eH-
JleBe, 511 HOuHBIe oraM B «CeBepHOV CMM@OHMII» OTHOCATCS K cdpepe «OiTy KIaroIyX OrOHBKOB,
AyxoB IIpuponpl, ByskaHa n «kpacHoro dgpocdopa», cMMBOIM3MPYIOLIEro HeIIpOCBeT/IEeHHYIO
MaTepuro»#72, cp.: «MeX CTBOJIOB TIOKa3aJIMCh Oy KHaroIyie OrOHBKI CPeayt MPaYHOV CBIPOCTV»
(1: 65); «ITpwtanm KpacHbI KocTep... KpacHBII OT OTHA U BIOXHOBEHHBIV, OH (KOJIIYH) y4WI
BuzeTh Opennm»(1: 65); «Ilepen HMM ITOTpeCcKMBaJIO IUIaMS, ¥ Ka3aJI0Ch, OH ObUI OOBSIT CKBO3HBIM
KpacHBIM I11eJIKOM. VIHOITIa OH IlepesieTall yepe3 KOCTep, Torfa Hajl CKBO3HBIM II1eJIKOM KPacHOTO
IUIaMeHM ero HadyBIIIasics ofieXda IpoTsArvBalach JIWIOBBIM Hapycom» (1: 68); «... a y camoro
TOPM30HTa MOJIBIXAJI KpacHbI oroHek (1: 71); Pasroparics Haj, j1eCOYKOM OTOHEUYKOM, SPKO-
aimeiM» (1: 72); «Y KocTpa CIIpaBiIsUIvCh dyeca HOBOJTyHMS M KpacHOTO KoJijoBcTBa» (1: 47).

JpyruM ciyTHMKOM MOJIOAOTO PbILIapsi ABJIgeTCs HOYHOe CBEeTWIO — «KPacHBIV IIap JIyHbD»,
WIV «OOVHOKUW KpOBaBbIl cepl». JIyHa B MMEOMOITMUECKOM KOCMOCe TPaaUIIMIOHHO
IIPOTMBOCTOMUT COJIHITY KaK >XKeHCKoe, cjlaboe, OKOJIIOBBIBaoIIee Hadaio. Y A.bertoro sTa Hera-
TVBHas CeMaHTMKa IOAYepKMBAETCS TeoOMeTprdecKor popMoO (IIap WIM CepIl) M IIBeTOBOV
CVIMBOJIVIKOVI: COOCTBEHHO KpacCHBIVI IIBET COOTHECEH C IIOf3eMHOV OTHeM (cp. Omyxmarormme
KpacHBbIe OTOHBKV; PUTYJIbHBIVI KPACHBIN KOCTEP), a 30JI0TUCTBIN M ajIblil — ¢ HeOecHbIM. To,
4YTO JIyHa B BUOe KpacHOro Ilapa BHYIIaeT YeJIOBeKYy MMCTUYeCKUIl yXKac, OTMeYeHO,
Hanpumep, P.JlocroeBckmM B «IIpecTyruieHmn m HakasaHwm». B OpemoBoMm BumeHWUNM, B
KOTOPOM PacKOJIbHMKOB IIBITA€TCSI BTOPWYHO YOUTH CTAPYXy M OHa OTBeYaeT eMy 0e33BYUHBIM
XOXOTOM, OH BUJUT B OKHaX OTPOMHBIVI, KPYIJIbIVI MeTHO-KPaCHBIVI Mecdl], OT KOTOPOTO 110 Bce
3eMJle pas3jIMBaeTCs HacTOpaXkuBalollas TUILIHA.

CiiezryeT OTMETHUTB, UTO €CJIV CTAPIIVI CMMBOJIVI3M BOOOIIE CTOUT BO MHOTOM ITOJI 3HAKOM
JIyHBI, TO MJIQIINI — 1101, 3HAaKOM COJIHIIa. B paHHeM cuMBOJIM3Me JIyHa IperMylllecCTBeHHO
cepebpsiHas, 1 3TOMy cepeOpuCcTOMY JIyHHOMY XOJIO[Y CTapIIero CMMBOJIVI3MA IIPOTMBOCTOUT
COJIHEUHBIVI OTOHb M 30JI0TO B IIO3TMYECKOV KapTuHe Mupa MiagocMBoymcToB. ITpu sTom
JIyHa ¥ 3Be3Apl y MIIAIOCMMBOJIVICTOB TOABepraioTcsa cBoeoOpasHout solifikatio: B Hwmx
VHTETPUPYIOTCS COJIHEYHBbIe KauecTBa (30JIOTMCTBIVI IIBET, TEIUIO WIM JXap, IIO3UTVBHBIE
KOHHOTaIMu)*3. B Tak HaspIBaeMbIVI IlepMOy], aHTUTEe3bl, KOITla YasgHIs MJIafOCMMBOJIVICTOB Ha
CKOpoe ITpeoOpakeHVIe HeVICTBUTEIBHOCTY He OIIPABIAIIVICh, B VIX TTO33WVI MOSBIISIETCS «KPacHOe
COJIHIIe» KaK CMMBOJI aOCYypIHOCTM MMpa M HACTOVUMBO HAauMHAET 3By4YaThb MOTWMB CXKUTAHMSL.
Cp. xoHTeKCT 13 III criMdoHMM - KpacHOe COJIHIIE B BOCHPUATIM 00e3yMeBIIIero XaHapuKoBa:
«... Ha OpaHXXeBbIVI TOPM30HT BBICKOYWIO TOJICTOE, KpacHO€e COJIHIIE ¥ 0e33BYYHO 3aXOXOTasIo,
urpasi ceeToM...» (3: 235). Ilomumnsisics solifikatio, kpacHOM cTraHOBUTCA U JIyHa. «BMmecTe ¢ Tem
IIOKpacHeHNe JIYHbl CUMBOJIM3MPYeT ee KOHeUHOe COCTOsHMe: IiBeT KpOBM yKasblBaeT Ha
rnbesTb JIYHHOIO MMpa ¥ BO3BeIllaeT O BOCXOIe YTpeHHeV 3Be3[bl, UVCTOrO, AEBCTBEHHOTO
ceetwia Copum»*74: «Bce Bamm 3Be3anl ¢ CupuycoM n JIyHOV He cTOST OOHOV Y TPeHHWYKMN. ..
Y1poMm Bce ntocepesio. ToHys1 KpacHbIN Mecst» (1: 87).

472Tam xe, c. 283.
473X ansen-J1ese, 2003, c. 137.
474Tam xe, c.153.
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A Xansen-Jlese mmcan: «Cospesgus» CarypHa m Cupuyca mpuHamiexar K Tom cdepe
3ommaka, Hajl KOTOPOW «OfIep>KMBaeTcst robema» Orarofgapsi MOSBIIEHUIO YTPEHHEN 3Be31Ibl VI
CBETOBOro oOpasa B BeHIle M3 3Be3I»*5. Cp., «OreneHeBINIT PHILIAP... BHUMaI 3TOV IIeCHe
CBEepKaIOIIMX CO3Be3IM M OTHUCTOIrOo caTypHoBa Kosbla» (1:55); «Crpnmanmcs MeXxmyruia-
HeHTHBIe B3[10X1 0 Kosblle CaTypHa 1 0 BeuHo custoiieM Cupuyce» (1:84); «brmcTan ganexmii
CartypH, cMoTperin Ha Hebo. Oxumarm HoBovt 3Be3nbl» (1: 87). Takum obpaszom, Ha ypoBHe
comnstpHOV cuMBOIMKYM KoporieBHa v Pelllaph cCOOTHECEHBI ¢ COJTHIIEM VI JIYHOVI, COOTBETCTBEHHO,
a Ha ypoBHe acTpajbHOVM cMBOJIMKKM KoposieBHa cooTHeceHa ¢ YTpeHHunen-/lennurier, a
Pemtaps - ¢ CaryproM 1 Cupuycom. CaTypH TpaJUIIVIOHHO CMMBOJIM3/POBAJI 3710 V1 HECUACThS.
Kpowme Toro, cunrasicsi 6orom BpeMeHM, a OCHOBHasi KOJUIM3us cuMd@oHMI o003HaueHa MMeHHO
Kak OopnOa BpeMeHM 1 TymMaHHOU Beunocty. HeraTmBHOV ceMaHTVMKOV B acTPOJIOTMYECKOV
KapTuHe Mupa obsagai v Cupuyc, BosIylaBisrommn cossesane bospioro Ilca v HasBaHHBIN
ITecpert 3Be3m0ML: IO TIOBEPBIO, OH BBI3BIBaJI OEIIeHCTBO y cobak ¥ jmxopanky y ymomeit. Cp.
OIIHy W3 HIpUMeT JIECHOIO JeMOoHMu4Yeckoro mupa y A.benoro: «Kapkmmu, aBrycroBcknmm
HOo4aMm Oerasiv jiecHbIe cOOaKy, Y4epHOOOpOIbIe 1 Oe3yMHBIe; OHV OBUIV KaK JIIOMV, HO TPOMKO
nasu» (1: 51). Yrpennuna-/leHHuIla ke BO3BelllaeT «HOBOe, TpeThe cYacThe, cuacTee [lyxa-
yremmrens» (1: 86). 3mech, ciemoBaTenIbHO, Yepe3 oOpa3 YTPeHHWMUYKNM BBOAWTCS OTCBUIKA K
ViessM «HOBOT'O PeJIUTMO3HOIO CO3HaHM», KOTOPbIMM XWwI A.BesIblii B Hauasle BeKa.

VITaK, IyHHBIVI HOYHOV MVIp, 0OpeueHHBIVI Ha Tv0eiTh, B «CeBepHOV CMMMOHII», — 3TO MUP
MOJIOZIOTO phIapsA+7e. IlpyMeuarteslbHO, UTO B30pPY KOPOJIEBHBI phIIAph BIIEPBbIE ABJISETCS
II0CjIe TOro, KakK racHeT BeuepHsis 3apsi: «I'ac BocTok. JIoxwiack TeMma» (1: 43).

Kpome Toro, uro KoposieBHa U pblllapb HOJISPU30BaHBl BO BpeMeHV, OHY IOJISIPU30BaHbI B
rpoctpaHcTBe. OCOOEHHOCTN XyIIOXKeCTBEHHOro IpocTpaHcTBa «CeBepHOV cMMMOHMIT» MIPO-
aHaJIM3MpPOBaHbl B cTaThe?”’. B cumdoHmM BhIcTpanBaeTcs TpexypoBHeBasi MOJIesIb XyJ0XKeCT-
BEHHOI'0 IIPOCTpaHCTBa: 1) 3eMHOe ITPOCTPaHCTBO; 2) MPOMEXYTOUHOe HaJIMUPHO€e IIPOCTPaHCTBO;
3) uppeasbHOe, caKpajibHOe ITpocTpaHcTBO. HibkHee, 3eMHOe IMPOCTPaHCTBO OMVICAHO B ITePBBIX
Tpex 4acTsx cUM@OHMY, IIPOMEXYTOUHBINI MUpP - MUP «IIOCIIIHEVT o0uTeIn» W300pakeH B
ueTBepTOM YacTu. TaM ke, B 4eTBepTOV YacTu, 0003HauUeHO ¥ BepxHee ITPOCTPAHCTBO, Kyjla C
BOCXO/IOM COJIHIIa [IOJDKHBI BO3HecTuch repou. Kak ormerwia JI. B.Tapmam, 3emnoe
IIPOCTPAHCTBO HEOHOPOIHO, 3TO MOKMHYTas KOpoJjieM ceBepHasi cTpaHa (OVIHOKUV CeBepHbIN
ropoz), jiec u nose’s. I'jaBHasi 0COOEHHOCTh BCETrO 3eMHOTO IPOCTPaHCTBa MPW €ro HeoIHO-
POIHOCTY 3aKJII0YaeTcss B TOM, YTO OHO IIOTPY’KeHO B cOH 1 Oe3Bpemenbe. Cp.: «A B HajleKmx
CeBepPHBIX ITOJIIX OMHOKO TOpYaJl COHHbLIL 20p00, TIOBUTHIN TpycThio» (1: 44); «B cocnoBuix wawax
ObUIa XyTKas opemoma» (1: 56); «...JepeBbs, KOIbIXaeMble, YIUIBIBAIVI BOAIb COHHbIMU BEPIIV-
Hamm» (1: 45); «XornmomHas cTpyViKa pyuerika IIpoxypdaia: «bes-Bpe-menve...» (1, 46). Kopo-
JIeBHaA MOJINTCS, «9TOO MMHOB&I COH 3TOVI XXWM3HM M UTOOBI MBI OuHYMCH om cHa» (1: 50, 55).
3Ha4YMMO B 3TOM CBeTe COOTHECEHVIE CTAPOro KOPOJISi C «BEHKOM aJIbIX MaKOB», cp.: «Ha 3y0O1ier
KOPOHBI ChITIAJICSI BedepHMII Osteck. OHM ropesm, OyATO BCIIBIXHYBIIWII BEHOK aJIbIX MAaKOB.
3araxHyBIIVICH B CBOVI IYPIIyp ¥ YBeHUaHHBIVI MaKaMy, 9ysUl OH OeCITyMHBIV JIeT IITUIIBL 113
pornvmMbIx crpas» (1: 45). B mecy rociofcTBYIOT el ThMBEL I10Ka3aTeTbHBI CIIOCOOBI CO3MaHMs

475Tam xe, c.254.

476CjieryeT OFHAKO CJIelaTh OTOBOPKY OTHOCWUTEIIPHO aMOVBaJIEHTHOCTVM CEMaHTMKM MHOTIMX W3
paccMOTpeHHBIX 00pa3oB 1 MOTMBOB. Tak, HallpyMep, I0Hasl KOPOJIEBHA Yallle IIPOCTUpPaeT PYKU 3ape 1
BOCXOIIAIIIEMY COJIHITy, HO MHOIZa u cepeOpsHOMYy Mecsny, cp.: «Tak ona momwiack. Ham Hevt cysin
cepebpsiHpI mosryMecsr» (1: 61). 3apHWIIBI CIIOPOBOXIAIOT PhIaps, OMHAKO 3apHMIIBI OTKPOBEHWU
TpeIentyT TakXe ¥ B I7la3ax KOPOJIEBHEI, CP.: «B IOTyOTKPBITOM pTe ¥ IeYabHBIX CHHMX IJIa3ax Tpelle-
TaJIM 3apHUIIEI OTKpoBeHmI» (1: 61, 68). 3meck A. bestblil MUCIOIB3yeT xapaKTepHYIO i MUQOIOru-
4ecKoVi KapTVHBI Mypa CIIOCOOHOCTH JII000ro obpasa 00opaumBaThCs CBOEV IIPOTUBOIIOJIOKHOCTBIO IS
TOro, YTOOBI Ha (POHe aHTATOHMCTVYHOCTY IJIaBHBIX IIepPCOHaKeN ITOKa3aTh VX POICTBEHHOCTH: OHM 00a
KUBYT XaKIOM «3a007Ia¥HBIX BUOEHWMI», OHM 00a OKa3bIBAIOTCSA CIIOCOOHBIMW IIPEOfoJIeThb CI1aboCTm
CBOMX OTILIOB: KOpOJIeBHa — Deccrivie KOPOJIS-0TLIA, PhILlaphb — HaCJIeICTBEHHbIE TEMHBIE CVUIBL.

47Tapmat, 1985, c. 29-31.

