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|.DOSAR CRITIC

POE S MODERNITY AND
POSTMODERNITY






INTRODUCTION

Literary commemorations are ritualistic acts ofeexting a writer’'s
posterity. They are invested with considerable wasibility, as they are
supposed to answer — implicitly or explicitty — Buguestions as those
formulated so straightforwardly by Andrew Taylorthre online edition ofrhe
Guardian in the article “Two centuries have not aged Pogiing,” posted on
January 19, the bicentennial anniversary of Poe’s birth: “.edohe really
matter today? Should we still bother to read him?”

Such moments are therefore ceremonial opportunities
reassessments of literary identity and value, ¥ageping efforts at re-defining
the essentials of a writer's personality and heceland future in the canon.
This introduction will not rehearse consideratians the paradoxical literary
fate of Edgar Allan Poe (belated recognition at bprhuge influence on
European modernist literature and art; a pervagiesence in popular culture,
but enjoying a firm reputation of a classic autheir.), or on the paradoxical,
ambivalent facets of his literary self — the esstyamselves will, in their
diversity, re-compose a contemporary portrait of.Rt&/e believe that the extent
of canonical literary posterity depends, ultimataly the capacity of a writer's
work to generate critical discourse. The questlwukl perhaps rather be: “Can
we still write about Poe in relevant, new ways?t@mmemoration of the kind
undertaken in the present publication should, fifstall, evince the extent to
which a writer of any age is “our contemporary'tiis sense.

The selection of essays gathered in this volumsttates an implicit
answer to such questions, with the observation ithiat not only thatwe are
“testing” Poe’s relevance at this particular momdmnit that the great writer’s
work itself is testingpur powers as readers.

If the apparent heterogeneity of approaches andetos displayed by
the articles that follow should be met with someaidf order, certain clusters
of concerns might be found running through groupsssays.

One such concern is that of influence, which appaatinevitable in the
discussion of a writer credited with a crucial ratethe change of the poetic,
artistic and critical paradigm. The play of inflees between Poe and his
contemporary, Edward Bulwer Lytton, “Poe’s Engldduble,” is approached by
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Marta Miquel Baldellou in the context of M%entury transatlantic cultural
perceptions and relations. In “Vladimir StreiguEdgar Allan Poe”, an article
concerned with the reception of Poe’s aestheticRamania, Daniela Petel
examines the Romanian critic's views on Poe’s iline rise of modern poetry,
as well as his comparison between Poe and the Rama#’ century critic Titu
Maiorescu. The European context of Poe’s influeiscalso evoked in Fadi
Khodr's essay, “Bonnefoy, lecteur de Poe,” in whitle author performs a
detailed analysis of the metamorphoses undergorieobis “The Raven” in the
poem “Passant, veux-tu savoir’; Bonnefoy's combirgedsciousness of critic,
poet, and translator compels, in Khodr's essayaa@ompanying discussion on
reading and translation as interpretation and gp@aton. Issues of
intertextuality also figure prominently in David Rpton’s essay on Nabokov as
failed parodist of Poe; “The Missing Link: Parodype and Nabokov” is a
reappraisal of the complicated relationships betwiegtation and the original,
especially as the latter defies clear circumsaiptn terms of style, tone, genre or
intention, as so often happens in Poe.

Poe’s prefiguration of modern sensibility is expldr by Martin
Maurach in the context of a comparative approathjs reading of Poe’s “The
Man of the Crowd”, with its iconic landscape of neod urban alienation, in an
extended frame of reference, comprising two madsaliast the dawns of
modernity — La Bruyere and Pascal —, E. T. A HofimaCharles Dickens, as
well as two contemporary German novelists. Poelalsg an overlapping
fascination with both modern disenchanting ratiimabnd the enduring
subterranea of irrationality, and his symbolic esggntation of the consequences
of this tension on the moral sphere are explore@démnd Hippauf in an essay
on “Hop Frog” and the problem of evil in the cortteof the loss of any
metaphysical dimension to morality. On the wholee'B response, as an artist,
to the complexities and tensions of modernity wabigalent, and Cornelia
Macsiniuc evidences that in her reading of “The Romof Arnheim” as an
illustration of Poe’s remarkably insightful intima of the relation between the
aesthetic sphere and modern capitalism.

Poe’s fame and the influence of his work in bothdero and
postmodern times owe much to its capacity for legdiself to transposition in
different artistic media. His strange imaginingsvdndeen an inspiration to
many visual artists — from Manet, Redon, and Gauygoi Magritte and Robert
Motherwell, with his abstract-expressionist collegesuido Isekenmeier’'s
intermedial reading of “The Fall of the House oflgg” through an association
with Lucio Fontana’s postmodern technique of “slasiinting,” points to the
relevance of the visual imagination in Poe’s fiotioLoss of visuality is
particularly consequential in a different type aiftermedial transposition,
examined by Olga Gancevici in her esshg Scarabée d’od’Edgar Allan Poe
porté & la radio.” The discussion of the radio mcyiersion of one of Poe’s
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masterpieces of cryptographic ingenuity, “The GBlag,” raises the issue of
the limitations of the aural-dramatic mode andhaf tost, in terms of textual
identity and authorial distinctiveness, of makingePaccessible to larger
audiences through mass media.

A revisitation of Poe from a psychoanalytical pexpe is proposed
in Kerrianne Pearson’s essay “The Significancenoést and the Gothic Motif
in ‘The Fall of the House of Usher”. The pervasivetif of the double in Poe
is examined here as a suggestion of the incestumsissism of the
protagonists and seen as an extension of Poe’sdizoh

Several of the articles gathered in this volumeficmnand illustrate
the great interest that Poe has presented for dgocotive and postmodern
approaches. The postmodernity of Poe began, arguath the famous serial
critical discussion of Poe'$he Purloined Letteby Lacan, Derrida, Barbara
Johnson, and Shoshana Felman, and their intricaddogies between the
workings of Poe’s text and those of language anthefunconscious. In the
light of such analogies, it may be said that Poeodstructs a literary genre
even while establishing it. What later turned ithte formulaic pattern of the
detective story is shown, in such readings, to lmen pioneered by Poe with
an ingenuity that forbids the conventional closaferuth-finding and opens
infinite possibilities for reading.

Hivren Demir-Atay’s essay, “From lllumination to iBtiness: The
philosophy of (Un)Reading in Poe’s “The Purloinegtter, ” implies that such
openness equates unreadabilty. hse en abymef the problem of reading in
Poe’s story leads to the evasion of the dialecfidblndness and insight,
expected to govern the detective genre, so thét eacling will perform in fact
its own failure. An underlying reference to Poe&rative histrionism, to his
care for effect, runs more emphatically through &Vktei Yong's reading of
“Legeia,” concerned with the representation of mgmas theatre, with the act
of remembering as re—membering of the female boaysethic body of excess
—, with femininity as performance and masquerade, dnce putting up
resistance to the narratorial attempt at contaiitingnother examination of the
female body in Poe, in Luminita-Elena Turcu’'s essa@he Second Death:
E. A. Poe's ‘The Mystery of Marie Rogét,” revedlse detective story as a
cautionary tale, in which the “normalisation” ofriinity — ultimately, the
relegation of woman-as-text to the sphere of theldn- places the murder and
the investigation in a kind of mirror relationshigyith ratiocination-as-
voyeurism bursting again the bounds of the genre.

Narrative histrionics in Poe presupposes the peafar for unreliable
narrators, and Codrin @taru’s essay on “The Cask of Amontillado” shows th
potential for self-deconstruction of such a textarng from a Derridean
definition of the “crypt” as absence, as that whilitbsimulates and covers the
“thing” — the meaning —, he traces the multipleeiptetive configurations that
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arise from the symbolic references to Christiaratyd Free-Masonry. The
latter's presence in the text is connected withrygston, both as a pervasive
thematic strand and as a textual strategy of megardeferral. Poe’s

cryptographic (in several senses) imagination imfbcongenial to postmodern
aesthetics, and deconstruction the most workablg & approach to it.

What all these deconstructive approaches sharkeigevelation of
certain thematic concerns functioning also as @xtrategies. Although in a
group of its own, the essay by Liviu Cair “The Autogenic World of Edgar
Allan Poe,” partakes of this vision of Poe’s tefitya A defense against the
occasional allegation that Poe’s universe is répetand narrow in its apparent
psycho-thematic stereotypy, his essay demonstthtsthe predilection for
certain themes, motifs, character profiles, or gatterns evinces actually a
remarkable imaginative coherence. The pervasiverndsshe catamorphic
imagination in Poe is shown to be the outcome ofaatogenic process,
analogous, the author argues, to the peculiar cggnio model developed by
Poe in his last major texEureka In this view, in which thematics — become
metathematics — and laws of textual developmentfawed to correspond
analogously, the “postmodernity” of Poe is impliciteasserted.