478Tam xe.
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IIepCOHAXKeV JIECHOTO, SI3BIYeCKOro MMpa. DTO CIIMIIaHWeE [ABYX HECOBMECTVIMBIX 3JIEMEHTOB B
e[IVIHOE CyIIIeCTBO. XapaKTePHBbI, BO-IIEPBbIX, pa3/IMuHble KOMOVHAIVN YeIoBeKa C KO3JI0M, I10-
CKOJIBKY ITOKJIOHEHVeE KO3JIy IIPVHMMAeT 37leCh XapaKTep KyiIbTa (TaK Ha3blBaeMOIO KO3JIOBa-
Hust). Tak, MOJIOAOV PhIaph Kasascs OTHaJeHHBIM CBOVICTBEHHVMKOM KO3JIa, OTell phIaps -
TEeMHBIVI PBIIAaph, KOTOPBIVI OOJIafayl KO3IMHBIMM cBovicTBamiu. Kpome Toro, ¢urypupyror
KO3JIOHOTMII JIECHWK, (paBHBI, COOCTBEHHO KO3JIBL IIpmMeuaTenpHBI M Ipyrie IepCOHAXM,
oOpasoBaHHbIe 10 IIPUMHINITY «CIMIIaHMs». Hanpumep, «He3HakoMell, OKyTaHHBIVI YePHBIM
IUIAIIOM ¥ KYPMHBIMM JIallaMV BMECTO HOT» WIN «lecHasi KabaHmxa OabaTypa, BepxoM Ha
cBuHBe». CorylacHO HaOJIIOIEHMIO VICCIIEIOBATEIIAY?, STOT 00pas, SBJISIOMIVICS COeqVIHEHVIEM
OByx uyaui (kabaH m Typ) M dernioBekKa (0Oaba), BKIIOUaeTCss B yaBauBalolllee COUYeTaHME
«kabaHMxa .. Ha CBMHBe». TakuM oOpa3oM, HVDKHWV, JIECHOV MMUP ONVCHIBAeTCS KaK MUP
«HeYMCTBIX» CMeIlIeHn*80,

O0passl r71aBHEIX TepoeB «CeBepHOVI CMMMOHNIT» — KOPOJIEBHEI U PHIIIAPS — Pa3BUBAIOTCS B
HNPUCYIIMX KaXXIOMy W3 HUX IIpocTpaHCTBaXx. KoposieBHa MOCTOSTHHO HaXOOWUTCS Ha BepIIHEe
OamrHY, KOTOpas BO3BBIIIAETCS HAJl BCEM CKa30YHBIM, JIECHBIM MMPOM, IIpodepunBasi HEKYIO
BEPTVKAJIb V1 BBIPHIBAsICh TEM CAMBIM K HebecaMm.

[Toce TOrO, KaK phIapb OCBOOOXIAETCSI OT TEMHBIX CIJI, a KOPOJIEBHA BBIIIOJIHSIET CBOIO
MUCCHIO, OHU IIEPEXOIST B IIPOMEXYTOUYHBIVI MVP, KyHda yCTPEMIISIOTCS AYIIN IO0CIe CMePTH
UL OUMIIEHMS. DTOT MMP IIPeNCTaBiIseT cOOOV MppealbHYIO eVICTBUTEIPHOCTb, Ha YTO
yKasbIBaeT psif] ero OTINYMIL OT PeasIbHOTO 3eMHOro Mmpa. OmHaKo 3TO ellle M He IOCTIeqHSS
oburTertb. B mocrtemHIor0 00mTesTh My TOTDKHBI BO3HECTVICH C ITOSIBJIeHIeM Ha HeOe Y TpeHHMITEL.
[Ipenseunst Mup, comtacHO HabmomenmsM JI. B. [apmarn, ommmMyaeTcs OT 3€MHOTO CBOeN
IIeJIOCTHOCTBIO I OMHOPOIHOCTHIO!, Ecjint B 3eMHOM Mupe prCyTCTBOBaJIO ABVDKEHVIE B CaMbIX
Pa3sHOOOpa3HbIX IIPOSIBIIEHNISIX: TEKJIV PEKN ¥ Pyder], MJYaJICsi Ha KOHe MOJIOIOV phIIIapb, yoe-
raBIINII OT HACTUTAIOIIEro €ero yKaca, JIETeIM NTUIIB, TO B MWUCTMYECKOM BHE3eMHOM
IIPOCTPAHCTBEe [IBVDKEeHMe JIM0O 3aMejIeHHO, MO0 BOOOIe OTCYTCTBYeT: JIIOOV OpemyT VI
CVISAT B COHHOM 3a0bIThI; IUIBIBYT COHHBIE TaVIHBL, ApeMIIoT ITuilsl. Ha 3emte mprokeHMe 6pUIO
o0ycrtoBileHO OOpBOOVT MeEXIy CwIaMM TbMBI M cBeTa. Ilocile TOro, Kak 3TOT KOH(IIVIKT
vcaeprial cebst, OHO IlepecTayio OBITh aKTyaIbHBIM. [103TOMY peka m pydent mpeoOpa3oBainchk
371ech B [JBa 03epa, Ha COHHBIX BOJTHAX KOTOPBIX IIBETYT LIBETHI 3a0BeHMs — JIOTOChL. O3epo B Xy-
JIO’KeCTBEHHOVI KapTyHe Mupa A.bestoro, kak v BooOIIe MdOIIO3TIYeCKOV, IPOTUBOIIOCTaBIIEHO
He TOJIBKO PY4bl0, peKe, HO ¥ MOpPIO. DTO CBA3aHO C Te€M, UTO IIOBEPXHOCTb 03epa — YCIIOKOEH-
Has, HeyCKaXarolasi, 03epo - 00beKTUBHOe 3epKajlo, a 4acTo — okHo. HecrryuariHo, XaHIprKoB
n3 Il cuMdoHMM Bce BpeMsl BIISIBIBAETCS B 3€pKIBHYIO IVIaflb O3€pa, B B KOTOPOU OTpa-
aeTcs HebO 1 KOTOPOW peasyIbHO KOCHYJICS XaHIPUKOB IpU yToIuIeHum. ITprmedaTetbHO, U4TO
XaHIPWKOB - eIMHCTBEHHBIVI repovi cMMQOHM, JocTuraroImi Heba. Yepes Hero xe, depes
€T0 BUJIEeHVIE peaJTbHO OCYIIECTBIISIeTCSI OTOX/IeCTBIIeHVe HeDa «C Iy YHOO BOI»: OH BCe BpeMs
BIJISIBIBAETCS B 3€PKaJIPHYIO IIafb 03epa, B KOTOPOV OoTpaxkeHO HeOo (cp.: «I/1 uem Gospire
BCMAaTPVBAJICS B ITTyOMHY, TeM IIpeKpacHee Ka3aIviCh OIIPOKMHYTHIE, JajbHIE CTpaHbl» (3: 214))
VI CTPEMUTCS «3a TPAHMITy» BOITHOV IIOBEPXHOCTVI, B KOHEUHOM CYeTe IlepeceKaeT ee (yToIUTe-
Hyle - IIOTPY KeHle B BOIHYIO CTUXVIO — MHUILIVAIVS) ¥ BO3BpalliaeTcs: Ha Hebo, B DneM. Bo3sbI-
IIIEHHOVI MPVpPOe 03ep IIPOTVMBOCTOUT 3JI0Belle-XaoTndecKas IIPMpoaa MOps KaK CHMMBOJIA
YeJI0BeYeCKOro 0ecco3HaTeIbHOTO, ITIe IPSAIyTcs yXKachl, cp.: «Korma Bce ycHyI10, Bce YCIIOKOM-
JIOCB, 13 MOPCKOVI ITTyOVMHBI ITOTHSUTACh K HeOy TOYHO I'MraHTCKas Iajka. DTo ObUIa MOpcKast
3Mes. IToTom omycTvtack B IIyOMHY Tak ke OeCIIyMHO, KaK ¥ ITOOHsUIAch. [TIs11s Ha MOPCKYIO
ITIOBEPXHOCTh, HWMKTO He MOT OBl CKa3aTh, KaKye yXKackl BOIATCS B IIyOuHe ee» (3: 215). Mrak,
IJIaBHBIE XapaKTEPUCTUKM O3epa — 3TO IIPO3PavHOCTb, YNMCTOTA, YCIIOKOEHHOCTh, IJIyOuMHa, a
I71aBHBle (PYHKIVM - OTpakeHMe MMpa TOPHEro ¥ oOumileHme OT rpexoB. HecmywariHo,
oOuTaTes M IIPOMeXyTOYHOro Mupa B «CeBepHOV CM(OHMI» TIOCTOSIHHO IIPeObIBaIOT B BOJIE.

47MenpHuKoBa-I puropsesa, 1985, c. 101-112.
480Tam >ke.
41'apmai, 1985, c. 30.

160



Cruxmst Bofipl BOOOIIle MMeeT IlepBOoCTelleHHoe 3HaueHne B cuMmdonmm. OHa urpaet 3iech
POJIb Pa3sBOIUIONIAIONIErO cpefcTBa. TeHOeHINs ke K IIpefCcTaBJIeHNIO peaJlbHOIO Mupa B
KayecTBe pa3BOIUIONIAIOIIerocs, JAeMaTepUIN3YIOIerocs sBjseTcsl JOMUHAHTHOW Il TBOP-
uectBa A.berroro, KoTopoe MMesI0 B CBOeV OCHOBE «IVIOHVICUVICKWUI TIOPBIB, KOCMWYECKV-
PEeBOJIIOIIMOHHYIO YCTPEMJIEHHOCTD K pa3pyIeHNIO BCero CTaBIIero B ObITI»#2,

Briepsrie sTa ocobeHHOCTH TO3THMUecKoro kKocmoca A.bestoro Ovuia mogmeuena H.bepmse-
BbIM: «Y A. bestoro ectp jmiie eMy IIpuHazjlexallee ollyIlleHVe pacIuIlacCTOBaHMs U pacliblile-
HWs, NeKpUCTa/UIM3alyy BcexX Bellleyl Mypa, HapyIlleHs 1 VICYe3HOBeHWs BcexX TBep/I0 yCTaHo-
BUBIIXCS TPpaHUIl MeXAy npeameTtamy. CaMy oOpasel JIofiell y Hero JeKpUCTa/UIN3YIOTCs U
PacIbUIAIOTCH, TePSIOTCA TBep/ble I'paHM, OTAEIISAIoIINe OHOIO 4YejloBeKa OT JIPyroro m OT
IIpe/IMeTOB OKpY>Kalollero mMupa. TBepAaocTb, OpraHMYHOCTh, KPUCTA/UIM30BAHHOCTE HaIllero
IUTOTCKOTO MUpa PyIIUTCS»483,

OparM 13 Hamboslee MOIIHBIX JIMHTBUCTUYECKVIX CPEACTB JOCTVDKEHMS IIOIOOHOro pora
adpdexra aBsgercsa B cuMmdpoHMIX MeTadopa®t. Boobie st cumdoHMI XapakTepHa TeH/IeH-
Iyl K CIUIOIIHOM MeTadopwmsaluy, Tpoleunsaly, M 3TO Takke OJIHa M3 XapaKTepHBIX YepT
opHaMmeHTaM3Ma. Hambornee gactorHbl B «CeBepHON cvMOHMIT» MeTadpOpEl, B pe3ysIbTare
KOTOPBIX «TeJlaM» IIPUIMCBHIBAIOTCS penKaThl, 3aKpelUIeHHbIe 3a TAKCOHOMMYECKVM KJIacCOM
VIMEH «BeIllecTB», Jallle BCero - «BOIbI» WIM «CHera», cp.: «Ha BocToke Tasula opguHOKas
Gamras» (1: 34); «V oHa Bcs 3acTpywIack n pacrasvia ooakoM» (1: 54); «Kynpwm cTpywmmice».
Jpyrovt 4acTOTHBIV TUII IJIAarOJIbHBIX MeTadop — 3TO MeTadOphl, B pe3ysibTaTe KOTOPEIX TejlaM,
He HaxOIAIIVMMCS B BOle, IIpuUINchIBaeTcss IpusHak «Temo-B Bome», cp.. «V nepesbs,
KOJIbIXaeMble yIUIbIBJIM BAalb COHHBbIMU BepIvHaMu» (1: 56); «Ee Tonkuit mpodwis TOHYI Ha
done romyboro Heba» (1: 23, 54). B pesynbpraTe Tenla HmpeAcTalOT B KadecTBe HEVICKPETHBIX
CYIIIHOCTeVI VIV CyIITHOCTeVI, TePSIIOIINX CBOIO JMCKPETHOCTh, YeTKOCTh CBOVIX OYepPTaHWIL.

BeenicTBute rtarosisHOV MeTadpopu3alivivi OCYIIeCTBIIAeTCs Takke OXMBJIeHVe, OJINIeTBOpe-
HVIe BOJIOC I OIeX[Ibl YeJIOBeKa, €ro, Tak CKas3aTh, «HEOVICKPETHOM 000s10ukm». IIpuyem B pe-
3yJIbTaTe OJIVIIETBOPEHNs BOJIOcaM U OfieX/ie UesloBeka, (KOTopasi B OITperle/IeHHOM CMbICIIe TOXe
ABJII€TCS JIEMEHTOM ero HeoTUyXX/IaeMOoV cOOCTBeHHOCTM), IIPUIIMCHIBAIOTCS TaKue IIpU3HaKU
(«pBaTbCs IPOYB», «<METAThCS», «TaHIIeBATh»), KOTOPBIe IIOYePKMBAIOT VX ITOIBVDKHOCTD VI TEM
caMbIM PasMBITOCTh O4YepTaHWUW, IpaHWI] YejloBeueckoro Teja. Kpome Toro, Berep B KauecTse
IJIaBHOTO CyOBeKTa IJIaroJIbHOV MeTadopbl OecripecTaHHO «TpOraeT», «IIeBeInT», «KadaeT»,
«pBeT» OfeXApl M BOJIOCH repoeB. TakmmM oOpasoM, Bemectsa, Tkans, Bostocwl, Berep B pac-
cMaTpuBaeMoVt MeTadOpIrUecKoit KapTiHe Mipa paboTaroT Ha OOIIyIO MIef0 pa3BOIUIOIeHMs.

IIpennouTnTeIbHOE MCIOIb30BaHMEe B KadecTBe VCTOYHMKOB MeTadOphbl CBOVICTB BOJIbI,
TIO3BOJIAIOIIee IIPe[CTaBUTL peajinyi MpPeIMeTHOrO Mupa IlepeTeKaloluMU OpYyr B JIpyra,
CJIyXXaT 371eChb KpOMe TOro KOCBeHHBIM CPeZICTBOM BBIpakeHWsI MIeN O «BHYTpeHHeM eIHCTBe
BCETO, CBSI31, LIEJIbHOCTI»*85. Berrb B 1-011 ciMdOHMI, B OT/IMHE OT TPeX APYIVX, M300pakaeTcs
Hanboslee TapMOHWYHBIVI MUP, OTKPBITBIV DTS OKJIVMKOB BEYHOCTM, B ITOCIIETHEV YacTU -
«ripegBedHbI». CilegyeT 3aMeTUTh, YTO OTHe/IbHble KOHTeKCThl Tuia «Bpems, kak peka,
TSHYJIOCHh 0€3 OCTAaHOBKM VI B TeUEeHMW BpeMeHN OTpaXkaJlachb TyMaHHasl Be4HOCTH» (1: 49)
MIPOBOLIMPYIOT peaHMMallMIO TaKMX CTEPTHIX A3BIKOBBIX MeTadop, Kak «Yackl TeKIM 3a yacamMin»
(1: 46) n mpyrux. IlpencrapieHne xe BpeMeHN KaK TeKyIIey BOIBI MOXeT paboTaTh 37ech Ha
umeto cOMVDKeHNS BPeMEHHOV ¥ IIPOCTPAHCTBEHHOV MHapaamrM (J1eMeHTHl KOTOPOW TakKxkKe
IIpe/ICTaBJIEHbl «TEeKYyIIVMI»), COBIIaJIeHVie KOTOPBIX O3Hauajo OBl 37eCh WCYe3HOBEHVEe
NPUBBIYHBIX (POPM CYIIEeCTBOBaHMSA (BOCHPUATNSA) MUpa, TO eCcTh BedHOCTb. OCHOBHOM e
KOHMMKT «CeBepHOM CMM@OHNI» COCTaB/IsIeT IMEHHO 00pb0a TeKyIIIero BpeMeH! 1 «TyMaH-
HOVI BeUHOCTU», KOTOpasl B (pMHajle paspelllaeTcs MCYe3HOBEHNMEM BCero TBapHOIO U OXWIa-
HueM pavickoro OsakeHcTBa. Cp. xapakrepmuctuky «CeBepHout cuMdoHMm» I1.dDnopeHCKM

482 Janepusiiz, 1982, c. 113.

483pepnses, 1994, c. 445.

484 "a>xeBa, 2002.

485 dyiopenckum / /apud JlaBpos, 1991, c. 15.
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KaK «ITOJJIMHHOW IT0O3MBbI MUCTMYECKOTO XPUCTMaHCTBa»*¢. ITprumMeuaTesibHO, UTO COMVIKeHMe
BpeMeHHOW ¥ ITPOCTPaHCTBEHHOW IapaJuIM OCYIIeCTBIIAeTCs IOCPeCTBOM HajlelleHUs Jle-
MEHTOB KaX[I0Vl 13 HUX AVHaMWYeCcKM IIpr3HaKoM Bofbl. IIpescTapiigercs, 3To cBA3aHO C TeM,
YTO W3HaudaJlbHO (B MM@OJIOrMUeckoy KapTuHe MMpa) Bofa YCTOMYMBO COOTHOCUTCS C
JKeHCTBEHHBIM HaudajioM Opupozbl. ITockosibKy pelarolyio posib B IIpeoOpa3soBaHUM «TBap-
HOro» Mupa cMMBOJIUCTHI (Bciter, 3a B.CostoBbeBbIM) oTBOAMIIN yIiie Mupa, Beunovt JKeHcrsen-
HOCTWM, TO cOJIVDKeHMe ITPOCTpaHCTBeHHOM 1 BpeMeHHOV ITapadirM Yepe3 KOCBeHHOe ITOCPeICTBO
BOZIBI KaK aTpuOyTa >KeHCTBEHHOI'O IIpeJCTaB/IsieTcs OlIpaBIaHHBIM 1 3aKOHOMepPHBIM. B 3TOM
CBsI3V1 BCIIOMMHarOTCs crrenyrorye crpoku B. Conosbesa:

Beunas xencmBenHocns HoiHe
B mese Hem.aenHoM Ha 3eMA10 ulem
B cBeme nemepxmyuyem noboii boeunu
Hebo cauaocs ¢ nyuunoro 600

TakmM oOpa3oM, CTMXMsI BOOBI — 3TO CPENCTBO, C IIOMOIIBIO KOTOPOIO yCTaHAaB/IMBAETCS
COOTBETCTBIIE CEMaHTVKM clokeTa (Ooprba Beunovt JKeHcrBeHHOCTM ¢ cvotammt xaoca) v oOpas-
HOTI'O CTpOsi CMOHUM.

Wrak, xapakTepHoe 1JIsi OpHaMeHTa/IbHO IIPO3bl IIOHVDKeHMe POJIV CIOXKeTa, SIBJISIOIIerocs
B «CeBepHOM CMMQOHMUIM» JIUIIIb YCJIOBHBIM BOCIIPOV3BeIeHeM COJIOBbeBCKoro Mmuda o Beu-
HOVI >XEHCTBEHHOCTM, YpaBHOBEIIMBAeETCA LIEJIBIM PsIOM IIPUMEMOB, ITO3BOJIAIOMIVIM TEKCTY
COXPaHUTh CBOIO 11€JIOCTHOCTb M OpraHM4YHOCTb. [Ipexxe Bcero aTo Mcrosb3oBaHye IPYHIIMIIA
JIEUITMOTMBHOCTM: TakK, JIEMTMOTVBBI BOCXOXXIEHVsI, MOJIMTBEHHOIO BO3HECeHMs PYK, ITUYbero
OKJIVIKA, UT'PBI Ha JIIOTHe, 000pavYmMBaIOIIerocss CpbIBaHeM OeJIbIX VI aJIbIX pO3, IITOIKM KOPOo-
JIEBCKOVI MaHTUWU 06pa3y10T OAVH HapagurMaTUYIeCKUN Ppsid, OTChUIAIOIIMUII K MOTUBY 3apu-
BOCXO[Ja-BOCXOXIEHMUS-BO3POXKIAEHMs,  JIeMTMOTMBBL JXKe HeBeIOMOro (IapoBOro) yKaca,
KPacHOTO IIlapa, IIapOBOVI MOJIHWW, Oypu, 3apHWII, HOYHBIX OrHew oOpasyloT Apyrov Iapa-
AUTMaTUYeCKU Psifl, CBSI3aHHBIN C phIIapeM. [1oBTOpeHME JIEMTMOTMBOB CO34aeT cBoeoOpas-
HBIVI pacKauMBaIOIINTICS. PUTM, COOTBETCTBYIOMINI IIMKIMUYHOCTY MUEOJIOTMUECKOTO BpeMEH.
(C sTom ocobeHHOCTBIO HEOMM(OIOTMUECKON IIPO3BI CBS3aHO, KCTaTW, OIpefesieHMe ee Kak
OpHaMeHTaJIbHOW, 100 I OpHaMeHTa Ba)XHBIM SBJISeTCS [IOBTOP OIIperesleHHbIX aeTastert). C
TOW >Xe WIeeV ILMKINYHOCTY, IIOBTOPSEMOCTV, a 3HAYUT BHEBPEMEHHOCTV ITPOVICXOISIIIETO
CBsI3aHO ocCiTabsleHne aKIMOHAJIBHOrO Koma B cuMdoHmm, o yeM rmmvcal VIIupounmu®’. Tak,
ecJI B IIpo3e HappaTMBHO-IIOBECTBOBATEJILHOV HOPMOV CUMTaeTcs ITpeobsiafjaHyie IJIarojIoB
COBEpIIIEHHOTO BUJa, IIOCKOJIBKY CIOKeTooOpasyromiee coObITiie HeoOXommmo obrazaer
CBOVICTBaMM HeOOpaTVMOCTH U pe3yJIbTaTUBHOCTY, TO B «CeBepHoM cuMdoHMI» obpalraeT Ha
cebs BHMMaHMe IIPeVMYIIECTBEHHO HeCOBepIIeHHBIV BUI IjlaroiioB. Kak IomuepkuBaer
V. npoHnH*8, nedopmMariis aKIMOHAIBHOIO KOIa OCO0O OIyTuMa B TeX CiIydasiX, Korga
BMECTO OXWIAeMOro II0 CMBICJIY IJIarojia, OOO3HadYaloIllero OIHOKpaTHOe 3aBeplIeHHOe
JIEVICTBYIe, aBTOP yIIOTpeOIgeT I71aroyl HeCOBEPIIEHHOTO BIia CO 3HaUeHIeM MHOTOKPATHOCT,
cp.: «Ilm roma. Hactymmn nens. KoposeBHa cmyckasack ¢ BepIIVHBI OaIlTHVI, VICIIOIHSS
HebOecHOoe mpenHasHaueHMe...» (1: 79); «Ho BOT mHpexIOHWI KOJIEHM MOJIOAOV Kpacasel],
CMOTpEBLINT Ha KOPOJIEBHY IJla3aMW. TeMHbIMI, KakK Morwia. OH mcryranHo noMeptsen. V Bce
3aMeTIIN, YTO M OHA YyTh-4yTh OJIegHesIa 1 yiIbIOKa cOeXasla ¢ MaJVHOBBIX yCT...» (1: 71).
OcrabrieHne cCOOBITUVIHOCTY, Ha KOTOpOe padoTaeT mMmIepdeKTBaLyis I71arojIoB, yCVIIMBAETCS
TaKKe 3a CYeT MHOTOYVICJIEHHBIX Oe3JIMUHBIX 11 HeolperdeJIeHHO-IMYHBIX KOHCTPYKIVIL, POiIb
KOTOPBIX B ManocTwIe A.bestoro nccnegosastack H. KoxeBHMKOBOTI*S.

B arcamOite ¢ aTvMII TIprieMaMyI MCTIONB3YIOTCS TakKe (PaKTosIorv3arys Metadpop ¥ CIUIOIIHAS
Tponensanys TeKcra. [IpiaeM B KauecTBe MICTOYHMKA TPOIIOB HamOoJIee YacToO BBICTYIIAeT CTH-
XVIsL BOABI, SIBJISIIOIIASCS aTPMOYTOM >KEHCTBEHHOTO ¥ YCTaHABJIMBAIOIIAS KOPEJIAINIO MEXIY

486Tam >xe.

#7[Iuponmns, http: / /www.sujekt.ru/publikations / philology/belyj.ht
48] [TponmH, http:/ /www.sujekt.ru/publikations / philology/belyj.ht
489K oxxeBHMKOBa, 1992.
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CeMaHTUKOM CIOXeTa 1 ee obpa3HOCThIO. OUeBMUIHO, YTO MMEHHO VCIIOJIb30BaHMe 3TUX IIpue-
MOB IIpUJIaeT 3TOW, I0 ompereneHmto A. biioka, roHoIIecK cs1abovt 11 JOHOIIIeCK) CMeJION Bellln
ouapoBaHVe, KOTOPOMYy TPYIAHO He TIOAJAThCsl, M obecriednBaeT CTaTyC 4yThb JIM He IIepBOTO
IIOJIIMHHO XYJI0)KeCTBeHHOT'0 00pasiia OpHaMeHTaJIbHOV ITPO3bI B PYCCKOVL JIMTepaType.
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Abstract

The article is devoted to the problems of linguistic performance in modern Russian political reality. The main
theme is the theme of presidential liberalism which is connected with imperial liberalism. The linguistic features of
presidential liberalism in Modern Russia are depicted in this article.

Rezumat

In articol, se abordeazi problema performantei linguale din sfera politici ruseasci contemporand. Tema
principald, supusd analizei, este liberalismul prezidential care vine in acord cu cel imperial si se manifestd la diferite
niveluri, inclusiv cel lingual.

The tendencies of linguistic liberalism marked paradigmatic principles of Russia state
formation at the end of the first decade of the 21st century which reflects all the consequences of
coming from unity philosophy to pluralism philosophy. Unity philosophy accepts the existence
of Transcendental Subject which ontologically is the first (Centre, absolute, Substance, the First
Principle, The first Beginning, the Truth, Logos, God, “Transcendental Connotation”) (J.
Derrida) performing the basis of the world and the initial source of pluralism*®. Pluralism
philosophy is based on the introducing any object, thing, notion. Being influenced by one and
the same thing object (thing, notion) can perform in an opposite way, i.e. the object possesses
two opposite possibilities of its behavior.

In postmodernism philosophy ontologically first Transcendental Subject transforms into the
presumption of “truth games”. In this case truth history is thought as the analysis of “truth
games”, the games through which the being constitutes itself historically as some experience,
i.e. something that can and must be thought.

According to V.E. Kemerov, a problem of the truth emerges only then when man tries to
enlarge the borders of the common, involves unknown objects and relations into his experience.
The truth defines coincidences of human knowledge with the reality, thus appearing the
problem of human being. The truth fulfills some functions: a) being a process points to human
thoughts compliance with the reality, b) demonstrates the limit of human means and the
perspectives human force changes, c) identifies human adjustment to the level of those
problems which if necessary a person should solve.

Appearance of truth problem and the necessity of its decision defines liberalization of state
policy that inevitable leads to linguistic liberalism.

In the context of linguistic liberalism we face the change of language policy essence. One gets
down from the bundle of ideological principles and practical measures applied in the sphere of
language problem solving in the society to the bundle of interpretation procedures relating to
the text*1. According to R. Barthes, text reveals “plurality”: “this ideal text consists of many
interrelated inner ways not having power over each other; it represents itself the galaxy of
connotative things, but not connotations; it has no beginning, it's reversible; it can be
penetrated via a lot of routes, none of which is possible to be regarded as the main one; the
chain of its mobilized codes gets lost somewhere in the distance, they are “insolvable”(their
sense is not subdued to solving principle, so any decision may be occasional); this text can be
adopted by any sense systems, though their circle is not closed as the measure of such systems
is the infinity of the language itself”492.

In the 19t century the truth or transcendental subject takes the format of plurality or of the
text in the imperial ideology of Nikolay’s epoch which found its realization in the famous

490K osikov, 2008.
“1Khalina, 2008.
492Barthes, 1994, p. 14-15.
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formula by S.S. Uvarov - “Christianity, Self-governing, Nation” (1832)43. This formula
demonstrated appealing to the truth as a factor defining the level of those problems which were
to be solved by the state of Russian Empire in the second century of New Time of Europe or the
new European time - NET.

Net might be seen as a new format A.D. - the epoch which is known as a new era (n.e.).
Imperial liberalism is oriented to the establishing of matrix structure which elements are inner
differential language forms defined by G.G. Shpet and poetic forms: “They are the essence of
the relation to the logical form of a differential provided by a poet with the help of joining ontic
[life-practical] meaning of a sintagma to the logical form. They are derivatives of a logical form.
So, it turns out that sui genius poetic logics is a kind of an analog to a “logical one” - the
studying about inner forms of poetic expression. These forms have their relation to the thing,
differentiated one in comparison with the relation of logical forms. That’s why here we can
speak about the third type of the truth. Poetic truth emerges near material truth and logical one
as the compliance of the sintagma to the thing, though fairly existing in reality, being
“fantastic” but logically framed”44.

The 19t century from BC or the second NET century is the time of imperial liberalism
establishment which possesses some characteristic features aiming at the creation of: a) a new
Russian text (A.S. Pushkin)*>; b) a belletristic style to describe every day reality (Russian
natural school); c) a new principle to build up a historical event chain (L.N. Tolstoy); d) a
conception of text tension (F.M. Dostoevsky); e) a system of Russian literature language styles
(the 2nd half of the 19t century - the beginning of the 20t century); f) a dictionary of live
Russian language (V.I. Dal).

In the 21st century, the third NET century all foundations of presidential liberalism are
created. They are 1) orientation to discourse psychology (“Message” by President in 2008); 2)
revealing paradox graphical spots in history (TV project “Name of Russia”); 3) usage of word
game ways to present the spheres of economic theory and “penetration” providing into the
structures of world system (economic forums, comments by “the first” and competent people);
4) restoration of semantic space in coherence with initial borders of political argo and youth
community methods.

Linguistic liberalism in Russia of the new millennium acquires the shape of interpretation
procedure creating some image of a controlled object as a n action system component.
Undoubtedly it influences all the communication peculiarities with a language user.

At present time we can point out three environments of linguistic localization where
linguistic liberalism takes place: President’s Speech, Moderator’s Speech (Moderation System), Mode
of liberal operation.

The basic principle to understand Moderation System*% is the interpretation of this
phenomenon as a reservation system, regulation of information flows in the Internet implying a
situation when a responsible member of a news group gets a leading role and acts as a
moderator to reduce unnecessary volume and prevent undesirable (according to the group
rules) traffic moments. Mode of operation is a work regime, conditions of information system
work; mode of liberal operation represents “liberal” work conditions of the information system.
Let’s stick to the analysis of Moderation System in details.

Moderation System is performed by a text reality and text artifacts of the moderators relating
to the information state traffic. They take leading positions of “governor of President
Administration of the Russian Federation”, “President Assistant of the Russian Federation”,
“First Vice-Premier of the government”. In 2008 the functions of President Administration
Governor of the Russian Federation were fulfilled by Sergey Naryshkin, the functions of
President Assistant were performed by Arkadiy Dvorkovich, the functions of First Vice-

4%BUspensky, 2002, p. 404.
44Shpet, 1980, p. 408.
495Gorshkov, 1984.
49%6Kuriyanov, 1993.

165



Premier of the government were introduced by Igor Shuvalov. In 2007 duties fulfillment of
President Assistant was laid upon Vladislav Surkov.

Text activity of moderators includes differentiation or data flow analysis. It is a collecting
process of information about division characteristics of a theoretically numerous work of some
countable quantity into two parts in the sphere of calculation distribution in scaled envi-
ronments*”. The characteristics are coded by elements (marks) of some quantity L. Taking this
fact into consideration data flows are not only regarded as data transmission but management,
synchronization of parallel processes - partly organized quantities of event as well.

The consequence of events corresponding to interrelated changes of some process (partly
organized quantity) is defined as history /h#%. Operational and logical history takes place in
theory and practice programming cases when logical links of management among program
actions are established. Remembering information links between moderators the history of
program realization takes place.

Process history relies on word, i.e. the consequence of symbols in the alphabet of E events.
The nature of their interconnection can be detailed depending on a task. “If this event partly the
reaction of one and the same operator, then its appearance can be provoked by management or
information transmission. Graphically process history is a graph without borders which peaks
correspond to events and arches correspond to the changes among events. Quazi order —
initiates equivalency relation I— on the basis of events quantity that separates the process into
uncrossing family histories p| [—. The meaning of the formula e—e” is in the coming from the
event e to the event e” with the history h that can be interpreted as “the name” of a change”+».