The essays presented here as a tribute to Poe’snyame perhaps a
token of the fact that Time is a great friend teajrauthors — it does not exhaust
them, but allows them to be re-discovered or rexmed with every passing
age. The diversity and richness of Poe’s literamngl &ultural legacy have
ensured him an enduring place in the critical cmma® of modern and
postmodern times. Like any seminal author, Poe auilitinue to validate us as
readers as long as our interest in him constitdatesing his own words for his
profession of poetry — “not a purpose, but a passio

Cornelia MACSINIUC
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THE AUTOGENIC WORLD OF EDGAR ALLAN POE

Liviu COTRAU,
Partium Christian University, Oradea
Icotrau@hotmail.com

Abgract: In Eureka Poe counterposes to the creationism of the great
monotheist religions (Biblical and rabbinical Jusaj Christianity, Islam) aimtransitive
cosmogonic model: the universe was not created,emdnated from an 'elementary
particle' (autogeny). Analogously, the fictionaliverse of Poe's fantastic tales emerges
from an autogenic matrix, whosatamorphicconfiguration accounts for their structural
and psycho-thematic stereotypy: circumscribed spapeemature burials, acro- and
claustrophobia, regressive processes (catabatiteusy, sleep, delirium, death, etc.).

Keywords. catamorphism, cosmogony, fantastic genre, maismalspace-
time, spirituality

Argument. Poe’s organic theory of being and of the cosmdas;ipated
in some of his tales, finds its ultimate expresgidnis cosmological treati¢eureka
(1849). This “prose-poem” proposes that mattersgirit are of the same kind, and
what is commonly taken to be as material is but @Goa present and temporary
state of diffusion. “InEureka, Poe, a churchless Antinomian, eliminated the
personality of God and [...] has thus displaced tlystemy of God with [...] an
ingenious cosmos of which the annihilated self bexothe center.” (A. D. Van
Nostrand, quoted by Barbara Cantalupo in Carls&6:1325).

The ‘ingenious cosmos’ that Van Nostrand talks akisua telling
example of Jan Assmanrifgransitive model of the origin of the world conceived
of as a spontaneous growth, a world that develapsoba primordial element
(“cosmogony™). In contradistinction, theansitive model takes the world to be the
object of the constructive activity of a creataréation”) (see Assmann 2007: 18).

The implications are considerable, to say the leasike the three
great monotheistic religions (Biblical and rabbalidudaism, Christianity, and
Islam) — instances of the transitive model — Pddisverse’, as described in
Eureka seems to have developed from a material ‘Partilde now proceed
to the ultimate purpose for which we are to supphséeParticle created, that is
to say [...] the constitution of the Universe fratnthe Particle.” (Poe 1950:
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502). How different Poe's cosmological view fromnthGod said, Let there be
light; and there was light” of the Book of Genesis!

The source of inspiration for Poe’s pantheism mayehbeen the
cosmogony of the ancient Greeks, for they, tooceimed of the world as having
grown from matter, albeit a limited number of prisnelements. The Greek gods
did not create the universe but were themselves loorthe process of its
development; they were conceived of as immanetietoiniverse and subject to its
laws. This rules out any idea of a creator whosttands the universe, the idea of a
“divine word” that could precede the act of creati(see Finkelberg 2007).
‘Necessity’ @nanké and ‘Destiny’ (noira), the supreme forces that ruled the
universe, were devoid of speech.

To conclude: the ancient Greeks, unlike the Judeds@an tradition,
saw the cosmogonic process as proceeding in acwedaith the biological
pattern. In like manner, the world of Poe’s talemyrbe seen as the result of an
autogenic process, a fictional world growing outtloé textual elements of a
generative matrix, the specific properties of whigh be discussed below.

Catamor phic Matrix

There should occur in the creative process a m&jent, which, in
Susanne Langer's opinion, is the most importagtesimoment, that is, the artist's
recognition of the totalsestaltof his or her work, the intuition that will prowed
its unity and scope: “A perfectly free imaginatisoffers from very lack of
pressure; it is the vague and groping state tleateples the conception of the total
form. The great moment of creation is the recognibf the matrix, for in this lie
all the motivesfor the specific work” (Langer 1953: 123). Langecomment
implies that traces of the matrix should be notib@#hroughout a given work, for
the expandable matrix, exerting its pressure piadig, establishes the form of
the artistic design. In loana Em. Petrescu's vithe matrix of creative
imagination consists of abiological rather than logical” field of activity that
“foreshadows the spatiality and temporality of tleal” (Petrescu 1981: 27).

The matrix of Poe's fantastic tales, as we shall generates recurrent
patterns of structural and thematic configuratigdhs: same terrifying settings,
the same high-strung characters, the same idiappéinceptions and reactions —
something that has been dismissed by hostile r@ticsheer lack of invention.
On the contrary, | would say, we are confrontechwitremarkable imaginative
coherence, perhaps one of the greatest ever prduce

The reason why Poe fictionalized, with slight véoia, basically the
same story in tale after tale will probably remaimystery. One might argue that
the recurrent patterns of his tales are the metlissult of Poe's idiosyncratic
rapport with the 'elements'. Indeed, his protadsrésince a terrible fear of the
‘air', a deep abhorrence of the ‘fire', and anlatesgearning for theerra firma;
they shudder at thenundus subterraneuget are possessed by an ambiguous

14



fascination with, and repulsion of, ‘water'. Gas®achelard discovered the
source of such stereomorphism in tbhedes quatre elementaamely, in Poe's
fixation on une eau lourde: L'eau, dans l'imagination d’Edgar Poe, est un
superlatif, une sorte de substance de substaneesulnstance mere" (Bachelard
1942: 41). Princess Marie Bonaparte 195%85sim and Jean-Paul Weber (1967),
on the other hand, interpret the structural andhttiie recurrences in terms of
Poe's Oedipus complex. Poe's unity of imaginatibay argue, derives from a
psychological fact: from his faithfulness to theage of his dying mother.

What is less controversial is that there is a mdiésjunction of Poe's
fictional world from the world as we know it, a diacement in space and time,
a radical break with 'reality’. Within thgestimmter Raun{'mood-invested
space’), as Gerhard Hoffmann calls it (Hoffmann18)/9- a space featuring
ruin, subterranean passages, labyrinths and caosridowithin the pattern of
orientations above and below, outside and insibderet emerges a specific
psycho-geography, combining physical elements wichic ones, the result
being that the inner psychological conflicts of Bagharacters are transferred
onto settings and material objects and become eieth@dthin them.

In Adrian Marino's view, the fantastic genre cassig structures produced
by “flagrant violations of reality, temporality,ti@nality, and signification” (Marino
1973: 661). But what is there, to begin with, tkdfflagrantly violated™? Insofar as
time is concerned, could it be our commonly shaetke of social or clock time?
Conceptually at least, one can imagine a hypotiqtioint, a kind of 'zero degree
space-time' — a point where all the qualitativepprites of space-time supposedly
coalesce and neutralize one anothay. (1).

Fig. 1
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'Flagrant violations’ of our ordinary perception gface-time evoke
the subliminal locus of pathological experienceshsas the hypersensitivity to
the enclosed space oppressing the claustrophbki@rixiety to the open spaces
threatening the agoraphobic, the terror of dizgyhmeights crippling the
acrophobic. Poe’s fantastic tales amply illustthese boundary experiences.

Social or clock time may be defined by parametefssacial
interaction (Gioscia 1972). One may be 'aheadbhehihd' the times of social
process, or one may be 'above' or 'below' time. thimel parameter in the
diagram below illustrates a continuum of sensiivd time, such that it charts
those who are either sensitive to the feel of tiorethose who are fairly dull
with respect to itKig. 2).

above time (epichronic)
hypochronic

behind time (anachronic) with time (s ahead of time (metachronic)

hyperchronic

below time (catachronic)
Fig. 2

We have been used to describing people, things vente as
anachroni¢ as lagging behind time, or, conversely, rastachroni¢ that is,
sensing or anticipating the future, as prophetsaeant-garde artists are
supposed to do. The vertical equivalents of the time-dimensions, however,
do not belong to common usage, so they need sarnéadtion.

Epichronydescribes a mode of escaping time, or rather teatipo
when time is felt as painful, oppressive. The noystor drug addict’'s ecstasy
is, as Victor Gioscia argues, an “epichronic attetopalleviate the slings and
arrows of outrageous destiny by climbing into adiess realm where eternal
order reigns”ipid.: 91). No wonder they say there are no clocks iavea!

On the other hand, theatachronicexperience is far less fortunate.
The catachronic person is a creature of the deptbslted, injured, damned,
which feels that time hangs heavy, that life isugshpnd unfair.

The fictional geography of Poe's tales is fabulpushst; his
protagonists travel from one pole to another, fame country to another, from
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one city to another: Egypt, Arabia, Palestine, Geed urkey, Persia, England,
France, Russia, America, the South Seas; Baalbecsepvlis, Tadmor,
Istamboul, Mecca, Jerusalem, Dodona, Ninive, Babhylmndon, Rotterdam,
Charleston, Nantucket, etc.; or to purely fictivends: Arnheim, Astoria,
Vondervotteimittis. On their planetary journeys,wawer, they experience
space in a rather peculiar way, for they seem anahjoindifferent to local color,
customs, and traditions. Most key moments invohevesely restricted
enclosures. As Robert L. Carringer observes, “mbshe time in most of the
tales the Poe hero is conspicuousithin something” (Carringer 1974: 510). In
fact, the typical Poe hero ot traveling at all; rather, he is trapped in some
uncanny recipient: Gothic rooms, dark pits, damwesa tombs, coffins,
recesses within a wall or underneath a floor. Awafr¢he persistence of this
trait, Poe provided a rationale for it in his muebclaimed essay, “The
Philosophy of Composition”: “a closeircumscription of spacés absolutely
necessary to the effect of insulated incident” (P@&4: 21).

The refusal “to conquer” space is only apparenbudjn; for the
reduction of horizontal space entails a subseqgeentth in its volume. Instead
of Byronic two-dimensional voyages, Poe's fantatties feature withdrawals
or descents into a verticalized space — a probessst usually foreshadowed by
such kinetic metaphors as thertex themaelstrom or by regressive processes
such aswooning, catalepsyanddeath

In Richard Wilbur's view, Poe's ‘withdrawals’ ardypical Romantic
allegory on the artistic process, and circums@ip8ymbolizes “the isolation of
the poetic soul in visionary reverie or trance” [Mr 1967: 104). More to the
point is, | think, Carringer's remark on the psyidgical effects of
circumscription: “To circumscribe a Poe characgeusually to involve him in
some form of violent destructiveness; [...] it is motumscription alone that is
most important, but rather what that state sigsifitne possibility of being
further circumscribed, that is, the threat of begumpfronted with diminishing
space” (Carringer 1974: 512).

The multiple enclosure$(@. 3) in “The Fall of the House of Usher”
may be seen as a paradigmatic example of the depsyeess of spatial
verticalization. Roderick Usher dwells in a statelansion from which — the
anonymous narrator informs us — he has not ventortid in many years. This
mansion stands islanded in a stagnant lake theeser as a defensive moat.
Beyond the moat lies the Usher estate, an immeasgerbtract possessing its
own peculiar and forbidding atmosphere. Roderick thsis successively
contained within various metonymies of the voluma eondition that is bound
to increase his claustrophobia.
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Fig. 3

Further evidence of diminishing space can be fountBerenice.”
David Halliburton remarks the acute sense of emctsn this tale. In its
original version (March 1835), Egaeus makes a\gesicursion to “the bed-
chamber of the departed,” where, behind the cgtafrthe bed, he is enclosed
“in the strictest communion with the deceased”rin‘@mosphere...redolent of
death.” In the 1845 version, however, after a sesfeaevisions which, as David
E.E. Sloane and Benjamin Franklin Fisher IV argleft the emphasis of the
tale “from the corruption inherent in the surrourg$ to the psychology of the
narrator” (Sloane and Fisher 1974: 19), Egaeus irerteermetically confined
to his chamber, the boundaries of which “are idahtivith his consciousness”
(Halliburton 1973: 199-206).

William Scheick identifies a similar concentricigtture in “The Oval
Portrait” (Scheick 1978: 6-7). The fictive spacetbé tale is geometrically
shaped in that it suggests a series of more orciemgar layers. There is, first
of all, the turret into which the narrator retreitsm the outside world, a
circular setting objectifying the narrative modetlné tale as a tale within a tale.
The narrative frame in turn encircles the “vagukgsg on the portrait provided
by thecatalogue raisonnéound by the narrator's bedside. This gloss relaie
the “rich golden arabesque” frame encircling theiqadt. The term ‘arabesque’,
as a careful wrought design, provides clues to dbeaplex scheme of the
successive frames in the tale, concentric framese@singly narrowing the
reader's attention toward the portrait. The pdritsélf is an oval of intensified
vagueness which allows the perceptive viewer taceditill smaller ovals. In
the portrait is the oval of the young girl's facedahe features of her face
include the ovals of her eyes. Within the eye thes secret of the young girl's
“light” and possibly the elusive center of the stuue of the tale.

The geometric schema of “The Oval Portrait” repnése structural
equivalent to Poe's recurrent symbols of the wbolp(maelstrém) and the
whirlwind, with their image of concentric rings amdrtigo-inducing revelatory
centers or depths.

Epimorphic Flights. The primacy of catamorphic matrix in the
economy of Poe's fantastic tales can further be odstrated by Poe's
dismissive use of epimorphism, the kinetic concantiof which is flight.
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Fig. 4

The theme of flying occurs in “Hans Pfaall,” “Thal®on Hoax,” and
“Mellonta Tauta,” that is, in what has been callde’s ‘science fiction', the
genre which, in Jules Verne’s opinion, he suppgsiediented. The flights of his
heroes into what ought to be an authentic epicbrawirld, a world of ecstatic
vision and spiritual delight, actually turn out b® either patent hoaxes or
downright falls, as Pfaall's very namgfff, fall, castrated phallussuggests. One
of the tales is frankly declared to be a mystifaat whilst in the other two the
take-offs occur on the 1st of April! Add to thisethidiculous names (Superbus
Von Unterduk, Rub-A-Dub, Aries Tottle for Aristofl€ant for Kant, Neuclid for
Euclid, etc.), the grotesque situations (Pfaatiason for flying to the moon is to
evade his hounding creditors!), as well as thel@wchumorous tone of the tales,
and we get a picture of Poe's overt distrust ostigposedly redeeming quality of
Icarian space. Not surprisingly, the flying balloém “Mellonta Tauta” is
ironically named “Skylark” — “by excellence a Uranibird, 'a purely spiritual
image' that is associated with the metaphors oditti€see Bachelard 1942: 41).

Conclusion. Poe's distrust of epimorphism ties in with his miatist
cosmogony and his contempt for spirituality. Inestdr from July 2, 1844, to
James Russell Lowell, he declared: “I have no baliepirituality. | think the
word amereword. No one has really a conception of spiritb€PL948: 257). A
week later (July 10, 1844), he reiterated his cptioe in a letter to Thomas
Holley Chivers: “There is no such thing as spitlitya God is material. All
things are materialiljid.: 260).

The spiritual symbolism that is so pervasive in therks of such
Romantics as Shelley, Keats, and Jean Paul, isceglin Poe by a terrible and
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binding necessity: his acrophobic imagination tersely and selectively focused
on the terrors of the heights and the horror dinfglinto a catamorphic abyss —
“this rushing annihilation” that is the “most ghgsind loathsome of all the most
ghastly and loathsome images of death and suffevirigh have ever presented
themselves to our imagination” (“The Imp of the\rRese”; Poe 1950: 91).
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DECONSTRUCTING POE: A CASE STUDY

Codrin-Liviu CUTITARU,
Universitatea “Al. I. Cuza”, Ig
cclaura@uaic.ro

Abstract: Poe’s strategy of “diddling” is mostly visible ihis stories with
unreliable narrators. One such exampl&his Cask of Amontilladehere Montresor tells
a story of revenge and perfect crime that turnd@bie the last confession of a repentant
Christian or, more properly, the ritual of immotatiperformed by a devout Mason. All
these “levels” of interpretation are not in factgmoxical, since Poe himself articulates
them as part of aad infinitumprocess of deconstruction prefiguring Jacquesidzerr

Keywords: deconstruction, post-structuralism, American Rafosm, Christianity
vs.Free-Masonry

The deeply occult symbolism of Podke Cask of Amontilladis still
a matter of debate among literary critics. It seeambe difficult enough to
follow closely the author in his metaphysics of ihéiatic descent into the
vaults, a process that combines Christian and Magamen not simply Pagan)
elements. The closer one stays to Fortunato andrlkwr, the less one appears
to understand them. The more one tries to abs@manrator’s (Montresor’s)
detailed descriptions of the place they are in, there confused one’s
representation of it seems to get.