Studying the text artifact of information state traffic of the moderator S.E. Naryshkin we can
define his functional status in the synchronization of parallel processes in their plurality “Nar-
rative Russia”: management logical links (operational and logical history) are set between the
actions of a realized program “Foundation of generation NET”. As an example of realization of lo-
gical management order via the establishment equivalent parallel process relations of every day
reality and virtual projecting we can offer the following fragment taken from S.E. Naryshkin’s
speech at the XIIth St Petersburg International Economic Forum (St Petersburg, 2008):

“Interrelated business expansion is transforming into a force provoking the emergence of
down integration. In other words, today there are all means to form a regional unity. First of all
these are market principles of national economies functioning and the high degree of their
interaction”500,

The character of pointed items creation allows to speak about peculiarities of non-classical
esthetics principles appliance in the linguistic constructing of virtual artifacts, i.e. illusional quasi
reality. A new esthetic picture of a virtual world without chaos and ideal order is formed>.
According to I.B. Mankovskaya and V.D. Motlevskiy>?2 modern transformations of esthetic per-
ception are connected with its materialization in the shape of a computer not having physical
contacts. Materialization of virtual reality is one of the semantic conventions of linguistic libera-
lism which can be regarded as a searching for an appropriate way between logical thinking and
esthetic perception. Semantically loaded becomes that thing that exists but not that is absent. It
is achieved due to featured distribution of a virtual artifact. In the following segment we can
identify four types of virtual artifact distribution (“materialization” feature providing) or mate-
rialization of virtual reality: 1) adj.+noun in possessive case; 2) noun in possessive case (with
the prep. “for”)+noun in poss.case+adj.+adj.: 3) adj.+noun in poss.case+noun in poss.case+ad;.:
4) adj.tnoun in poss.casetnoun in poss.case. Morphological models of virtual reality
materialization are given as a kind of environment scaling for the generation NET.

“7Toporkov, 2004.

“9%8Toporkov, 2004.

9Toporkov 2004, p. 65.
500Stenography report, 2008, p. 5.
5010rlov, 1995.

502Virtual reality, 1997.
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Morphological models of virtual reality materialization correlate with “indefinite places”
which according to R. Ingarden in the semantic space of the text have the main meaningful
function®®3. Plurality of possibilities marked by indefinite places reveal as R. Ingarden supposes
a wide realization of those meaning variants that exist potentially.

The first stage of potential state realization can be related to equally meaningful outsayings.
As M.M. Bongardt, 1.S. Losev, V.V. Maximov, M.S. Smirnov suggest two outsayings of the
natural language describing one and the same quantity of situations can be accepted as equal>*.
There is no problem in finding and defining these equally meaningful expressions. However,
the situation is different concerning the artificial system. It can be represented by a postmodern
sensibility which is responsible for conceptual formation of the results of reflective thinking
relating to serious orientations of postmodern culture. They are technology, politics, science,
philosophy, architecture, every day reality, style of thinking, communication strategies.

“To speak about expressions which are equal but not identical is possible only in those cases
when system actions are divided into internal and external ones”5%. In the system modifying a
complicated behavior the internal actions are the actions that define the thinking, i.e.
information recycle actions. The internal language system possesses a variety of one meaning.
The most significant transformations changing only the form of an expression can be reflected
in the external human language - the language of communication. Besides one may speak
about equally meaningful expressions but they are not identical for the system. It emerges
when some external system reactions to expressions available to being watched and admitted
as equally meaningful are identical but it is known that they can differ.

Appealing to the speech made by President Assistant of the Russian Federation A.
Dvorkovich we deal with a text forming system “postmodern sensibility”: “World economy is
on the edge of recession. It can’t be avoided. We have problems in a banking sector, face
demand decrease in raw goods. World crisis influences our fund market. Here it's important to
understand that financial market investments should be regarded as long term investments. Its
not advisable to make unreasonable steps, aim to export the capital. Russian economy is rather
developed and capable of getting over a short term stock falling. Another problem is seen in an
unclear situation in the corporate sector. Here we mean tax problems of big companies. It
should be understood that we are experiencing a changing period. I'm sure the country will
take an accurate way and won’t cause global problems in the corporate sector... There is one
more important moment. The last international events are not a reason for changing our
strategic plans. Isolation from other world is a political dead stop. We are not going to refuse
the policy we have appointed”.

Here equally meaningful expressions are “here it’s important to understand” and “it should
be understood” in the internal language system fill the places of incomplete indefiniteness such
as “our strategic plans”, “the policy we have appointed”. These equally meaningful expressions
but not identical are presented in the text artifact by A. Dvorkovich by excluding syntagmas: “it
can’t be avoided”, “isolation from other world”, “world crisis influences our fund market”,
“not a reason for changing our strategic plans”, “an unclear situation in the corporate sector”,
“we are not going to refuse the policy we have appointed”.

These expressions being equally meaningful but no identical represent the essence of post-
modern sensibility which shows the world via the prism of some possibility that allows to
frame it as a whole metaphysics. The world has a quality of the “reverse apocalypses” pheno-
menon. In A. Dvorkovich’s speech we find out logical links among management program
actions. It creates the basis of operational logical history of “incomplete indefiniteness places” -
Narrative Russia.

In the lecture given by V.Y. Surkov (being Manager Assistant of President Administration,
President Assistant of the Russian Federation on the 8% of June 2007) in the building of

5053 Art phenomenology, 1996.
504Bongardt et alii, 2006.
Pibidem.
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Presidium RAS a new variant of liberalism as a history process is introduced. It relies on word,
consequence of symbols in the events alphabet (this or that operator’s reaction) “our home -
home of Sovereign democracy”. To analyze the situation it's possible to admit the truth of the
author’s judgments in this article: “The language of linguistic liberalism is a home for the
sovereign democracy which from the point of operational logical history performs a place of
“incomplete indefiniteness”. From the position of history process it is a quasi order that
provokes the appearance of equivalency “sovereign democratic project” on the basis of events
plurality”. The relation of “sovereign democratic project” is identical to “political structure
softening”. It realizes in the Russian text space via topological transformations, divides the
process of coherence formation of the Russian nationality into uncrossing family histories
“Russian coherence in the aspect of topological transformations”.

The principle of symbol ordering according to the position taken by V.Y. Surkov lies in
matrix structures of history, matrixes of the national way of life, character, life outlook. The
symbols to be ordered are holistic, intuitional Russian culture consciousness; determination to a
political unity via the power functions centralization; political struggle aims idealization;
political institute’s personification; romantic, poetic further look; demonstration of intellect
independence and state sovereignty. The ways of ordering are a sovereign democracy
conception and a new projection of Russian culture on a next history. In the commentary the
accent is paid to dynamic unstable environments, i.e. the dynamics of developing systems, a
special view of the world that is: a) self-governing development with the help of configured
resonance impacts that are topologically correct (the principle of four I, “Name of Russia”); b)
viewing potential of chaos allowing to constitute new organization forms (Constitution bills,
changes in the work of Federal Committee, Russian-Ukrainian conflicts); c) alternativeness of
scenarios to develop a complicated system in the context of a known inertion historical
predictability of changes in the complicated system “Russian state” in the places of branching
(Kiev Russia, Moscow Russia, the Romanovs, Katherine 1I, October Revolution, Russia, President,
Patriarch, sovereign democracy, Global Crisis, Constitution, Cathedral); d) qualitative structural
differentiation between the unity and its parts (virtual artifact “Russia” is not identical to the
territorial and administrative unity “the Russian Federation”); e) inevitable interference of
localization spheres into initial structures (the territorial and administrative formations),seen in
the transformations of the energetic potential; f) self-organization that unstable systems are
capable of; g) understanding of the world as a hierarchy of environments with a different line.

The new type of dynamics is a bundle of self-organizing processes in the chaotic unstructu-
red environments which is performed in the realization “Building generation NET”. It differs
the process of information flows regulation in countable variety “Narrative Russia”, suggests
production of a corresponding notion apparatus that can be seen in L.I. Shuvalov’s speeches,
First President Assistant of Russian Government.

Devaluation

“We have taken the definition of devaluation. Devaluation is a sharp falling of rouble rate. In
this meaning devaluation does not take place”.

The lexical term devaluation correlates to the Latin word valeo “have a meaning, is worth
something”. It's transformed in the term devaluation into the meaning (1) ‘national currency fall
relating to foreign currency or gold as a consequence of inflation or payment balance deficit of
the country’; (2) “depreciation, meaning loss of something’. The procedure of taking a decision
in the text artifact by L.I. Shuvalov is better to interpret as a procedure of semantic destruction
of a lexical unit devaluation: the variants of the first meaning “decrease’, ‘rate’ are actual; the
variants ‘national’, ‘currency’ are transforming into the sign ‘rouble’; the second meaning
completely and a part of the first variants meaning are out of the sign devaluation.

Siberia becomes a part of Russia

“At the present moment those tasks laid upon Russia make us look at this region in a
different way. We realize that over the next decades the greatest success will be achieved by
those who can combine mineral resources and extracted resources with the intellect product”0.

506Shuvalov, 2008.
168



Appealing to the territorial characteristics of Russia may be obviously classified as a certain
type of political and economic orography. Orography itself implies description of ground
surface objects and their classification according to their external features regardless their
origin. Political and economic orography suggests knowledge of this or that surface resource
and the ability to transform senses playing on this surface or “profits” into virtual artifacts.
Siberia is a region of extracting resources. The seme complex “enlarge” is replaced by the model
of a semiotic behavior “extract”.

Follower’s psychology

Bury the psychology of a following country. “Russians copy French people but fifty years
later. So one side modernization takes place” (Stendhal).

Analyzing this stable combination the problem of a human deep motivation becomes clear -
the question of life sense and view sociology. According to M. Veber human’s behavior is
dominated by ideas and world pictures as well created by ideas>”. World pictures defined the
ways which interests’” dynamics took to move ahead human actions. The human action trace
marked by a lexeme “trace” must be coordinated by the semes “force”, “move”, “enlarge”,
“increase” and “limit”. Besides synchronic functional realizations in different communicative
contexts of the sign trace allow to add it another meaning “understand, realize”. The lexical unit
psychology has three meanings including the meaning “psyche, character peculiarities, soul
structure”. So, the set combination “follower’s psychology” can be interpreted as “spiritual
structure of a person understanding every day reality connections or a synchronic text-event”.

Energy trap

Get rid of energy swear not allowing to diversify.

The usage of stable combinations enerqy trap and energy swear show the language
materialization with the help of a rhetoric function: the usage of “poetic” ways takes place. The
literature message as J. Dubois states differs in the fact that poetic direction of the text suggests
“elimination” of the thing via the word%. Due to metaboles literature speech concentrates on
itself and the relation motivated to objects by them can be significant only in the frames of a
certain text artifact. Specific relation to objects lies in the fact that they are presented (a word
performs instead of an object) and absent simultaneously (a word doesn’t coincide with an
object) in speech.

Insufficient skills

Learn to work in an innovative environment and to use Peter’s the Great experience.

This stable combination in its functional status is identical to the previous one: it's the very
means that devoid the language its utility function transforming it into a poetic language
suitable for esthetic consciousness and destroying the denotation.

Determination of the state to domination

“In the innovative society surplus of the state is as dangerous as its lack”5%.

The set expression determination of the state to domination being interpreted via the expression
surplus of the state and its lack includes such components of its seme as “slip”, “wealth”, “profit”,
“plurality”, “absence”, “need”, “quality”. The result of non-line self-organized processes logics can
be the formation of seme duets: plurality of slips, absence of need, wealth of qualities, lack of profit
(metaplasms, additional structures, items of the poetic language) (I); plurality of absence, need in
profit, quality of slip, wealth of need (oxymoron, items of the poetic language describing virtual
artifacts) (II); quality “profit”, plurality “wealth”, absence (empty plurality) “need”, “slip”(logical
categories characterizing the functioning of bade in-esthetic consciousness in the frames of

“sovereign democratic project”).

507Veber, 1990.
508Dubua, 2006.
509]vanitskaya 2008, p. 41; Smirnov 2008, p. 7.
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Instrument

“The group being responsible for the preparation and its methodic accompanying of state
and municipal workers is an instrument that must fulfill everything mentioned above”.

“Everybody should do his duties. If at the local level municipal authorities can do this
business in an appropriate way then it should be introduced for the population perfectly, better
than it can be done by regional authorities. So, in this case it is to be either via entitle delegation
or we mark them as our own entitles. It is a flexible instrument and should be treated as if you
do it constantly. It means that you'll have a list. We introduce a law in the Parliament, President
will sign it and so, this list will be defined forever. It's a live instrument which we’ll work
with”510,

The lexical item instrument is a linguistic variety of desmoplasms - ferment groups
disrupting organic unities via the breakage carbon-carbonized links and having a great
significance in the breathing processes of tissues. On the one hand, such items encourage text
artifacts adaptation in the conditions of communication but on the other hand, fulfill the
function of joining the text to the language system and further to language consciousness. As a
result the process of text artifacts production is becoming identical to the desmolis process, i.e. a
process that disrupts a coherent unity of a denotation and a connotation in the live tissue of
organic unities of a natural language under the metaterms influence which mark absen-
ce/presence of an object.

Thus the conducted analysis of Moderation System components allows to point out the
following characteristic features of this environment type where linguistic liberalism locates
from a language point: 1) materialization of virtual reality: formation through structurally
complicated feature of operational logical history; 2) cultivation of reverse apocalypses relation
as a basis of operational logical history through the system of equally meaningful items but not
identical to the system “postmodernism” sensibility; 3) history building of a sovereign
democracy process or topological transformations of the society into coherence “Russian
nation” on the basis of matrix structures regarded as historical places of “incomplete
definiteness”; 4) working out of a new logics identical to a new type of dynamics - the logics of
non-line processes in chaotically non-structurized environments via creation of a new
metaplasm notion apparatus that encourages parallel changes of a creation process of “a unique
intellect product”(political history of realization costs in the program “intellect product”).

Imperial liberalism is the third type of the truth modeling the virtual artifact of “self-
governing nation based on the maintaining word” (and so the essence of Slovenes operating the
word masterfully). In the 21st century it transforms into presidential liberalism appealing to
system moderation (controlling, slowing and balancing) of ontic forms that are pure forms of
essential and possible material contents.
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VIZIUNEA PROZAICA SI ARTA POETICA IN OPERELE LUI ION VINEA
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Abstract
The prezent article explores the prosaic vision and poetry in lon Vinea’s works.

Rezumat
In articol, autoarea abordeazd viziunea prozaicd si arta poeticd in operele lui Ion Vinea.

De numele lui Ion Vinea sunt legate cateva evenimente importante ale avangardei, dar si ale
jurnalisticii culturale. Cuceritor, seducator, el este, aldturi de marii actori ai actualitatii culturale,
poet si prozator, adept al literaturii suprarealiste. Editeaza ,,Contemporanul”, revista literaturii
avangardiste. Principalul volum de versuri se intituleaza , Ora fantanilor”. Remarcabil este si
romanul “Lunatecii”, apdrut postum. Dupad 1944, este marginalizat de regimul comunist si
trdieste din traduceri. Aflat aldturi de Tristan Tzara, de dadaisti, incurajand frenetic ,arta
noud”, arta care anuleaza granitele, el este unul dintre cei care vor frange un sir de sdbii in apa-
rarea lui Urmuz: , Foarte putini stiu cd grefierul Vasilescu-Buzdu este originalul si tulburatorul
Urmuz, autorul lui Ismail si Turnavitu, revolutionar discret al literaturii roménesti si precursor
ignorat al miscdrii de avangardd, al prozei si poeziei in contrasens, al umorului nou, al liricii
eliberate de logica si anecdotd din lumea intreagad (,Urmuz-Dada-Suprarealism, trei cuvinte
care stabilesc o punte, descifreaza o filiatiune, lamuresc originile evolutiei literare mondiale din
1918)", scrie Vinea in nr. 71 (din decembrie 1926) al ,,Contemporanului” - tribund importantd a
avangardei romanesti.