In this general deliberate ambiguity there is, minadess, at least one
instance that makes a precise reference to theateitis. Upon reaching the
spot where Montresor is going to fulfill his longlglanned revenge on
Fortunato, the former depicts, in accurate imagexypt that unfolds itself in
multiple counterparts, leaving the impression @hanese box, which encloses
lesser identical boxes through — metaphoricallyn-aé infinitumprocess: “At
the most remote end of the crypt there appearethantess spacious. Its walls
had been lined with human remains, piled to thdtvaterhead, in the fashion
of the great catacombs of Paris. Three sides af ititerior crypt were still
ornamented in this manner. From the fourth the ddreal been thrown down,
and lay promiscuously upon the earth, forming a point a mound of some
size. Within the wall thus exposed by the displgadfithe bones, we perceived
a still interior recess, in depth about four faetwidth three, in height six or
seven. It seemed to have been constructed for edapise within itself, but
formed merely the interval between two of the cetbsupports of the roof of
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the catacombs, and was backed by one of theirrmscribing walls of solid
granite” (Poe 1964: 33). A crypt opens within amotierypt that opens itself
within another crypt. The meaning of the text opgiséde another meaning of
the text that opens itself inside another meanintdp@® same text. In the image
of an almost postmodern pattern of “inter-play” twithe reader, the writer
himself lets us know that hiextis and will eventually beryptic.

What is a crypt? Derrida’s implicit answer to thjigestion, in his essay
Fors, seems to be simply afsenceThe “crypt” stands for what is not there on the
surface of the text, it is that absence implied artdally represented by the text
which remains the only palpakeesencen a given system of symbolic references.
The crypt becomes that dimension of the text loshépre-face 6ur-face). It is a
depth that has been opened into. It is the thaedf ithat, instead of coming forward,
is being come toward. In this connection, if théngtis identified with the Crypt,
i.e. with the absence of the given surface, thée Thing is to be thought out
starting fromthe Crypt, the Thing as a ‘crypt effect” (Derriti77: 66).

Therefore, the crypt dissimulates and covers; ‘typtcpresents itself”
(Derrida 1977: 67). Its constructs are “so dispogedo disguise and to hide:
something, always a body in some waiid.). The crypt also disguises the act
of hiding and is meant “to hide the disguise: thgpt hides as it holds”
(ibidem). Containing the thing itself which, through amagg is coming from
instead of come to, the crypt tends to swallowtsplfi, like a Chinese box, it
“has a tendency to encrypt (itself)ibid.). Consequently, the crypt is not
natural, but artificial (an artifice, an archite@u an artifact): “of a place
comprehendedvithin another, but rigorously separate from ipladed from
general space by partitions, an enclosure, ananco as to purloithe thing
from the rest” ipid.). Implicitly, the thingmultiplies, it splits upad infinitum,
once the self-dividing, self-encrypting processlisuise is in place.

Gradually, we imaginéhe thing, the meanings being contained by the
crypt, enclosed and isolated from any penetratibhat is the condition, and the
stratagem, of the cryptic enclave’s ability to a&e| to protect, to shelter from any
penetration, from anything which can filter in frautside along with air, light, or
sounds, along with the eye or the ear, the gestuthe spoken word” (Derrida
1977: 68). This last image may be that of Freud®dnscious, but it is more,
Derrida suggests, of the Self as such, the Sdlfrtbarporates itself, the Thing that
contains itself, the Crypt that encrypts itsele Meaning that encloses itself.

Poe’s story represents the Text that containsf,itd¥gl unfolding,
describing, or simply analyzing itself. It suppler®e and substitutes itself
through what Derrida calls, in a different plad¢efilay of substitutionsa process
of de-centering, by which a center of textual/listjg meaning opens into
another center of meaning that unfolds itself iatdifferent one and so ad
infinitum,” this movement of play, permitted by the lackabsence of a center or
origin”, being “the movement of supplementarity"giitida 1990: 91).

The Cask of Amontilladis a text in itself or, more properly to be said,
incorporated in itself just as the crypt describethe end of the two characters’
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journey discloses further incorporated crypts, ae$ within themselves. It
cannot say more than it says through its unfoléed|osed, encrypted form. It
is anasemic and converse; you seem to go on, tetrém along with

Montresor's and Fortunato’s descending ever deeperthe vaults, but the
reality is that vaults open toward you like themtrthat unfolds in front of the
reader’'s eyes. One seems to bring the thing (ttemeg) into the depths, when,
in reality, the thing comes out from the crypt, @srrida points out in his
metaphor of the anasemic conversion.

Let us briefly follow the self contained, self imporated structure of
the text as it gradually unfolds before our eye® Marn from the outset that
Montresor wants to get back at Fortunato whoseuthad injuries” (Poe 1964:
29), having lately become insults, he can no lotgar. The actual reason for
revenge appears to be the Montresor’'s traditiottdlde, summed up in the
proud motto of the family —~Nemo me impune lace$sfPoe 1964: 32)-, but
the interesting and equally mysterious thing derivieom the fact that
Montresor places his vengeance at the time of #raiGal, a pre-Lent period of
repentance in the Italian Catholic Church. Moreptlee Montresors have been
presumably a religious family, since their histatibadge is the heel crushing
the serpent, a direct allusion@enesig3:14).

As we watch the two noblemen going forward into Kesor's
vaults, we can easily notice not only the descandiime they follow in their
penetration, but also the fact that these catacoagyesent at the same time the
family grave, being piled up with human relics.Fdrtunato’s remark — “These
vaults... are extensive” (Poe 1964: 32) — Montresgpties: “The Montresors...
were a great and numerous familybid.). Walking along with his ignorant
victim who is symbolically dressed up in the Foa&stume, the narrator lets us
know that “we had passed through walls of piled dsonwith casks and
puncheons intermingling, into the inmost reces$déleocatacombs’ilfid.). For
someone familiarized with the image of the Freemisoatacombs meant to
replace the ancient Egyptian caves of Isis in hecret mysteries, or
Proserpine’s hell labyrinth where initiating suligeaere descending in order to
die and revive by getting the golden bough, desdriby Fraser in his famous
study or Paul Naudon ina Franc-Maconnerigthis image is not necessarily an
uncanny one. Poe designs an ingenious crypt tHatdsnin tens of enigmatic
extensions and sub-sections bearing an obviouatioitalue. This assumption
is strengthened by the sudden turn the dialoguedsst the two protagonists,
avenger and victim, takes. Fortunato, who repoytgilles signs of intoxication
already, throws a bottle dde Graveupward with a gesticulation Montresor
does not understand. The following exchange of resnensues:

“‘You do not comprehend?’ he said.

‘Not I, I replied.
‘Then you are not one of the brotherhood'.
‘How?’

‘You are not of the masons’.
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‘Yes, yes’, | said, ‘yes, yes'.

‘You? Impossible! A mason?”’

‘A mason’, | replied.

‘A sign’, he said.

‘It is this’, | answered, producing a trowel fronerteath the folds of
my roquelaire’ (Poe 1964: 32-3).

The trowel will be successfully used in the actsdtion of revenge
when Fortunato is walled up inside the very cryatt tunfolds itself in multiple
counterparts. The act of punishment as such alaosh@ysterious symbols.
Using the two iron staples and a short chain conondy of the granite,
Montresor fetters Fortunato against the ending wvedlithe crypt. In all
likelihood, although not explicitly depicted so,rrare we directly told this, the
Fool, with one hand fettered to the granite andhlite other passed over the
wall in search of the promised wine of Amontilladaffers the image of a
crucified person. In this position, Montresor wallsn up inside the crypt,
replying to his desperate “for the love of God”lwién identical “for the love of
God”, presumably said in a different tonality. Magor’s last statement revives
the Christian symbolism from the outsen pace requiescat(Poe 1964: 3%)
Fortunato’s voice is thus encrypted for decadesl whe¢ narrator himself,
through confession, discloses the pattern of hi$epecrime, decrypting the
facts, but not the meaning of his revenge.

Which is the reason (meaning) beyond the encrytiryespecially this
enigmatic kind of behavior and way of speaking?uping the symbolic details
very cryptically exposed by Poe’s narrator, one establish two sets of possible
unitary significances. The first one centralizesuad the Christian allusions:

I.1. Montresor plans his revenge at the time ofGaenival, a pre-Lent
purgative period for the Italian Catholic Christan

2. Montresor displays a Christian confession-likéude in his discourse.

3. Montresor uses different Christian formulas iiw $peech, like “for
the love of God”, “may he rest in peace” and appeaguely repentant toward
the end of his confession.

4. Montresor does not seem to belong to a Freertabootherhood,
since he cannot explain Fortunato’s gesticulatiod ia therefore more likely a
Catholic Christian, traditionally reluctant and oppd to occult secret societies,
e.g. Rosacrucians or Freemasons (Naudon 1963: 72).

5. The family badge of the Montresors is a heeslting the serpent
(Poe 32), an allusion Benesiq3: 14).

The second group focuses on occult (usually Freemngsinitiatic
principles:

II.1. Montresor produces a trowel as a sign of betonging to the
brotherhood; this tool represents a powerful symbblthe Freemasonic
occultism (Sorensen 1989: 46).

2. The two characters’ journey inside the catacormlibe image of a
continuous descent / regress into the depths thyatoe considered the metaphor of
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an initiatic experience; usually Freemasonic itz are considered to be the
figurative repetitions of the ancient regresses @l (through death-resurrection),
present in the Egyptian or Greek-Roman mysteriesiidn 1963: 76-7).

3. The way in which Montresor fetters Fortunato eyp to be an
inversion of crucifixion (Foulke 1972: 879-80), atdil that might lead to the
conclusion of a parabolic revenge in the name afisGhthrough the parodic
substitution of the referent by its opposite (aeRmason, i.e. Fortunato the Fool).

Gradually, following closely these two sets of anjt thematic
allusions, one has the revelation of Derridaasemic conversiormhe thing
(meaning) that is brought the crypt — the theme of a common revenge caused
by personal injuries and insults — can not measpréo the Thing (Meaning)
which, incorporated (encrypted, enclosed) in thgtreventually comes out
from the crypt — the theme of a spiritual revenge caduse the religious
antagonism. The crypt ultimately encodes, in itsisglic unfolding before our
eyes, a moral clash between a Catholic ChristignaaiRreemason. Montresor, a
Catholic believer, gets back at Fortunato, an “tistly before the Lent for
Easter, a period of purgation and spiritual el@ratHe acts in disguise, using
Fortunato’s very weapons and symbols throughout pfueess of revenge,
hence not only punishing his religious enemy, bot, satirizing Freemasonic
practices and conceiving the occult initiation gsaeody.

Various critics agreed on this possible meaningrnviaFelheim sees
the story as “Montresor’'s enactment of an elabaitial” (Felheim 1954: 448)
in which Fortunato’s death becomes a form of “imation”, a sacrificial act in
which Montresor himself assumes a perverted pyiefinction” (bid.).
Moreover, Fortunato “takes on all the qualitiesacferpent, traditional religious
symbol of evil” (bid.). James E. Rocks also considers Montresor “a nfam w
believes he must protect God’s word and His Chur@md. who demonstrates his
‘love’ of God in this deed of sacrifice” (Rocks T87/0). Likewise, Kent Bales
comments: “A Roman Catholic aristocrat takes regaemy his Freemason enemy
by walling him into a corner of the family catacanb” (Bales 1972: 51). David
S. Reynolds, after noticing that during Poe’s titthe Masonic order was viewed
as undemocratic and as a tangible threat to Americstitutions” (Reynolds
1993: 99), concludes that, according to the badddomtresor’'s family (the heel
crushing the serpent) — a typical Biblical allusien the tale “historically
symbolizes the Church militant triumphing over fioeces of evil” (Reynolds
1993: 100). Kathryn M. Harris stands for the ideat t'the hostility between the
two characters is worked out in terms of the CatHdiasonic opposition”
(Harris 1973: 122). Finally, Robert Foulke and Pamrith provide an interesting
interpretation of the reason for revenge: “Howewarious the differences
between avenger and victim, the tale suggeststibadeed of controversy was a
religious one. Otherwise the reference to Masosirgrily a gratuitous pun, and
Montresor’'s reply, ‘Yes for the love of God’, is ampty remark... It is
appropriate to the ironic narrative that a resohlutof a partially religious
antagonism should take the form of crucifixion” (lfe 1972: 879-80).
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The crypt (text) incorporates the thing (meaningjtself exactly as
the niche will enclose Fortunato’s crucified body @lecades until the narrator
himself is willing to confess his crime. One faetmains, however, still open.
The crypt does not onlincorporate but — perhaps more significantly -, as
Montresor depicts it, alsenfolds, expands, splits up numerous counterparts.
Thetextitself is nothing else but a sum adntextsn whose forms itdevelops
it unfolds before our eyes. Like the crypt that does not gtcihre thing
unilaterally, unfolding in multiple counterpartsicorporating multiple things,
the text does not en-textualize / con-textualizeirle meaning, splitting in
themesad infinitum In Discourse in the NovelMikhail M. Bakhtin, through his
heteroglossia defines exactly the possibility of the written ndoto display
differences, i.e. to have different meanings iriedlédnt contexts and to migrate
from one meaning to the other. This representslitilegic function of the word
which has at least two “logics”, i.e. two possilieanings in two possible
contexts: “The way in which the word conceivesalgect is complicated by a
dialogic interaction within the object between val aspects of its socio-verbal
intelligibility” (Bakhtin 1990: 670). This phenomen is not linguistically
restricted: “When heteroglossia enters the nove¢@tomes subject to an artistic
reworking” (Bakhtin 1990: 677-8). The aestheticiies split upad infinitumin
a determinist chain that resembles very much th@ding of the crypt.

Poe’'s text, like Montresor's expanding crypt, is sabject of
development and heteroglossia. The Catholic-Freemmasintagonism, though
central, is apparently not unique, some of the jfimletails grouped in sets of
unitary or focusing significances multiplying theshges in new possible
interpretative problems. Thus, the context of thet tas such, in Bakhtin's
version of any given narrative development, spliisin various counterparts.
Reorganizing the elements, seemingly random, buiafig not so, of the tale
we get a new thematic configuration:

ll.1. Although written in a Christian confessidkd manner, the story
basically narrates Montresor’s premeditatagngenhich illustrates an anti-Catholic
feeling (even the motto of the family is “no onsdilts me with impunity”).

2. Although apparently uncertain about Fortunatmsult Masonic
gesticulation, Montresor claims he belongs to thetHerhood and shows a
trowel as a symbol of his Freemasonic belongingylan he will use his trowel
exactly like anoperativeMason, walling up his victim in the crypt; the iact
may make one think of his virtual familiarity withreemasonic rituals and
implicitly anti-Catholic (or at least nhon-Catholig)ientations.

3. Although serious evidence from the text seenssipport the idea of a
religious antagonism between a Catholic and a Fasem some critics notice other
important non-Catholic or even anti-Catholic eletaén Montresor’'s delineation;
David S. Reynolds observes that, “if anti-Masoeielihg feeds into the portrait of
Fortunato, anti-Catholic sentiment lies behind ssvgrim images in the tale
‘which is said to combine’ religious and crimineddagery in a way reminiscent of
the anti-Catholic bestseller of the day” (Reyndl@83: 100-1).
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4. Although mainlyoperativein his action, Montresor also manifests as a
speculativeMason, the whole journey into the vaults, alonthwiortunato, being
symbolically the figure for a Freemasonic (occudtliation as it has already been
pointed out; their descent into the catacombsngasi to a regress into Proserpine’s
mythic Inferno in order to get the golden bough touight, a process bordered by
two crucial events, death and resurrection, i.eressing of the mortal apparent
condition and unifying with the mortal hidden esse(Naudon 1963: 76-7).

As Montresor’'s crypt unfolds and expands in sud¢eessounterparts,
Poe’s text opens to a new possible context. Weonger have here the religious
antagonism and subsequent revenge between / dhali€and / on a Freemason,
but potentially a Freemason (Montresor himselffiggtack at another Freemason
(Fortunato). Is this possible and, if yes, howwarexplain it?

A recent interpretation ofhe Cask of Amontilladbelonging to Peter J.
Sorensen confirms this possibility. Basically, $sen claims Poe wrote his tale as
a transfiguration of a real historical event withieh — the critic thinks — he had
been undoubtedly familiarized. In 1826 Captain Mfil Morgan published
lllustrations of Masonry, by One of the Fraternftf. Sorensen 1989: 45), a book
in which the author was explaining a lot of the bfas symbols, betraying
implicitly the secrets of the brotherhood. Since thw of silence represents the
basic principle among Freemasonic regulations, Borgvas immediately
punished: “There is considerable evidence thatkasens has him arrested... then
released him into the hands of a waiting mob ofr tfedlow Freemasons...
Morgan...was never heard from again, but about a kagar, in October 1827, a
body was found that may have been Morgan's” (Sereti989: 45).