Registrul liric al lui Ion Vinea a fost foarte amplu, de la poezia simbolistd elegantd si deco-
rativd sau ironic-pateticd pana la modernismul invecinat cu extremismul avangardistilor, pe
care totusi s-a ferit sa-1 adopte in practica literard. Capacitatea lui de a trece de la o formula
poetica la alta a fost singulara in literatura romana, versurile lui putand aminti de Lucian Blaga,
dar si de Tudor Arghezi sau Adrian Maniu. Ca si Ilarie Voronca, Ion Vinea este un mare creator
de imagini, fara a sldbi insa niciodata controlul inteligentei artistice asupra fluxului imagistic.
Fatd de creatia sa poeticd a dovedit nepdsare, risipindu-si versurile in paginile diverselor
publicatii la care colabora, fara preocuparea de a si le aduna intr-un volum.

Vocatia esentiala a lui I. Vinea este ,poezia”. ,Numai el poate contine in stare purd esenta
poeziei”, marturiseste Vinea5!. In formularea lui Vinea, unicul gen e poezia, iar suprema
categorie estetica e fantasticul.

Ion Vinea este ,poetul legii”, avand constiinta acuta a unui drum unic, tragic, pentru cd ,neaba-
tut sunt, cum am fost menit”, scrie el, de aceea se va impotrivi destinului sdu uman. Conditia
lui ideald este singuratatea, izolarea in meditatie. Pustiul, mutenia, umbra, lacrima, ruga, amin-
tirea sunt, in poezia sa, elementele cele mai frecvente, circumscriind drama. Steaua insési, repre-
zentant al destinului, devine steaua in stingere, iar timpul dramei va fi ,ora palidd”, nedecisa,
ambigua, ascunzand si intretinand, totodata, tensiunea ,,in ord soapta destinului pandeste” 512

Primele poezii ale lui I. Vinea, publicate in revistele ,,Simbolul”, “Noua revistd roméana” si
“Seara”, stau sub semnul simbolismului. Tmprumuté motive si acorduri de la Minulescu si
Macedonski. Astfel, chiar poezia de debut, un sonet, expriméa o stare de reverie, sugerata, la
modul simbolist, prin ,, miresme de corole re-nviate” si nori ce par ,galere roze-n drum catre
Cytera”. Acelasi limbaj minulescian il intdlnim si in poezia ,Mare” (1912) , intr-un decor marin
macabru, care aminteste si de Macedonski. Scriind mult, Vinea ajunge sd stdpaneascd la
perfectie secretul acestui stil modern, remarcabil prin sensibilitate si simplitate.

Poetul isi cultivd inclinatia spre intelectualizarea lirismului, manuind imaginile cu savanta
stiintd. Poezia sugereaza stari interioare: asteptare, tristete sterild, oboseald prin intermediul
unor peisaje abstracte, foarte dificile pentru un chin profan ,,In memoriam”.

S1Valerian, I. De vorbi cu dl 1. Vinea / / Viata literard. Nr. 51, 1927.
512Pop, 1. Recapituliri. Bucuresti: EDP, 1995.
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Vechea simplitate a poeziei de tinerete apare numai uneori, usor tulburata in poemele
confesive, in care sufletul se destdinuie cu mai putina retinere. Acesta este ultimul stil specific
poeziei lui Vinea - rece, intelectual, abstract, a carui structura poetul o gasise inca din perioada
,Contemporanului”. Tristetea lui Vinea are un sunet specific in poezia romaneascd. El nu
cunoaste melancolia astralda a lui Eminescu, nici jalea instrdindrii unui neam ca Goga, nici
durerea metafizica in fata ,trecerii” ca Blaga. Mai terestru si mai individualist, Vinea plange o
durere omeneascd, o infrangere, o boald sau moarte a unei fiinte dragi. Poezia se zbuciuma in
spatiul unei personalitdti inchise, care se devorezi mereu. In formularea lui Vinea, unicul gen e
poezia, iar suprema categorie estetica e fantasticul. Fantasticul devine, astfel, un soi de matrice
stilistica, mod de distilare si purificare al lirismului, care, in orizontul fantasticului, isi lasa
partea prozaicd, ramanand esenta, singura care trece spre zonele imaterialitdtii ideale: in
,poezie apare toatd libertatea de miscare cdtre creatia absolutd, fara filozofie si reportaj.”513

Ideea de poezie (,stare sufleteascd” si ,treapta pe scara sensibilitdtii”5'4, asa cum observa S.
Aug. Doinas), e o apropiere medie de atitudinea expresionistd, un expresionism teoretic moderat.

Primele observatii care ating zonele profunde ale versurilor lui Vinea sunt cele ale lui N.
Davidescu, exprimate intr-un succint fragment din ,, Aspecte si directii literare”>15.

Privindu-1 ca pe o aparitie singulard, unica, $S. Cioculescu vorbeste de ,fenomenul Vinea in
literatura noastra”, il considera ,ferment activ de innoire”. Dupd mai mult de doud decenii, el
ramane la vechea sa convingere prin care adie simtita tendinta spre o largire a sferei de
generalizare a sferei: ,Ora fantanilor” consacra, in persoana lui I. Vinea, pe clasicul unor forme
poetice moderne”>1e.

E meritul lui Lovinescu de a fi sesizat un aspect fundamental al creatiei lui Vinea, in
,mobilitatea” talentului sau, ,aceastd cautare a ultimelor forme literare pentru a fi in ritmul
vremii”s?.

Ceea ce Lovinescu numise , talent si mobilitate” devine, in limbajul lui G. Calinescu, , instinct
tropic, ce-1 face sa se orienteze la cele mai mici schimbari ale soarelui liric”518.

Asa cum e, de rea credinta si detestand organic avangarda, cu instincte de paradoxal, C. I.
Emilian a precizat, in compozitiile moderniste ale lui Vinea, ,,0 inclinare temperamentald” si
,sinceritatea” viguroasa a expunerii, deci o libertate a simturilor nesupuse de ratiune5°.

Prin urmare, in aceasta din urmad se intrezdreste sidmburele unei anumite formari
intelectuale, valenta dubld de creator-teoretician neputand fi neglijatd, manifestindu-se in
abordarea intreprinsa de cel care o detine, fie prin reflexe de imaginar, razbatand din opera de
teorie sau din opera stiintifica, fie prin rdsunete ale teoriei, ale ideilor sau conceptelor stiintifice
de la baza formadrii spirituale a individului.

Tristetea lui Vinea are un sunet specific in poezia romaneascd. El nu cunoaste melancolia
astrala a lui Eminescu, nici jalea instrdinarii unui neam ca O. Goga, nici durerea metafizica in
fata ,trecerii” ca Blaga. Mai terestru si mai individualist, Vinea plange o durere omeneasca, o
infrangere, o boald sau moartea unei fiinte dragi.

Ceea ce E. Lovinescu numise , talent si mobilitate” devine, in limbajul criticului G. Calinescu,
,instinct tropic, ce-1 face sd se orienteze la cele mai mici schimbadri ale soarelui liric”.

Poezia lui I. Vinea a fost si continud sd fie un teren de fertile descoperiri ale criticii creatoare.
Primul critic literar care a intreprins o analiza sistematica a poeziei lui Ion Vinea a fost Serban
Cioculescu. Printre constatdrile sale de mare finete interpretativa, se numara si definirea acestui
stil de poezie drept impresionism intelectual. Dacd acest tip de poezie isi refuza aproape
programatic conventionalismul si discursivitatea, ea constituie, in acelasi timp, si un act perfect
lucid de reactiune, prin care poetul rupe legaturile cu traditia.

513Valerian, 1927.

514Vinea, 1925.

S15Davidescu, 1924, p. 142-147.
516Cioculescu, 1964, p. 2.

517Lovinescu, 1927, p. 442-445.

518Calinescu, 1968, p. 812.

519Emilian, apud Lovinescu, 1927, p. 119-122.
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Prin creatiile lui I. Vinea, literatura romana a ales calea modernismului, scriitorul avangar-
dist contribuind indubitabil la depdsirea decalajelor existente si la sincronizarea literaturii
noastre cu marile literaturi europene.
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Abstract

The analysis of the island in Mr. Tournier's novel "Friday or the limbo of the Pacific" in semiotic terms, refers
essentially to R. Barthes’ theory of punctum and the theory of praxis, applying its basic principles for the operation
of the island as a sign. We made comparison of the island with the punctum as defined by R. Barthes and we develop
an alternative hypothesis which logically leads us to talk this time of the island in the context of praxis. Moreover, it
is called the second part of the semiotic symbol of the island which is built around the possible match between
Ile/Praxis. Thus, Tournier’s Robinson transforming the island, is transforming himself and is geting conscious of
his identity, his freedom, and his moral, religion, his metaphysical essence.

Rezumat
Din perspectivi semioticd, analiza insulei din romanul lui M. Tournier ,, Vinerea sau valurile Pacificului” poate
fi efectuatd in termenii teoriei lui R. Barthes despre punctum si praxis, cu conditia ca insula sd fie luatd drept semn.

Il existe des textes, des themes universels connus a la grande majorité des lecteurs que nous
appelons les textes «forts». Tel est le mythe littéraire de Robinson réécrit par M. Tournier dans
son roman «Vendredi ou les limbes du Pacifique».

Dans notre article nous aborderons la question concernant le role de 1'ile dans 1'évolution
psychologique de Robinson.

Pourquoi I'ile présente un intérét particulier pour nous? Car, a notre avis, c’est I'ile autour de
laquelle s’articulent toutes les instances narratives du roman.

Sur le plan global, I'ille comme signe sémiotique représente 1'espace possédé, protégé, clos
sur lui-méme, qui peut avoir plusieurs signifiés en tant que tel. Elle devient souvent le
synonyme de consécration ou méme de la déconstruction, qui se lie avec la question de
I’absence de I'autrui.

En traitant la question de I'ile en tant qu'un signe mythique, on quitte le champ d’analyse
interprétative en faveur de l'analyse plutot sémiotique de l'invariant de I'ile. On essaie de
montrer une mythologie de Ille (qui lui est consubstantielle en littérature), de son
«occupation», de son appropriation dans la logique de L’ile ou le punctum / L'tle ou la praxis.

Les relations Robinson/{le sont régies par trois phases-clé du séjour de Robinson sur I'ile, ce
qui va nous permettre de mieux identifier et d'interpréter ce qu'on peut appeler la sémiotique,
ou le symbole de 1'ile520. Alors, ces trois phases peuvent étre réduites a:

(1) I'arrivée de Robinson dans I'ile;

(2) I'appropriation de I'ile;

(3) la redécouverte d’une autre ile.

Pour analyser l'ile sous un angle sémiotique, on se réfere essentiellement a la théorie du
punctum de R. Barthes et a sa théorie de la praxis, en appliquant ses principes de base au
fonctionnement de l'ile en tant qu'un signe. Afin d’étre plus ou moins exhaustif, on va
également essayer de recourir a I'analyse comparative, en prenant comme exemple le tableau
de Van Eyck et de Bruegel ou les particularités du fonctionnement du punctum sont bien
repérables. R. Barthes en parlant du punctum, parle plutdt de son effet optique: «ce n’est pas
moi qui vais le chercher, (..) c’est lui qui part de la scéne, comme une fleche, et vient me percer.
(...) je 'appellerai donc punctum; car punctum, c’est aussi: piqtre, petit trou, petite tache, petite
coupure»?1,

520Racault, 2009, p. 104-105.
2 Barthes, 1978.
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Ayant un effet optique, le punctum est un point, qui «aimante» immédiatement le regard de
celui qui le percoit. Au niveau de la technique de la représentation, 1'ile, elle-méme, a le méme
effet visuel. Tout en étant une petite tache, elle touche a la peinture. Ainsi, interprétant 1'ile
comme le détail en peinture, il nous parait intéressant de comparer cet effet visuel de 1'ile,
qu’on lui attribue, avec des tableaux, ou I'lle comme dimension géographique joue un role
important. Si I'on regarde le tableau de Van Eyck «La Vierge du Chancelier Rolin», le regard se
concentre sur la petite ile au milieu du fleuve. Cette ile signale le centre géométrique de la
composition comme un ilot bleuatre signale le centre géométrique de la «Joconde» de Léonard
de Vinci ou celui de la «Chute d’Icare» de Bruegel:

“La Chute d'Icare” de P. Bruegfllel «La Vierge du Chancelier Rolin» de V. Eyick

Alors, on voit bien que les éléments, voire les détails du punctum de Barthes y sont bien
présents, ce qui produit un effet optique tres fort: «elle m’anime autant que je 'anime. Je mets
de I'existence dans cette ile, et non de la représentation».522

Alors, les correspondances sont bien repérables avec l'lle de Robinson, qui comme un
élément central dans le roman de Tournier, du point de vue narratif ou du point de vue
structural, produit le méme effet sur le protagoniste que les tableaux ci-dessus sur le spectateur.
C’est I'image de I'fle en tant que femme ou épouse, qui devient une partie inséparable, une
particule de la structure méme du personnage en formant 1'unité avec lui.

Comme on l'a trop souvent dit, 1'ile est ce lieu révé parce qu'il est clos; il s’apparente au
jardin d’Eden. On la congoit comme un lieu circulaire: une forme pure et close, un symbole de
I'éternité et de 'auto-suffisance. Or, I'ile correspond a cet impératif. Pierre Jourde écrit dans ce
sens: «L’ile idéale n’a pas de parties. En revanche, on la dessinerait volontiers par un cercle ou
mieux, par un point»53. Dans cette logique, I'ile de Robinson n’est rien d’autre qu'un lieu
suspendu dans le temps et I'espace. Il se présente au protagoniste justement comme un micro-
cosmos d’out il n'y a pas d’issue. C'est sous cet effet de punctum que Robinson reste dans I'ile-
cercle et refuse de revenir parmi les gens. Du coup, nous voyons en quoi l'ile est un
microcosmos, un reflet, un lieu de re-création, de fondation ou de développement du macro-
cosmos que sont le continent et le reste du monde52.

L’ile en peinture est un détail qui doit étre découpé de la toile avant étre apprécié par le
spectateur: «De la fascination, le spectateur peut passer au désir, finalement, de découper
I’ceuvre».525 Alors, on retrouve encore 1'une des caractéristiques du punctum selon Barthes: «un
effet de déchirure intérieure - qui ici menerait a la déchirure (découpage) de la toile regardée.
L’ile représentée incarne le désir de rendre ile (isoler, couper du monde, ou du reste de la toile)
tout détail aimé par celui qui regarde...»52

Si I'on essaie de mettre en parallele cette définition du punctum barthésien avec le signe de
I'ile, on peut constater que comme le punctum, I'ile regardée est vécue comme une évidence,
«constituant elle-méme une découpe au sein d'un processus de représentation». Ainsi, l'ile

S2Barthes, 1978.
*>Jourde, 1993.
524Nora, 2003.
525 Arasse, 1996.
526Barthes, 1978.
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apparait comme le paradigme de I'espace clos, donc du lieu de délice; le paradigme du lieu que
I’on aimerait habiter; et comme 1’embléme, en termes d’objet représenté, du détail en peinture.

On retrouve ici deux paradigmes: (1) I'ile en tant qu’objet réel représente pour nous le lieu
d’habitation, parce qu’elle se présente comme une découpe du monde; (2) le détail sur la découpe de
cette découpe, voire la découpe que le peintre opere dans son tableau. C'est justement par cette
caractéristique que l'objet «ile» et son expression devient un motif littéraire par excellence,
comme c’est le cas de «Robinson Crusoé» de D. Defoe ou celui de M. Tournier avec «Vendredi
ou les limbes du Pacifique».527

Alors, si l'on fait cette comparaison de I'ile avec le punctum comme le définit R. Barthes, on
pourrait dans le méme ordre d’idées, développer une autre hypothese qui logiquement nous
conduit a parler cette fois-ci de I'ile dans le contexte de la praxis. D’ailleurs, on peut ainsi parler
du deuxieme volet sémiotique du symbole de I'ile qui se construit autour de la correspondance
possible entre Ile/Praxis. Compte tenu de la définition générale du mot «praxis» (dans les
sciences humaines «praxis» désigne spécifiquement les activités codifiées, la maniére générique
de penser la transformation du milieu naturel et des rapports sociaux), notre étude pourrait étre
portée sur le role de l'ile en tant qu'un signe modificateur, étant donné que la transformation
est en général un concept de base du terme «praxis».