Therefore, the critic considers that the story ahimg else but the
allegorical presentation of this event. Both Faatonand Montresor are Masons.
The former discloses this when he throws the boftieard. According to the
lllustrations.., raising hands above head is a sign of recogndrotest of new-
comers in the craft (cf. Morgan 1826: 76). At tbisnt, obviously, Fortunato tests
Montresor, because he asks him if he is from théhbrhood. The latter, Sorensen
thinks, is a betrayed by two facts. On one handises the formula “Be it so” (Poe
1964: 33) which is the correspondent of the FreemasSo mote it be” (Morgan
1826: 10), a phrase recurring in thiestrations... over and over again. On the
other hand, he shows his hidden trowel that iedda Masonic tool and symbol
(Morgan 1826: 93). Hence, Sorensen concludes:ctt bMontresor and Fortunato
are Freemasons, the ‘thousand injuries’ by Fortusaggest that, at the least, he
has betrayed a fellow Freemason and, at the wbest, violated or perhaps
disclosed the secrets of the craft. (Fortunato apsp® be committing just such a
violation by explaining his hand gesture to somewat® does not apparently
understand the sign.) Thus it is possible that omtivation for Montresor's
revenge lies in betrayal of Freemasonry, the appa@use of Captain William
Morgan’s death” (Sorensen 1989: 46). This seentstalbe supported by the fact
that, at Fortunato’s imploring cry from beyond thall of the crypt — “For the love
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of God, Montresor!” (Poe 1964: 35) — Montresor swiidally replies: “Yes... for
the love of God!” ipid.).

Thus, one can easily notice that the detailed ghtiser of the crypt
which will incorporate Fortunato is not merely alesieffect of Poe’s minute
technique of “ratiocination”. On the contrary, ikesns to represent the very
technique itself. This is a textual strategy, alimusstmodernist in its aesthetic
implications, meant to reveal a personal poeticgvriting. It is apoetics of the
unfolding cryptin which the crypt stands for the text as sudexathat, according
to Bakhtin’s heteroglossia, multiplies in varioustexts, the above-mentioned two
being just limited possibilities of semantic deystent. Obviously, the “unfolding
crypt” can be examined only through deconstructoprocess started by the author
himself when he puts his narrator to depict thetcag a Chinese box. Similarly, his
text represents a concentration of circumscribediesi.

NOTES:

! “No one insults me with impunity” (Lat.)
2“May he rest in peace” (Lat.)
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FROM ILLUMINATION TO BLINDNESS:
THE PHILOSOPHY OF (UN)READING IN POE'’S
“THE PURLOINED LETTER”

Hivren DEMIR-ATAY,
State University of New York— Binghamton
hdemiral@binghamton.edu

Abstract: Poe’s reputation as the master of the mysteryestdhat draw the
reader to the inscrutable worlds of horror, theammy, and suspension has marked him
as a “readable” writer. This article argues thathéTPurloined Letter” becomes
“unreadable” through thmise en abymthat complicates the role of the detective and
the nature of the case, as a result of which thhwertions of the genre are rendered
unforeseeable. Thus, the all-seeing reader enthildéloe’s philosophy of composition
is replaced by the blind reader, while “The Purmin_etter” undermines its truth by
leading the reader to undo what he/she reads.

Keywords: Poe, The Purloined Letter, detective fiction, aai&bility, mise en
abyme

. Introduction:

In his introduction tarhe Cambridge Companion to Edgar Allan Poe
Kevin J. Hayes points out that Poe became oneeopénmanent authors of the
reading lists in schools despite the bad reputatiergained during his life.
According to Hayes, Poe is now taught in the Un¢ates more than any other
American author because he “functions as a catédysieaching students the
magic of reading” (Hayes 2002: 2). The magic ofdieg underlined by Hayes
marks Poe basically as a writer of mystery, whondrahe reader into the
inscrutable worlds of horror, uncanny, and susmendrPoe’s detective stories,
which relate detective Dupin's adventures, are éeleim arouse similar feelings
on the reader, leading him/her to engage in thé @ meticulously as a
detective. In fact, it has been widely argued thatplayful traits of the Dupin
stories rendered them popular and readable. Fanggrain “Poe’s Dupin and
the Power of Detection,” Peter Thoms suggests ‘thaé popularity of the
stories of Poe and his successors partly derivara this intense engagement
with the text where, in the scrutinizing of eviderand the interpreting of clues,
the reader becomes a detective and the detecte@dar.” The detective Dupin
also becomes a writer, Thoms maintains, who “fijuedy writes the hidden
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story of the crime” (Thoms 2002: 133). Because det¢ective unfolds the
mystery, the story is constructed based on hisatiarr that serves to order the
scattered facts and make sense of them.

However, Thoms adds, Poe’s detective fiction algoedses from the
portrayal of the detective as a figure of orderumgermining the strict line
between the detective and his rival. When the rofébese two figures become
interchangeable, the reader is distanced from tisevars offered to him, as a
result of which he/she seeks a new form of invasitg. This new form hinges
on a search for Dupin’s technique, or in Thoms’sdsp“the legitimacy of his
solutions” (bid.: 133). Thoms defines this characteristic as épeasentation of
self-reflexivity of Dupin stories. According to hjrthe criminal’s mystification
of narrative is uncovered by the detective’s sifilfeading and writing. In order
to explain how the reader is motivated to readdhssries, Thoms refers to
Benjamin’s “The Storyteller,” where Benjamin argubat readers find peace in
the fictional life offered by a novel, which endsttwdeath either literally or
metaphorically, i.e. through the novel's closingfteh reminding us of
Benjamin’s suggestion that “What draws the readehé novel is the hope of
warming his shivering life with a death he read®wl3 Thoms proposes
another motivation for reading Poe’s detectiveiditt “[[[n stories like ‘The
Murders in the Rue Morgue’ and ‘The Mystery of MaRogét’ death is not the
end point that is sought in the quest for meanimgabmysterious question, an
unsettling effect that compels the reader to sebedkward for the cause, for
the narrative’s beginningsitid.: 135). In other words, Thoms argues that the
reader’s fundamental motivation of reading Poe'®dé@ve stories is the desire
to understand a complete, meaningful narrativecgira.

Thoms’s argument is also in congruity with Poe’stims. The concepts
of “unity of effect,” “single effect,” and “totalt of interest,” which Poe coined
for the understanding of the short story, assunmeréectly planned plot that
should take the reader’s soul under the authorgrab In his essays such as
“Review of Twice-Told Tales,” “The Brief Article”rad ‘Totality of Interest” (cf
May 1994: 59-65), Poe propounds that the authotdasttern a good plot, any
part of which cannot be removed without doing haonthe whole and whose
dénouemeninust be planned in advance. He maintains in “Théo®iphy of
Composition” that “It is only with theénouementonstantly in view that we can
give a plot its indispensable air of consequence;amisation, by making the
incidents, and especially the tone at all poimtsdtto develop of the intention” (q.
in May 1994: 67). As summarized by this sentencee’s? philosophy of
composition is based on an idea of unity that diovgards perfection in the
development of plot. This philosophy determine® &®e’s expectations of the
reader. If a good work takes the reader’s soul uodetrol, the good reader is the
one who is expected to follow the perfect pattgredncentrating on the parts in
order to reach the whole. The reader’s interestsldibe held focused so that a
single effect can be created. Charles E. May, pgrdut in hisThe Short Story:
The Reality of Artificghat a story with a single effect in Poe’s poet&sthe
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aesthetic similitude of a psychological obsessifviay 1995: 8), describes the
reader of such a story by constructing an analegyden him/her and Dupin. He
contends that “The reader of such a story, like<Pf@@nous detective, Auguste
Dupin, focuses primarily on those clues or motifst tobsessively revolve around
the central effect”ifid.).

Therefore, the reader who is looking for “the leg#cy of [Dupin’s]
solutions,” in Thoms’s words, needs to be as aigalyand creative as Dupin. In
“The Murders in the Rue Morgue” the narrator démsithe analyst as the one
who “throws himself into the spirit of his opponé(®Poe 1992: 316), but adds
creativity to Dupin’s “resolvent” natureb{d.: 318). If this two-sided detection,
which is also one of the basic motifs of “The Pimdal Letter,” describes the
reader, then reading is identified with seeingolkésg, and reaching the whole
picture from the clues. However, | would argue ttiBlle Purloined Letter”
proposes a philosophy of reading that conflictshwiRoe’s philosophy of
composition as well as the image of the reader rhgligitly depicts while
developing his theory. The story’s self-reflexivaure functions as a highlight of
blindness and ignorance in reading rather thanr@e fthat leads the reader to
understand the motives of the narrative. In otherds, the story dramatizes a
notion of reading that is quite different from atioo of reading that regards
reading as an activity progressing through the nmsnef illumination.

[I. Unreadable Letters of “The Purloined Letter”

Maurice Blanchot in his “Literature and Right to ddle” asks a
guestion that might well be addressed to Poe'pbjihy of composition: “...if
the work is already present in its entirety in fmisid and if this presence is the
essence of the work (taking the words for the tiimg to be inessential), why
would he realize any further?” (Blanchot 1999: 3@2e work, according to
him, attains a value through the process of writtaglf, with the unfolding of
the words. Since the words do not belong to théewrthe process of writing
turns to be a collective creation in contrast t@’®dormulation, in which the
roles of the writer and the reader are positechgtntly different from each
other. Considering both the writer and the readdha active participants of the
literary creation, Blanchot concludes that as lasgthe work is not already
present in the writer's mind, the reader's peraeptis blind or deaf.
Consequently, the progress of the work relies oatwie calls “unforeseeable
innovation” rather than the moments of illuminatidsid.: 371).

Whereas Poe’s philosophy of composition definesvihiger as the
master of his work, for Blanchot, the writer is lniag before his work exists.
However, since the work exists as “disappearaneegh after its creation the
writer does not become a master. The work's appearas disappearance
implies its belonging to others in addition to theter’'s otherness, which is
caused by the distance between the writer’'s prejedtthe production. In other
words, neither the writer nor the reader can fardhke literary work, which has
the power of transforming the things into otheotlgh language as negativity.
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It is a language freed from referentiality proffeyithe reader the “absence of
being,” or the destruction of existence. When thi#ewbecomes everyone, he
loses the mastery paving way for the work’s spe&ble. “right to death” starts
here for Blanchot: “I no longer represent, | ardplnot signify, | present'il§id:
384). However, the right to death produces itsdart negation too. Literature
“being” and “presenting” continuously finds itséif the undercurrents running
against themselves, a condition which finds expoess Blanchot's concept of
“blind vigilance”: “literature, a blind vigilance kich in its attempt to escape
from itself plunges deeper and deeper into its aasession, is the only
rendering of the obsession of existence, if thaglitis the very impossibility of
emerging from existence, if it is being which isvays flung back into being,
that which in the bottomless depth is already at blottom of the abyss, a
recourse against which there is no recours®rd:(388).

In the bottomless abyss, literature can only “murtnwithout
recourse to a strong ground of expression. Thesaensequence of the force of
negation produced by right to death. As Blanchstuwses in “Literature and
the Original Experience,” the end here means thiritinde of the work rather
than the power of limiting or grasping it. Litereguin that sensestffers
anonymity, producing “the force of an event” (Blant 1982: 241).

If Poe’s philosophy of composition conceives of titerary work as
the ultimate production of the author, “The PurdnLetter” perverts this
philosophy by undoing itself. It undoes itself thgh its “blind vigilance,” by
performing its own blindness in its attempt to stifindness. In the bottomless
abyss -mise en abymeef the problem of reading, the text stages itsggfielin
the frame stories, which need to be extended &otexruality in addition to the
doubling of the narrative, as Jacques Lacan obsénmeis seminar on the story.
Among the story’s references are another Dupiryst®tue Morgue,” writings
of Bryant, Chamfort, Crébillon, and Seneca, as waslinumerous anecdotes
about physicians, mathematicians, and politiciahs. the intensity of
intertexuality, “The Purloined Letter” turns to ke story where reading
incessantly endures. Yet, while on the one hanéaitls to unfold itself, on the
other hand, it is folded by the readings. If “TharlBined Letter,” which is the
third of the Dupin series, tells the story of alpimed letter and Dupin’s method
of detection, it also ceases to “tell” by subvegtitme power of decipherment
and replacing it with the simple nature of the case

In “The Purloined Letter,” after a silence of aase one hour between
the narrator and his detective friend C. AugustpiBDuheir door is thrown open
by the Prefect of the Parisian police, Monsieurv@p wants to consult Dupin
about a “simple,” but “excessivelpdd business. This odd business also
demands secrecy due to its connection with thel rbgase. As the Prefect
informs us, an important letter has been purloinech the royal apartments. The
person who purloined it as well as the fact thit &till in his possession is known
since both the nature of the document and the riabbigle of using it — silence
at that moment — reveal that the letter providesidider with power. According
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to the Prefect, the holder of the letter is Minidbe, who purloined it from the
royal personage'doudoir after he has seen the letter, whose address was
uppermost on the table, and guessed that she wasedgwith the other noble
personage’s entrance during its perusal: “His lgye immediately perceives the
paper, recognizes the handwriting of the addrdsserees the confusion of the
personage addressed, and fathoms her secret” @i 194). Minister D.
fabricates a facsimile, puts it next to the auticenhe and, after conversing for
about fifteen minutes, purloins the latter. Monsi€s. needs Dupin’s help
because he and his team searched “every wherefinistist D.’s premises from
all secret drawers to grounds and carpets.

When the Prefect visits Dupin one month later Hohien that they did
the reexamination in vain, Dupin receives a chagkthen submits the letter to
G. Their measures, according to him, “were goodtheir kind, and well
executed; their defect lay in their being inapgleato the case, and to the man
(ibid: 201). This evaluation clarifies his method ofefion, which counts on
identification with the opponent’s intellect. Sintee Prefect never envisioned
the “self-evidence” of the letter’s place, “[h]evae once thought it probable, or
possible, that the Minister had deposited ther@tienediately beneath the nose
of the whole world, by way of best preventing amytipn of that world from
perceiving it” {bid: 207). With a specific attention first to the vimg table and
then to a card-rack beneath the middle of the mgmtee, he found the letter in
a different form than described by the Prefect: stmutinizing the edges of the
paper, | observed them to be morkafed than seemed necessary. They
presented thbrokenappearance which is manifested when a stiff pdgeing
been once folded and pressed with a folder, iddetbin a reversed direction,
in the same creases or edges which had formeditfiead fold” (ibid: 208). He
leaves his gold snuff-box on the table so he canecback the next day to
finalize his plans. Next morning Dupin calls fostgnuff-box, and during the
conversation a sound similar to a report of a pisttieard, which is followed
by screams and shouting. When Minister D. goes lynalow to see what is
happening, Dupin replaces the letter with its fadg, together with a message
from Crébillon’'sAtrée “...Un dessein si funeste, / S'il n'est digne tide, est
digne de Thyeste'ilfid.: 210)*

The final revenge between Minister D. and Dupin ficors the
repetition of the scene in which Minister D. punkithe letter from the royal
personage since the action and motivation are tepetespite the change in the
subjects of revenge. The letter in the story parfothe motif of the doubling in
“The Purloined Letter” by virtue of being foldedsa indicating the importance
of this motif. The pervasiveness of the doublinghia story culminates here in the
letter’s twofold appearance, alluding to a rhetrioubling? In other words, the
doubling of the scenes where the letter has beeoiped, the technique of
detection, which is based on the identificatiorhvihie opponent’s intellect, and
the repetition of this technique in the game ofneared odd are now accompanied
by the letter's doubling asiise en abymeThe letter’'s “chafed” and ‘broken”
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appearance caused by the folds may be regardeldeadramatization of the
unreadability of “The Purloined Letter.” The blireks that comes along the
“creases” and “edges,” which had formed “the oadjifold,” points to the folds,
i.e., themise en abymstructure in “The Purloined Letter.” In fact, thtory
obliterates its own storynésshrough this structure. The reader’'s cognitive
assumptions and expectations remain unfulfilled rwitlee text performs its
concerns and questions in a “bottomless abys&lanchot’s terms.

As discussed above, according to Blanchot, liteeataan only
“murmur” in the “bottomless abyss.” In order to deaurmuring, one needs a
translation as described by Paul de Man with areefee to Benjamin, i.e. a
translation done with “death pangs” because ofyehierg that is lost. While
expression can be repeated, in murmuring therénigya something lost and
unheard. For that reason, its reading is necegsan-reading or drawing of a
new frame. The reading of murmuring, like translati necessarily moves
forward along with the loss of the original langaaés Benjamin discusses in
“The Task of the Translator,” the purpose of tratish should not be to
reproduce the intended effect of the original laagg) but instead to reach a
harmony of this intention and the language of tiait. Benjamin puts forth
the purpose of good translation in order to clafifig concern about the
communication of meaning in the art work. Like Bihot, he also expresses his
belief that an art work cannot be produced by aeraéng the reactions of the
receiver, and that the goal of communicating meganin the receiver
presupposes an original meaning. De Man transB&gamin’s concept of
“birth pangs,” which means that the original idddl with the discovery of its
death, to “death pangs,” for the purpose of undieidj the process of dying. In
other words, each frame or each reading may gittb tH a new one, but the
subjects of translation — author, translator, readelisappear since the work
emerges as a result of their harmonious mergiragdition to the intertwining
of original text and translation. At this point 8an clarifies how themise en
abymestructure relates to the bottomless abyss of titeea “[Y]ou should
understand the word 'abyss' in the non-pathetatynieal sense in which we
speak of anise en abymstructure, the kind of structure by means of  which
it is clear that the text becomes itself an exangplehat it exemplifies [. . .]
The text is untranslatable; it was untranslatabletlie translators who tried to
do it, it is untranslatable for the commentatorsowthlk about it, it is an
example of what it states, it isnaise en abymi the technical sense, a story
within the story of what is its own statement” (Blan 1986: 86).