Avant d’aborder cette question plus en détail, il est important de remarquer que 1'ile, en tant
qu’objet littéraire, peut étre congue comme un signe vide (de ce point de vue, ce n’est pas par
hasard que le navire qui fait naufrage dans «Vendredi ou les limbes du Pacifique» de Tournier
s’appelle «La Virginie»). Donc, on ne parle pas d'une ile déja habitée, organisée, exploitée
rationnellement, complétement civilisée. Il ne s’agit que d'une ile, d'une terre détachée du
continent, comme une sorte d’annexe, rien de plus.

Avec Robinson, I'ile passe de la terre stérile a la terre exploitée, au territoire administré, au
royaume ou Etat de droit (le Robinson de Tournier se proclame «gouverneur de Speranza» et
rédige une «charte»). Mais ce qui est intéressant c’est que cette transformation du signe porte
un caractere interactif: on peut parler de la double transformation, de la double praxis. L’ile et
Robinson, deux signes divergents qui fonctionnent au sein de la méme structure, agissent 1'un
sur l'autre en se modifiant réciproquement. Ainsi, d"une part c’est Robinson qui transforme l'ile
et de l'autre c’est l'ile, elle-méme, qui est le principal déclencheur de la métamorphose de
Robinson. En transformant son environnement, Robinson se transforme lui-méme et prend
conscience de son identité, de sa liberté, et produit du sens (moral, religieux, métaphysique).
Dong, ses découvertes, ses réalisations assez invariables aboutissent a un double mouvement et
résultat: Robinson faconne son ile et I'ile fagonne Robinson. Valéry écrit a ce propos: «Robinson
finit par avoir fait son ile et finit par se faire lui-méme»52.

En guise de conclusion, on peut constater que le sujet de I'ile tout en étant un sujet-clé de
tous les Robinsonnades, laisse un vaste champ d’analyse et de réflexions. La problématique de
l'ile peut étre schématisée sous forme d’une matrice thématique qui implique toute une série de
questions qui ont une importance primordiale et qui accompagnent naturellement 1’analyse du
sujet de 1'ile. Parmi ces questions - le probleme de la solitude comme résultat du rétrécissement
du champ de conscience. Ce probleme se lie logiquement avec celui de I'absence de I’ Autrui.
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Abstract

Some translations of Grigore Vieru's poems are presented below.

Rezumat

Propunem mai jos variante de traducere a operelor lui Grigore Vieru.

Nici o stea

Nici o stea nu e sdracd
Atata timp cat se vede.
Nici un neam nevoias,
Cat are un cantec, un grai.
Sa ai un ldcas propriu,
Un grai al tau din adanc,
O memorie proprie -

Iatd ce este Patria.

Hei! Ce cauti acolo sus?!

Bocancul spaimei cerul a spart.

Pamant bun, negru,
Aluneci dus de suvoaie.
Multumeste mamei!
Cata vreme raman
Mamele jos pe pamant,
Nici o tard nu e sdraca.

in Limba Ta

In aceeasi limba

Toatad lumea plange,

In aceeasi limba

Rade un pamant.

Ci doar in limba
Durerea poti s-o mangai,
Iar bucuria

S-0 preschimbi in cant.
In limba ta

Ti-i dor de mama,

Si vinul e mai vin

Si pranzul e mai pranz.
Si doar in limba

Poti rade singur,

Si doar in limba ta

Te poti opri din plans.
Iar cand nu poti

Nici plange si nici rade,
Cand nu poti mangaia
Si nici canta,

Cu al tdu pamant,

Cu cerul tau in fatd,

Tu taci atuncea

Tot in limba ta.
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Not a star

Not a star is poor

Aslong as it is seen

Not a nation being needy
Aslong as it has a song, a speech.
To have your own house

Your own speech from the depth
An own memory -

This is a Homeland.

Hey, what are you doing up there?
The shoe of fear broke the sky
The good, black Earth ( Soil )
Slips led by the streams.

Thank your mothers!

As long remain

The mothers down on the Earth
No country is poor.

In Your Language

In the same

Everyone is crying,

In the same language

A ground is smiling.

But only in your language

The ache could be cherished

And the joy be changed into a song.
In your language

You miss your mother,

And the wine is more like wine.
And the dinner is more like dinner.
And only in your language

You could laugh alone,

And only in your language

You could stop crying.

But when you cannot cry or laugh,
When you can not cherish

And can not sing,

With all your ground and the sky above
you,

You are silent

Still, in your language.



Tacerea mamei

Tacuta

Esti, draga mea mamad,
Tacuta.

Ca mierla

Ce - nhamad, deshama,
Ca mierla.

Ca frunza

Cand merge la coasd,
Ca frunza.

Ca iarba

Cand sade la mass,

Ca iarba.

Ca steaua

La moaré cand duce
Ca steaua.

Ca piatra
Ce-aminte-si-aduce
Ca piatra.

Ma rog

Mad rog de tine, ploaie,
Cand zbor cdtre planete.
Stropeste gura mamei
Si-o apdrad de sete.

Mad rog de tine, codru,
(Céci anii tdi tot fi-vor)
Cuprinde-i cald fiinta.
Si-o apdrad de vifor.

Ma rog de tine, iarba,
Mangaie-i talpa goala

Si sarea grea din oase
Si-o apdra de boala.

Ma rog de tine, munte,
Cat zboru-o sda ma poarte
Sarutd ochii mamei

Si-i apara de moarte.

Parul mamei

Cate case ai uns tu, mama,
Cu var, cu lut!

Albeste in pdrul tdu, mama
Varul acel de demult.

Cat am plans eu

Strans in al foamei cleste!
Stdteai noaptea ca la priveghi
in pdrul tdu, mama, albeste
Sarea lacrimilor mele vechi
Sara eu iti probozesc nepotul
(a4 ti se urcd in cap si-i rdu.
Dar se muti la tine cu totul
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Mother’s Silence

Silent

You are my dear mother,
Silent.

As the blackbird

That is harnessing and unharnessing,
As the blackbird.

As the leaf

When is goig to haymaking,
As the leaf.

As the grass

When is sitting at the table,
As the grass.

As the star

When is going to the mill,
As the star.

As the stone

That is remembering,

As the stone.

I beg

I beg you, rain,

When fly to planets

Wet my mother’s mouth
And protect it of dryness.
I beg you, Codrii,

(You are surviving)
Embrace her body hotly
And protect her of snowstorm.
I beg you, grass,

Caress her bare feet

And the salt in her bones
And protect her of illness.
I beg you, mountains

As much as the flight

will conduct me

Kiss my mother’s eyes
And keep them immortal.

Mother’s Hair

How many houses have you oiled, Mother,
With lime and with clay!

That lime is whitening in your hair,
Mother.

How many times I cried because of
hunger!

And you were awaking during the night.
The salt of my old tears

Is whitening in your hair, Mother.

In the evening I am troubling you,

Your grandson,

So that it is climbing in your head



Si plange tot in pdrul tau.

Patria

Patria asta e o paine calda.

Véntul dsta e un vin domnesc.

$i pelinul - busuioc sélbatic.

Vine ziua aurindu-mi painea

Vine seara aromandu-mi vinul.
Vine mama indulcindu-mi gandul.

Maiinele mamei

Céand m-am ndscut, pe frunte eu
Aveam coroana-mpadrateascad:
A mamei méana pdrinteasca,

A mamei mand pdrinteascd.
Duios, o, mama eu intai

Cu méana dragei mele fete

S-au intalnit la mine-n plete,
S-au intalnit la mine-n plete.
Copii am. Dar si acum cand
Vin zorii noaptea s-o destrame,
Gasesc pe frunte mana mamei,
Gadsesc pe frunte mana mamei.
O, ména ei, 0, méana ei,

O, méana ei, ca ramul vested,
A-mbatranit la mine-n crestet,
A-mbatranit la mine-n crestet.

Buzele mamei

Iar buzele tale sunt, mama4,
O rana tacutd mereu,
Mereu presuratd cu tarna
Mormantului tatalui meu.
O, buzele ce sdrutara

Al tatei mormant

Mai mult ca pre dansul,
Pre tata-n

Putinii lui ani pre pamant.
Acuma cand nu te poti, mama,
De sarea din sale pleca,
Cine ridicd mormantul
Spre gura uscatd a ta?!

Formular

- Numele si prenumele?

- Eu

- Anul de nastere?

- Cel mai tandr an: cand se iubeau parintii

And it is bad.
But he is coming to you forever
And he is still in your hair.

The Homeland

This homeland is like a fresh warm bread.
This wind is a reign wine

And the wormwood - a wild sweet basil.
The day is coming gilding the bread

The evening is coming flavoring the wine.
Mother is coming sweetening my thought.

Mother’s Hands

When I was

I had an emperor crown on my
forehead :

My mother’s parental hand,

My mother’s parental hand.
Tenderly, oh, firstly her hand

Had met in my hair

Had met in my hair

With my loving girl’s hand.

I have children. But even now

When the daybreak comes

To dissolve the night

I feel my mother’s hand on my head,
I feel my mother’s hand on my head.
Oh, her hand, oh, her hand,

Oh, her hand, withered like branch
Have aged on my head,

Have aged on my head.

Mother’s Lips

Mother, your lips

Are always like a silent wound
Forever sprinkled

With my father’s grave soil

O, the lips that

Kissed father’s grave

More than himself,

My father,

During his few years on the earth.
Now, when you could not

Bend because of the salt

In your loins,

Who would raise the grave

To your dry lips?!

Blank

- The name and the surname?

- L

- Date of birth?

- The youngest year: when my parents



mei.
- Origine?
- Ar si seaman
- Dealul acel din prejma codrilor
- Stiu toate doinele.
- Profesiunea?
- Ostenesc in ocna cuvintelor.
- Pdrintii?
- Am numai mama.
- Numele mamei?
- Mama
- Ocupatia ei?
- Asteaptd.
- Aifost supus judecatii vreodatd?
- Am stat niste ani inchis in sine.
- Rubedenii peste hotare ai?

- Da. Pe tata ingropat in pamant strain.

Anul 1945.

Faptura mamei

Usoara, maica, usoara,

C-ai putea sa mergi calcand
Pe semintele ce zboara
Intre ceruri si pAmant.

In priviri c-un fel de teams,
Fericita totusi esti -

larba stie cum te cheama,
Steaua stie ce gandesti.

Legamant

Stiu: candva, la miez de noapte,
Ori la rasarit de soare,
Stinge-mi-s-or ochii mie
Tot deasupra cartii sale.
Am s-ajung atunci, poate,
La mijlocul ei aproape.

Ci sa nu-mi inchideti cartea.
Ca pe recile-mi pleoape.

S-o ldsati asa deschisa,

Ca baiatul meu ori fata

Sd citeasca mai departe

Ce n-a reusit nici tata.

Iar de n-au s-auza dansii

Al stravechii slove bucium,
Asezati-mi-o ca pernd

Cu toti codrii ei in zbucium.

Cuvantul Mama

Pruncii il zuruie.
Batranii il viseaza.
Bolnavii il soptesc.

184

loved each other.

- Your origin?

- Tam ploughing and sowing the hill
around the forest.

I know all the folk songs.

- Your profession?

- Tam exerting myself in the jail of words.

- Your parents?

- Thave only my mother.

- Your mother ‘s name?

- Mother.

- Her occupation?

- She is waiting.

- Have you ever been tried?

- Istayed some years imprisoned in
myself.

- Have you any relatives in the foreign
countries?

- Yes,  have. My father is buried in a
foreign land. In 1945.

Mother s creature

Easy, mother, easy,

You would go trampling

On the seeds flying

Between the sky and the ground.
In your eyes with little fear,

You are however happy -

The grass know you by name,
The stars know your thoughts.

The Pledge

I know: once at midnight

Or maybe during the sunrise

I will fall asleep

Still on his book.

I will come to, its middle

And you should not close the book
As my cold eyelids.

Let it be open

So that my son or daughter

Would read it farther

What their father failed to read.
But if they do not hear

The breathing of the immemorial ancient
words

Then, put me it like a pillow

With all its agitated forest.

The Word ,,Mother”

Babies are babbling it.
The old men are dreaming it.
The ill are whispering it.



Mutii il gandesc.
Fricosii il striga.
Orfanii il lacrima.
Ranitii il cheama.
Iar ceilalti il uita.

O, Mama! O, Mama!

Am rupt acest trandafir

Rostesc cuvinte

Ca sd iau aer.
Adorm,

Ca sd nu mai stiu.
Tai paine,

S-o bucur pe mama.
Ascult mierla,

Ca sd nu mint.

M3 uit la tei,

Ca sd nu uit.

Am rupt acest trandafir. De ce?

* Ok

Cum nu sunt doi pomi
Intocmai la fel,

Si nici doud popoare;

Cum nu se aseamana perfect
Cicoare cu cicoare -

Astfel, maic3, si tu

Esti unica-n lume,

In cantecul

Ce-mi bate sub tample.
Nimeni nu

Poate golul sa-1 umple,
Golul ce-l lasi -

Nici cantecul meu,

Nici popularul meu nume,
Nici tara chiar, care

La fel mi-e de scumpad si ea.
Ramai.

Mai ramai.

Nu pleca.

Locuiesc

Locuiesc la marginea
unei iubiri.

La mijlocul ei

trdieste credinta mea.
Locuiesc la marginea
Unui cantec.

La mijlocul lui
trdieste speranta mea.
Locuiesc la marginea
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The mute are thinking about it.
The cowards are crying it.

The orphans are tearing it.

The hurt are calling it.

The others are forgetting it.
Oh, Mother! Oh, Mother!

I have cut this rose

I am saying words

To breath in air

I am falling asleep

Not to know

I am cutting the bread

To make my mother glad
I am listening to the blackbird
Not to lie

I am looking at the lime
Not to forget

I have cut this rose. Why?

* Ok

As two trees

Cannot be identical,

As two nations

Cannot be.

As two chicories

Are not perfectly identical
So, you, mothers are unique
In the world,

In my heart,

In my song

That beats at my temples.
Nobody will

take your place

your empty place

that you leave,

not even my song

nor my popular name.
not even the country that is
as dear as you.

Stay.

Stay some any more.
Don’t go...

Ilive

I'live at the edge

Of my love.

In the midst of love
My belief lives.
Ilive at the edge

of a song

in the midst of song
my hope lives.
Ilive at the edge



Unei paini.
La mijlocul ei -
Dragostea mea pentru voi.

Ars poetica

Merg eu dimineata, in frunte,
Cu spicele albe in brate

Ale parului mamei.

Mergi tu dupd mine, iubit-o,
Cu spicul fierbinte la piept
Al lacrimii tale.

Vine moartea din urma

Cu spicele rosii in brate

Ale sangelui meu -

Ea care nimic niciodata

Nu inapoiaza.

Si toti suntem luminati.
De-o bucurie neinteleasa.
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Of a bread
In the midst of bread -
My love for you.

Ars poetica

I am walking in the morning

With he white grains

In my arms of my mother’s hair.

You walk after me, my lover,

With the grain hot at the chest of her tears.
The death is coming behind

With the grains red with my blood

In its arms.

Death which never returns anything back.
And we are all

Lighted by an unknown joy.



TRADUCERI IN ENGLEZA DIN MIHAI EMINESCU SI GRIGORE VIERU
Luiza SOSU,

lector universitar,
Universitatea de Stat ,, Alecu Russo”, Balti, Republica Moldova

Abstract
Some translations of Mihai Eminescu and Grigore Vieru’s poems are presented below.

Rezumat
Propunem mai jos variante de traducere a operelor lui Mihai Eminescu si Grigore Vieru.

Ander the aegis of the “absolute language” as Eugenio Coseriu defined poetry, our cultural
life has integrated at last both sides of the river Prut into one realm - Roumanian spirit.

It was the large commemoration (in Roumania as well as in Moldova) of our two great poets
Mihai Eminescu - 160 years from his birth and Grigore Vieru - one year from his tragic death
last year that contributed to the spiritual unification of the nation - an event that prophetically
had been heralded in their poesy.

But it divined, too, some other vexatious problems besetting our society - debasing of
mother tongue, uncontrolled desinhibition of language, total disregard for the spoken and
written word. All these cause critical disbalance in our souls. G.Vieru expressed it in one of his
poems as a cri de coeur to the Creator: “Why m a n bestowed with voice from Thee / And not a
flower or a tree?” M. Eminescu’s vehement quest for a true word is reflected in his “Second
Letter”, as well as in many a poem. This being my predilection, it prompted the translation of
the poems below as a humble homage to our beloved poets.

Mihai Eminescu

SE BATE MIEZUL NOPTIL... THE CHIME OF MIDNIGHT BELLS...

Se bate miezul noptii in clopotul de-arama, The chime of midnight bells my soul in
Si somnul, vames vietii, nu vrea sd-mi ieie vigilance does keep,

vama. As Morpheus at life's boundary would
Pe cdi batute-adesea vrea mintea sd ma banish me from sleep.

poarte,

The trodden path my mind takes one thing
for me to fathom -

If I could life and death discern and mingle
them together.

But the cross of my balance-thought even
shall be my Lord,

S-asaman intre-olalta viata si cu moarte;
Ci cumpana gandirii-mi si azi nu se mai
schimbd,

Céci intre amandoud std neclintita limba.

For between the two for ever stands the
unshaken pivot - Word!

CRITICILOR MEI To MY CRITICS

Multe flori sunt, dar putine Lots of flowers in fresh-blown but
Rod in lume o sa poarte, But only few shall be bearing fruit.
Toate bat la poarta vietii, To the portals of life they all throng
Dar se scutur multe moarte. Yet, a lot shall not trespass its foot
E usor a scrie versuri This not a task of strain to rhyme
Cand nimic nu ai a spune, In empty words of wit that strays,
Tn@irénd cuvinte goale Or, el‘se, to palaver the great

Ce din coadd au s& sune. Ye, pigmy poets of nowadays

But when desires of my heart

In their flood my soul darken,

And their voices unappeased

My mind stands them all to harken -

Dar cand inima-ti framanta
Doruri vii si patimi multe,
S-a lor glasuri a ta minte
Sta pe toate sd le-asculte,
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Ca si flori in poarta vietii
Bat la portile gandirii,

Toate cer intrare-n lume,
Cer vestmintele vorbirii.

Pentru-a tale proprii patimi,
Pentru propria-ti viatd,
Unde ai judecatorii,
Ne'nduratii ochi de gheata?

Ah! atuncea ti se pare
Ca pe cap iti cade cerul:
Unde vei gdsi cuvantul
Ce exprimad adevarul?

Critici voi, cu flori deserte,
Care roade n-ati adus -

E usor a scrie versuri
Cand nimic nu ai de spus.

GRIGORE VIERU

CHIPUL MAMEI

Usoara, maica usoara

C-ai putea sa mergi calcand
Pe semintele ce zboara
Intre ceruri si pAmant.

In priviri cu-un fel de teama
Fericita totusi esti -

larba stie cum te chema
Steaua stie ce gandesti!

LEGAMANTUL

Lui Mihai Eminescu

Stiu: candva, la miez de noapte,
Ori la rasarit de Soare,
Stinge-mi-s-or ochii mie

Tot deasupra cartii Sale.

Am s-ajung atuncea, poate,
La mijlocul ei aproape.

Ci sa nu inchideti cartea
Ca pe recile-mi pleoape.

S-o lasati asa deschisa,
Ca baiatul meu ori fata
Sa citeasca mai departe
Ce n-a reusit nici tata.

lar de n-au s-auza dansii
Al stravechii slove bucium,
Asezati-mi-o ca pernd

Cu toti codrii ei in zbucium
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As flowers at the Porch of Life

They all throng at my mind's porch,
They all crave entrance to the world,
They all seek light of language torch.

Who dare then adjudge my life,
My heart's many a high desire?
Who dare cast a glacial eye
Upon my soul's burning fire?

Neither for glory nor for fame
Consumes to move heaven and earth
Scotching my brain for immortal lay
In torments of a tr u e word birth.

Critics clan, ye, barren flowers
Fruitless are you in your lays.

Tis not a task of strain to rhyme
In empty words of wit that strays.

MOTHER'S ICON

Thou walk in chastity and grace
So lightly, that the seeds of air
Could bear thee to ether space
To overtake thy soul's prayer.

Thy eyes in trepid owe inquire,
Yet, blissfully happy thou art.

To the stars thy mind doth spire -
Humble grass rejoices thy heart.

AVOWAL

To the Poet-Sire Mihai Eminescu
Let me avow that at my death
Over his Book shall fade my eyes

Whether'n the shroud of midnight,
Or in the mist of the sunrise

I shall have reached, by then, perchance

Well - nigh the middle - but I plead:
Shut not the Book, turn not a leaf
As you shall close my cold eyelid.

You leave it open that my son

Or daughter may challenge my quest
And to their offspring cherish

Our Poet-Sire prophetic behest.

If trumpet of ancestral word

Be wasted on them - a pillow
Chest the Book for my head to rest
On its whirl of woods and billow



POEIZIl S| ALTE CREATII
POEMS AND OTHER WORKS
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POEZI1
Georgiana Elisabeta PANAIT,

Ramnicu Sarat, Romania

Muzica .... Negatia...
Muzica sferelor a preluat conducerea- Norii mintii tale
zambetului tdu. imi acoperd sperantele.

Aerul vesniciei imi aprinde inima. Picaturile de roud

Dragostea mea te invaluie-n

mireasma freneticd a adolescentei.

Flori, sperante, vise....

Flori de cristal-

prinse-n parul

Existentei tale.

Colier din vise si diadema-
De sperante ti-am oferit.
Numai flroi, vise, sperante...

Pariu cu timpul....

Am pus pariu cu timpul
Am pariat pe memorie
Dar m-a pardsit. -

in favoarea timpului....
Am pariat pe bogatie-
Am pierdut-o,

In favoarea timpului...
Am pariat pe nemurire-
Am pierdut-o,

In favoarea timpului...
Am pariat pe speranta-
Si am castigat totul!

Gradina

In gradina cerului
Polenul cugetului

Se scutura usor...

Glasuri de fantani
Impanzesc raiul.

ledera se odihneste -

sub bolta veciei,

ca o pasdre; viata -

cantd iar stelele danseaza.

Nu-mi pasa....

S-a stricat masina
De fabricat vise...
s-a stricat fabrica

imi umezesc inima-
uscatd de mania ta.
Razele soarelui

imi reaprind dorinta-
De negare:

Nu te cunosc!

Roadele....

Din spicul auriu

am cules bogatia.

Din veninul sarpelui -
Ti-am adunat sanatatea....
Din timpul pierdut
Am cules doar
Regrete....

Casa pdrinteasca

Pe pragul brazdat

De pasii vietii,

Tdcerea amintirilor sta.
Sub pleoapa casei

Trece lacrima regretului.
Arborii timpurii

Isi scuturd umbra....
Péana cand?

Marea...

Valuri pale,
Stanci arse
Si o plajd sangeranda....

Glasuri moarte inunda marea....

Sunetele vapoarelor valseaza
In vant....
Valuri, vapoare, vals....

Lui Adrian Paunescu

Muzica sferelor -
a preluat sufletul tdu,

aerul vesniciei ti-a cuprins poezia.
7
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de inspiratie,
s-a stricat totul....
dar nu-mi pasa..!

Atmosfera grea....

Ploud, ninge.....

In sufletul meu -

Totul se aduna.

Arborii cu palmele intinse -
Tremurd sub umbra ceasului.
Printre picaturile de timp
Pasesc pe potecile amintirilor.
Revino in sufletul meu!

Murim....

O zi plind de vise,
O zi fara suspine,
O zi cand nu mai esti....

O naturd goala....

Fard noi a doua oars,
Miratd luna ne cautd,
Soarele n-o sd mai rasara.

Tristi cd nu mai privim cerul...
Cortegiile sub ploi grele -

Ne conduc in vesnicia técerii,
Asa de repede murim....

intrebari

Plangand intreb:
- Voi sunteti?

Imi rdspunde linistea amintirilor:

- Poate....

Ma-ntorc spre fotografia lor,
Admir, surdd si md prabusesc,
In labirintul meditatiei.

Imi umplu cupa iar cu vise,

in soapta, valsez pe ritm de sperante.

Unde esti, copildrie?

Mireasma3 a veacului creator,
R&mai cu bine!

Coroana cerului s-a deschis,

Sufletul ti la cuprins,

Norii ti se astern la picioare -
Purtandu-te pe covorul alb al viselor.
Marite poet, lumina linistii

Te-a cuprins in voalul eternitatii....

Nu-mi pasd de nimeni,

Cuvantul tau e rod de liniste pentru mine,
Creez doar pentru tine...

Covor de liniste, vise, suspine....

Pornesti agale catre
fericirea eternd,

Noaptea plange, ziua tipa...
dupa tine, marite scriitor!

Amurgul vietii vine,

fara tine....

Senind privesc la toate

ce Inca vor veni....

madrite scriitor....fara tine!

Al revarsat peste noi.
flori de fericire,
Zambete cu iubire,
Parfum de nemurire....

Logodna mistica

Goi pe patul timpului curgator-
Stam.

Inima-mi bate, ochii-mi zadmbesc....
Inelul primesc....

Degetele-mi tremura....

Cantand un vals.

Zambet, dragoste, vise...
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OPRITI BETONUL!
Luiza SOSU,

lector universitar,
Universitatea de Stat ,, Alecu Russo”, Balti, Republica Moldova

,Era ca de lapte. Si linia
alba de pe drum l-a dus
direct in temelia de beton”
(Raisa Vieru)

Se toarnd beton peste glie,

Pe iarba, pe flori, la rdscruci -
Ca iarba si nu mai invie,

Ca drumul sd nu-l mai apuci.

Se toarnd beton pe morminte,
Se toarnd beton peste cruci -
Sad nu-ti mai aduci aminte,

Si crucea sd nu ti-o mai duci.

Si cuib randunica nu face
La casa cu albe lambrii -
De beton, dar stingera ea zace
In dor de parinti si copii.
21 februarie 2009

194



VISUL UNEI NOPTI SPRE BOBOTEAZA
(Basm)

Luiza SOSU,
lector universitar,
Universitatea de Stat ,, Alecu Russo”, Balti, Republica Moldova

Se fdcuse o gradind mare, mare de tot. Ea se intindea in toate partile pdmantului. Sute de
pomi si arbusti cresteau in aceasta livada si toti erau diferiti. Fiecare facea fructele lui si fiecare
avea si ingrijitorul lui.

In partea mai de rasarit a gradinii, crestea o tufd de vie. Pazitorul ei o ingrijea cu dragoste si
vita dadea roada bogata. Cand fructele si strugurii se coceau, la fiecare pom ori arbust veneau
culegatorii. Ei culegeau fructele si slaveau pe Domnul. Darurile cele mai frumoase si le ofereau
unii altora. Cel mai mult le placea la toti rodul vitei, dar si vinul ce il faceau din struguri.

Ingrijita si viguroass, via a dat intr-un an o mladitd vanjoasd ce s-a inaltat in sus. Carceii
acestui butuc se agdtau de ceva ce nu era vizibil pentru ochii omenesti. Asa a crescut el timp de
cativa ani, de nu i se mai vedea varful. Toamna, de sus, cddeau niste fructe uscate de culoarea
chihlimbarului ce aveau un miros si gust divin. Se minunau culegdtorii si mai mult iLL slaveau
pe Dumnezeu. Dar multi dintre ei carteau: ,Ce ne trebuie? Nu putem face vin din stafidele
acestea! Mai bine sa taiem acest curmei si vom avea mai multd poamad si mai mult vin!”

Slujitorul viei insd nu le-o permitea. Zi si noapte, veghea el asupra arbustului minunat.
Atunci cei mai vicleni au urzit un complot impotriva lui. Intr-o noapte intunecoass, i-au
implantat cutitul in spate. Apoi au urcat pe tulpina buciumului vertical ca sa-1 taie. Vita fiind
prea groasd, ei urcau tot mai sus. Cu cat mai sus urcau, cu atat mai rece se facea. Au inceput sa
cada primii fulgi de zapada. Si erau acesti fulgi asa de luminosi si stralucitori ca le-au orbit ochii
si ei cdzurd la rdddcinile vitei. Aici zacea mort Vierul, iar la acesti fulgi sfintiti se addugau
lacrimile culegdtorilor, veniti din toatd gradina acea minunata. Nu se mai intamplase vre-o data
asa viclesug.

M-am trezit si am inteles ca zdpada orbitoare erau apele Botezului ce veneau s ne inmoaie
inimile invartosate, ca Vierul era ingerul pazitor al neamului meu, ce face parte din marea
gradind a popoarelor lumii, iar vita verticald este credinta dreapta in Dumnezeu, unica
salvatoare a raticirii omenesti.

18 ianuarie, 2009
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Angela Cosciug

Sémiotique:
éléments et principes
théoriques de base

Angela COSCIUG, Sémiotique: éléments et principes théoriques de base, Balti:
Presa universitara balteana, 2011. 125 p.
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Moldova; 2) participantd la numeroase colocvii stiintifice si seminare nationale si internationale; 3)
autoare de lucrari stiintifice si didactice.
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Max Graff 1) asistent universitar, doctorand, Universitatea din Heidelberg, Germania; 2) participant la
numeroase colocvii stiintifice si seminare nationale si internationale; 3) autor de lucrari stiintifice si
didactice.

Ioana Boghian: 1) asistent universitar la Catedra de Limbi si Literaturi Strdine, Facultatea de Litere,
Universitatea din Bacdu, Romania; 2) doctorandd; 3) participantd la numeroase colocvii stiintifice si
seminare; 4) autoare a 13 lucrari stiintifice si a 2 lucrdri didactice; 5) membra (fondatoare) a multor
grupuri si societati stiintifice din tara si de peste hotare (CETAL (Facultatea de Litere, Universitatea din
Bacdu), AROSS (Asociatia Romsnéd de Studii Semiotice), RSEAS (Asociatia Romand de Studii Britanice si
Americane), ESSE (Societatea Europeand de Studiere a Limbii Engleze) etc.); 6) domeniile de cercetare:
filologia englezd, culturologia, stiinta literard, semiotica literara.

Angela Cosciug: 1) doctor in filologie; 2) conferentiar la Catedra de filologie franceza a Universitatii de
Stat ,,Alecu Russo” din Balti; 3) membra a Seminarului de Profil de Sustinere a Tezelor de Doctorat la
specialitatea 10.02.05-Limbi romanice (Universitatea de Stat din Moldova); 4) membra a Consiliului
Specializat de Sustinere a Tezelor de Doctorat la specialitatea 10.02.05-Limbi romanice (Universitatea de
Stat din Moldova); 5) recenzent oficial si conducator de teze de doctorat in filologia romanica, expert
national al manualelor de limba franceza pentru institutiile preuniversitare din Republica Moldova; 6)
din 2007, studii de post-doctorat la Universitatea de Stat din Moldova; 7) autoare a 80 de lucrdri stiintifice
si didactice (monografii, eseuri, manuale, ghiduri, note de curs, articole, rezumate), publicate in tard si
peste hotare (Roménia, Rusia, Canada, Albania etc.); 8) organizatoare de colocvii nationale si
internationale, desfdsurate in tard si peste hotare; 9) editoare de volume ale manifestarilor stiintifice
nationale si internationale; 10) participanta la 85 de intruniri stiintifice nationale si internationale; 11)
redactor-sef al revistelor ,Limbaj si context” si ,Glotodidactica”; 12) membrd a comitetului stiintific al
revistei ,Mosa Te Ictopusa” (,Limba si Istorie”), publicatd in cadrul Universitdtii Nationale ,Taras
Sevcenko” din Kiev, Ucraina, al revistei ,Communication Interculturelle et Littérature”, publicatd in
cadrul Universitatii ,Dundrea de Jos”, Galati, Romania, al revistei ,Concordia Discors vs Discordia
Concors”, publicatd in cadrul Universitatii ,Stefan cel Mare” din Suceava, Romania, al revistei
»Interstudia”, publicata in cadrul Universitatii din Bacdu, Romania, al revistei ,Universalia”, publicatd in
cadrul Universitatii de Arte si Design , Gheorghe Dima” din Bucuresti, Romania, al revistei , African
Political Science and International Relations” (Nigeria); 13) bursierd a Guvernului Frantei (2007); 14) (din
2010) membra a Asociatiei Rusesti de Comunicare si a Asociatiei de Filologie si Hermeneutica Biblica din
Romania; 15) domeniile de cercetare: lingvistica romanicd, semiotica generald, semiotica literard, teoria
discursului, limbajul francez specializat, traductologia, literatura francofond, lingvistica comparata.

Natalia Banaru: 1) lector universitar, Universitatea de Stat ,Alecu Russo”, Balti, Republica Moldova;
doctorandd, Universitatea de Stat din Moldova; 2) participantd la numeroase colocvii stiintifice si
seminare nationale si internationale; 3) autoare de lucrari stiintifice si didactice.

Ecaterina Niculcea: 1) lector universitar, Catedra de filologie germand, Universitatea de Stat , Alecu
Russo” din Balti; 2) secretar al revistei ,Glotodidactica”; 3) autoare a 12 lucrdri stiintifice si didactice,
publicate in culegeri si reviste de prestigiu din tard; 4) participantd la intruniri stiintifice si metodice
nationale si internationale; 5) castigdtoare a numeroase graturi, oferite de universitatile din Germania si
Elvetia; 6) domeniile de cercetare: literatura germand, literatura comparata.

Grigore Cantemir: 1) doctor in filologie; 2) conferentiar universitar, Catedra de limbd romana,
Universitatea de Stat , Alecu Russo” din Balti; 3) autor a peste 35 de lucrdri stiintifice si didactice; 4)
membru al Seminarului Stiintific de Profil de Sustinere a Tezelor de Doctorat la specialitatea 10.02.01 -
Limba roméand (Universitatea de Stat ,Alecu Russo” din Balti); 5) participant la intruniri stiintifice
nationale si internationale; 6) domeniile de cercetare: gramatica limbii roméne, gramatica comparata a
limbilor romanice, istoria limbii romane.

Erdal Derin6z: 1) student, Universitatea din Heidelberg, Germania; 2) autor de lucrdri stiintifice si
didactice.

Georgiana Elisabeta Panait: 1) profesoard, scoala Nr. 5 , V. Cristoforeanu”, Ramnicu Sdrat, Romania; 2)
magistru in filologie; 3) membra a Cenaclului ,Al. Sihleanu”, Ramnicu Sdrat, Romania; 4) autoare a
volumului de poezii ,Mimesis Personal”; 5) participanta la intruniri stiintifice (Iasi, 2010).

Ina Gajeva: 1) doctor in filologie; 2) conferentiar universitar, Universitatea Nationald ,Ivan Franko”,
Ivov, Ucraina; 3) autor de lucrdri stiintifice si didactice; 4) participanta la intruniri stiintifice nationale si
internationale.
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Natalia Halina: 1) doctor habilitat in filologie; 2) profesor universitar, Universitatea de Stat din Altai,
Rusia; 3) in anii 2002-2005, membra a Consiliului Specializat de Sustinere a Tezelor de Doctorat KP
212.011.20 (Universitatea Pedagogicad de Stat din Barnaul, Rusia); in anii 2005-2007, membréa a Consiliului
Specializat de Sustinere a Tezelor de Doctorat [1 212.088.01 (Universitatea din Kemerovo, Rusia); in anii
2004-2006, secretar al Consiliului Specializat de Sustinere a Tezelor de Doctorat K 212.005 (Universitatea
de Stat din Altai, Rusia); 4) recenzent oficial la teze de doctorat; 5) autoare si co-autoare a peste 190 de
lucrari stiintifice si didactice (dintre care 13 monografii), publicate in tard si de peste hotare; 6)
organizatoare de colocvii nationale si internationale; 7) participantd la intruniri stiintifice nationale si
internationale; 8) membra a comitetului onorific al revistei , Limbaj si context”; membra a colegiului de
redactie a dictionarului enciclopedic , V. Suksin”; 9) laureatd a diferitor concursuri de lucréri stiintifice,
desfasurate in tara si peste hotare; 10) membra a scolii stiintifice de dialectologie a Universitatii din
Tomsk, Rusia; 11) conducdtoare de doctorat la specialitdtile ,Limba rusa”, ,Teoria limbii” si ,Limbi
germanice”; 12) conducdtoare de proiecte de cercetare stiintifica si aplicativa; 13) autoare a diferitelor
programe de specializare pentru studenti si masteranzi; 14) domeniile principale de cercetare stiintifica:
lingvistica generald, semiotica, lexicologia, teoria discursului, lingvistica textului, dialectologia.

Medea Kinturagvili: 1) doctor in filologie; 2) cercetdtor stiintific, Universitatea de Stat ,Ivane
Djavahisvili”, Tbilisi, Georgia; 3) autoare de lucrdri stiintifice si didactice; 4) participantd la intruniri
stiintifice nationale si internationale.

Maia Benidze: 1) doctorandd, Universitatea de Stat ,Ivane Djavahisvili”, Tbilisi, Georgia; 2) autoare de
lucrari stiintifice si didactice; 3) participantd la intruniri stiintifice nationale si internationale.

Irina Strechii: 1) asistent universitar, Universitatea de Stat , Alecu Russo”, Balti, Republica Moldova; 2)
participantd la seminare didactice si stiintifice; 3) traducatoare.

Luiza Sosu: 1) lector universitar, Catedra de filologie englezd, Universitatea de Stat ,, Alecu Russo”, Balti,
Republica Moldova; 2) traducatoare.
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Notes on Contributors

Svetlana Osokina: 1) Associate Professor, Foreign Languages Department, Altai State University; PhD
Student; 2) winner of the President’s of Russia grant for the scientific project “The Mechanisms of the
Language Influence on the People”, 3) author of 2 monographs and more than 30 scientific articles,
published in Russian and international journals; 4) participant in national and international scientific
conferences, 5) research areas: cognitive linguistics, semiotics, communication, language epistemological
function.

Abdul Ghaffar Khan: 1) Professor, PhD, Department of English, King Khalid University, Abha,
Kingdom of Saudi Arabia; 2) former Professor and Head, Department of English, Manipur University,
Imphal, India; 3) teacher of English language and linguistics since 1976; 4) co-compiler of five Textbooks
prescribe by the board of secondary Education, government of Manipur, Imphal, India; 5) author of
papers published in different national and International journals.

Mohammed Ahmad Alward: 1) Assistant Professor, PhD, King Khalid University, Abha, Kingdom of
Saudi Arabia; 2) Assistant Professor and former head of the Department of English, Al-Mahweet Faculty
of Education, Sana'a University, Republic of Yemen; 3) teacher of English since 1995.

Gergana Atanassova Petkova: 1) Assistant Professor, Paisii Hilendarski University, Plovdiv, Bulgaria; 2)
participant in national and international scientific conferences; 3) author of scientific and didactic works.

Ioana-Iulia Olaru: 1) Ph.D. Student; 2) Lecturer of Art History Department, Faculty of Arts, Ornamental
Crafts and Design of George Enescu State University of lasi; 3) member of ,The Research Center of
Aesthetic and Artistic Creation” of the Faculty of Arts, Ornamental Crafts and Design of George Enescu
State University of lasi; 4) author of 35 scientific works (articles), published in national and international
journals (in Romania, Moldova); 5) participant in 7 national and international scientific conferences; 6) co-
editor of The Research Center of Aesthetic and Artistic Creation Journal, Faculty of Arts, Ornamental Crafts
and Design, George Enescu State University of lasi; 7) co-editor of doctoral students Journal, Faculty of
Arts, Ornamental Crafts and Design, George Enescu State University of lasi; 8) co-editor of Alloguor
Journal, Department of Romanian Language for foreign students, Faculty of Philology, ALL Cuza State
University of lasi; 9) research areas: universal art history, Romanian art history.

Liliana Bejenaru: 1) Lecturer, Alecu Russo State University of Balti, Republic of Moldova; 2) participant
in national and international scientific conferences; 3) author of scientific and didactic works.

Luminita Hoarta Cardusu: 1) Ph.D.; 2) Professor, Romanian Language and General Linguistics
Department, ,, Alexandru loan Cuza” University of lasi, Romania; 3) author of 12 books, 2 courses of
lectures, 63 articles and investigations published in Romania and abroad; 4) participant in national and
international scientific conferences; 5) member of national and international research teams and
associations; 6) member of Honorary Board of Speech and Context Journal; 7) led a series of courses in a
number of prestigious universities from Germany: Konstanz University, Des Saarlandes University
(Saarbruecken), Friedrich Schiller University (Jena) etc.; 8) guides doctoral theses; 9) manager of research
projects (Pragmatics of Pronoun, A Corpus of Contemporary Spoken Romanian etc.); 10) member of the
research teams within some projects (Colloguial language in Romance area. A Pragmalinguistic Synchronic and
Diachronic Study); 11) organizer of scientific conferences; 12) member of the Defense Board of Doctoral
Theses; 13) research areas: syntax and morphology of Romanian, linguistic pragmatics, persuasive
strategies in political and publicistic discourses.

Gina Miciuca: 1) Ph.D.; 2) Associate Professor, English Language and Literature Department, , Stefan cel
Mare” University of Suceava, Romania; 3) co-director of Inter Litteras Scientific Center, ,Stefan cel Mare”
University of Suceava; 4) author of 7 books and over 50 articles published in various national and
international conference volumes; 5) participant in national and international scientific conferences; 6)
research areas: comparative philology, cross-cultural studies, translation studies.

Stella Gorbani: 1) Senior Lecturer, Alecu Russo State University of Balti, Republic of Moldova; 2)
participant in national and international scientific conferences; 3) author of scientific and didactic works.

Max Graff: 1) Assistant Professor, PhD Student, University of Heidelberg, Germany; 2) participant in
national and international scientific conferences; 3) author of scientific and didactic works.

Ioana Boghian: 1) Assistent Teacher, Foreign Languages and Literatures Department, University of
Bacdu, Romania; 2) Ph.D. Student; 3) participant in national and international scientific conferences and
seminars; 4) author of 16 scientific works; 5) (founder) member of many scientific research teams and
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societies from Romania and abroad; 6) research areas: English philology, cultural studies, literary science,
literary semiotics.

Angela Cosciug:1) Ph.D.; 2) Associate Professor, French Philology Department, Alecu Russo State
University of Balti; 3) member of the Scientific Specialization Seminar for the Defense of the Doctoral
Theses, speciality 10.02.05 - Romance languages (Moldova State University); 4) member of the Scientific
Specialization Council for the Defense of the Doctoral Theses, speciality 10.02.05 - Romance languages
(Moldova State University); 5) scientific adviser (since 2010) and reviewer of doctoral theses in Romance
philology, national expert of textbooks of French for pre-university establishments from the Republic of
Moldova; 6) since 2007, post-doctoral studies, Moldova State University; 7) author of 80 scientific and
didactic works (monographs, essays, studies, textbooks, guides, courses of lectures, articles, abstracts)
published in prestigious national and international journals and volumes (in Moldova, Romania, Russia,
Canada, Albania etc.); 8) organizer of scientific conferences in Republic of Moldova and abroad; 9)
publisher of scientific national and international conference volumes; 10) participant in 85 national and
international scientific conferences; 11) editor-in-chief of Speech and Context International Journal of
Linguistics, Semiotics and Literary Science; editor-in-chief of Glotodidactica Biannual Journal of Applied
Linguistics; 12) member of the Scientific Board of Mo8a me Icmopus/Language and History Journal
published at Taras Sevcenko National University of Kiev, Ukraine, of the Scientific Board of
Communication Interculturelle et Littérature/Intercultural Comunication and Literature Journal published at
Dundrea de Jos University of Galati, Romania, of the Scientific Board of Concordia Discors vs Discordia
Concors Journal published at Stefan cel Mare University of Suceava, Romania, of the Scientific Board of
Interstudia Journal published at the University of Bacau, Romania, of the Scientific Board of Universalia
Journal published at Gheorghe Dima University of Arts and Design, Bucarest, Romania, of the Scientific
Board of African Political Science and International Relations, Nigeria; 13) Grant of the French Government
(2007); 14) member of Russian Association of Communication and Romanian Association of Bible
Philological and Hermeneutical Studies; 15) research areas: Romance linguistics, general semiotics,
literary semiotics, discourse theory, specialized French Language, translation studies, Francophone
literature, Applied Linguistics, Contrastive linguistics.

Natalia Banaru: 1) Lecturer, Alecu Russo State University of Balti, Republic of Moldova; PhD, Moldova
State University; 2) participant in national and international scientific conferences; 3) author of scientific
and didactic works.

Ecaterina Niculcea: 1) Lecturer, German Philology Department, Alecu Russo State University of Balti; 2)
secretary of Glotodidactica Journal of Applied Linguistics; 3) author of 12 scientific works published in
prestigious national and international journals and volumes; 4) participant in national and international
scientific conferences; 5) winner of several grants offered by universities from Germany and Switzerland;
6) research areas: German literature, comparative literature.

Grigore Cantemir: 1) Ph.D.; 2) Associate Professor, Romanian Language Department, Alecu Russo State
University of Balti; 3) author of more than 35 scientific and didactic works; 4) member of the Scientific
Sprecialization Seminar for the Defense of the Doctoral Theses, speciality 10.02.01 - Romanian Language
(+Alecu Russo” State University of Balti); 5) participant in national and international scientific
conferences; 6) research areas: Romanian grammar, comparative grammar of the Romance languages,
history of the Romanian language.

Erdal Derinéz: 1) Student, University of Heidelberg, Germany; 2) author of scientific and didactic works.

Georgiana Elisabeta Panait: 1) teacher of Romanian, V. Cristoforeanu School no. 5, Rdmnicu Sarat,
Romania; 2) MA; 3) member of Al. Sihleanu Group, Rdmnicu Sdrat, Romania; 4) author of the poems
volume ,Mimesis Personal”; 5) participant in scientific conferences (lasi, 2010).

Ina Gajeva: 1) Ph.D.; 2) Associate Professor, Ivan Franko National University of Lvov, Ukraine; 3) author
of scientific and didactic works; 4) participant in national and international scientific conferences.

Natalia Halina: 1) Ph.D.; 2) Professor, Altai State University, Russia; 3) from 2002 to 2005, member of the
Scientific Specialization Council for the Defense of the Doctoral Theses KP 212.011.20 (Pedagogic State
University of Barnaul, Russia); from 2005 to 2007, member of the Scientific Specialization Council for the
Defense of the Doctoral Theses [1 212.088.01 (University of Kemerovo, Russia); from 2004 to 2006,
secretary of the Scientific Specialization Council for the Defense of the Doctoral Theses K 212.005 (Altai
State University, Russia); 4) reviewer of doctoral theses; 5) author and co-author of 190 scientific and
applied linguistics works (13 monographs) published in prestigious national and international journals
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and volumes; 6) organizer of scientific conferences; 7) participant in national and international scientific
conferences; 8) member of the Honorary Scientific Board of Speech and Context International Journal of
Linguistics, Semiotics and Literary Science; member of the Editorial Board of the Encyclopedia ,V.
Shukshin”; 9) winner of several contests of scientific projects held in Russia and abroad; 10) member of
the scientific school of dialectology of Tomsk University, Russia; 11) scientific adviser of Doctoral Thesis
(specialities , Russian Language”, ,Theory of Language” and ,Germanic Languages”); 12) head of the
scientific research and applied projects; 13) author of various curricula for students and MA students; 14)
research areas: general linguistics, semiotics, lexicology, discourse theory, text linguistics, dialectology.

Medea Kinturasvili: 1) PhD; 2) researcher, Ivane Djavahisvili State University of Tbilisy, Georgia; 3)
author of scientific and didactic works; 4) participant in national and international scientific conferences.

Maia Benidze: 1) PhD Student, Ivane Djavahisvili State University of Tbilisy, Georgia; 2) author of
scientific and didactic works; 3) participant in national and international scientific conferences.

Irina Strechii: 1) Assistant Professor, Alecu Russo State University of Balti, Republic of Moldova; 2)
participant in didactic and scientific seminars; 3) translator.

Luiza Sosu: 1) Lecturer, Alecu Russo State University of Balti, Republic of Moldova; 2) translator.
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