De Man’s description ofmise en abymabere points to the failure of
reading and/or translation in the form of perfore®nn other words, a reading
or translation performs its own failure, sufferiimgthe abyss in its attempt to do
what it intends. Hencemnise en abymalso becomes a mode of reading, where
each reading tells a new story, opening the pdigiluif other stories. The
failure in reading and the necessary blindnesh@fréader mark ignorance as
opposed to illumination and mastery. In other worthe mise en abyme
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structure in a text leads the reader to suspegtfigsentiality by staging its own
failure. When the text, which is supposed to kndails in transmitting a
message, the reader also realizes that theretrsithoto be revealed in reading.
The mastery of the text and the reader succumtbedorce of the event,
happening as a result of their encounter.

lll. Forgetting the Original Letter

Shoshana Felman’s analysis of the frame tate$Turning the Screw
of Interpretation” explicates the event in readihgugh the phrase “forgetting
of origin.” This explication presents a similar ceptualization to Blanchot's
“blind vigilance” and Benjamin’s “self-forgettingsf the listener in storytelling:
“If the tale is [. . .] introduced through its oweproduction, if the story is
preceded and anticipated by a repetition of theystben the frame, far from
situating, as it first appeared, the storydgin, actually situates itdoss,
constitutes its infinite deferral. The story’s anigs therefore situated, it would
seem, in dorgettingof its origin: to tell the story’s origin is to tehe story of
the origin’s obliteration (Felman 1982: 122).

“The Purloined Letter’s perversion can be foundha kind of loss
Benjamin avers. The story, together with other Dugiories, is deemed to be
“the origin” of the detective genre. Martin Primsin’s opening sentence of the
“Poe” chapter in his boobetective Fiction and Literatureaummarizes their
precursory nature: “Edgar Allan Poe invented theectese story” (Priestman
1991: 36). Poe’s “invention,” which is believed bave guided the future
development of the detective genre, is especidlyificant in terms of reading
as these claims highlight that Poe’s detectiveietohave determined the
reader’'s expectations. For example, George N. Dehe, conducts a study on
the experience of reading detective fiction, potsvard the influence of Poe on
the foreseeability of the genre in his own termshik study entitledhe Reader
and the Detective Storfpove finds the sense of “differentness” of the diate
story firstly in the way that it is read, and tHarthe text itself (Dove 1997: 5).
The study utilizes the reader response theory taclode that the genre’s
uniqueness, compared to other genres such as ithhe or science fiction,
derives from the fact that “the reader’s past epee with the detective story
proves a much more demanding guide for presentingadibid.: 6). By
arguing that the reader’'s awareness of the genogigentions differentiates the
detective fiction from others, Dove underlines“itenservative intentionality,”
also finding the fundamental source of this corsgsmn in Dupin stories. Dove
suggests that “Poe unwittingly built into the Duptiories a genetic coding that
not only determined the purpose of the detectigiof but in several respects
pointed the direction for its future development.(ibid.: 113)

The “genetic coding” Dove refers to may not be lgasifused as long
as the conventions are defined in terms of thesémability of the thematic
pattern. Yet, the recurrent themes and motifs danroessarily reduce the story
to one layer, where one can “read” it. In facttie case of “The Purloined
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Letter,” reading is undone through the differeyels created bgnise en abyme
paving the way to the loss of origin. In other wgrthe conventions which frame
the basic narrative structure are superseded wieestory begins to reflect on
itself> Furthermore, while the self-reflexivity is not mssarily utilized
intentionally, the perversity of the text as pemied in the insistence of the
signifiers in the signifying chain is not contingeon logic® Neither Poe’s
philosophy of composition nor the detective’s meltiod deduction can resist the
“pleasure of the text,” in Barthes’s phrase, whishgained as a result of the
diversion from the path. As the existence of théx paakes the diversion possible,
the writer's or even the text's intention to stageuth cannot be denied. Yet, the
stories within the stories, frames, or the purlditegters all imply the “forgetting”
of origins, intentions, and conventions. While tagt forgets its departure point
in the abyss in which it falls, the reader fordetsself to be transformed. “The
Purloined Letter'smise en abymfunctions in a way that leads the text to break
away from the “genetic coding” it offers to the @fgtve genre, which renders the
future detective stories “foreseeable” for the exad

If the stories considered under the rubric of “thassical detective
fiction,” as exemplified by many of Arthur Conan ¥»'s Sherlock Holmes
stories, recurrently remind the reader of the powad authority of the
detective’s technique and dextefjtyThe Purloined Letter” undermines this
classical feature starting with the epigraph qudtedch Seneca. This quote, -
“Nil sapientiae odiosius acumine nirhig?oe 1991: 192) - degrades the role of
cunning in wisdom, while Dupin reiterates the siitipf of the case. According
to him, its simple nature complicates the issudt as incongruous with the
Police’s assumptions. The simplicity is accompaihiece by the triviality of the
content of the letter. Even though some charaateag know its content, it
continues to be insignificant and unrevealed tordasler. Thus the detective’s
craft relies more on his understanding of the “tddif the case in addition to
its simplicity than on his knowledge or cunning. ccArding to Dupin,
adaptation of certain theories to any case, sinila “Procrustean bed,” leads
to blindness ibid.: 201). Yet, the story stages blindness as a contag
impairment, also reversing its pejorative meankiter the royal personage and
the Police, Minister D. is outmanoeuvered as wktit only does Dupin take
revenge on Minister D. by exchanging the lettehvetsheet including a quote
from Crébillon’s Atrée, but he also illustrates the possibility of his own
blindness. That is to suggest that by bringingtbatimportance of surfaces and
the drawback of overseeing in detection, Dupingumbe an actor ohise en
abyme He purloins the letter by identifying his intellesith Minister D., like
the schoolboy who plays the game of “even and oldt”in order to identify
with the opponent’s intellect, one needs to undecstthat the signifiers may
insist in the signifying chain. The Prefect's kewision suffers from his
assumption that the signifiers signify. AccordimgQupin, the Prefect’s failure
“lies in the supposition that the Minister is a lfobecause he has acquired
renown as a poet. All fools are poets; this thddetdeels; and he is merely
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guilty of anon distribution mediin thence inferring that all poets are fools”
(ibid.: 203). If the truth revealed by Dupin is that fPeefect became blind by
seeing too much, then the truth is put into quadtip Dupin’s own suspension.
He was once blind, as his final note to Ministeildstrates. He now sees, even
if he avoids too much cunning; however, his curreiston that restores the
letter is also presented as a partial blindnes® fBlat that Dupin does not
signify something such as a conventional detecihakes him shift in the
signifying chain, undermining both the method ofluietion and the depth that
this method conveys. In other words, when the lagithe signifying chain, as
formulated by Lacan, replaces the logic of dedugttbe depth of truth is also
replaced by the signifiers, which are displacedhensurfaces.

At this point, Martin Priestman’s arguments on itietonymic nature of
the detective fiction appear to be provocative eisfig because of the parallel he
draws between Dupin’s reading and the unreadatdfitthe text. In Detective
Fiction and LiteraturePriestman suggests that the purport of the sinyplitithe
case in “The Purloined Letter” may be found in thet's presentation of Dupin
as an “unreadable reader” (Priestman 1991: 48).oWdang to him, the
metaphorical depth is replaced by the metonymiafase” of the narrative.
Referring to the distinction Jakobson makes betwaetaphor and metonyry
Priestman places the Gothic tales in the realm ethiphor, while the detective
fiction in that of metonymy. He suggests that intlGo tales something is
described in terms of other, whereas in the detegstiory “our ability to deduce
the whole ape or sailor from a scrap of fur or gya#bbon is constantly put to the
test” (bid.). This example illustrates the necessity of metaioythinking and
exposition in the detective story, whose analyature is hostile to metaphor.
Priestman’s argument also extends to the shost gamre, especially as theorized
by Poe. In fact, he suggests, both in the shoryy siad more palpably in the
detective story a mystery needs to be solved, st of which a shift from
creation to resolution occurs. That is why, for hbupin’s two characteristics —
creative and resolvent — are not only important d&o problematicilgid.: 42). It
is problematic because the solution that Dupinrsféad presents in a metonymic
structure suffices for the understanding of theystAn important manifestation
of this metonymic structure are the intertextudlenences extending from
Chantilly to Epicurus, which exclude the readerhwiheir specialized nature
(ibid.: 49). Then, according to Priestman, it is thislgapower that makes
Dupin an “unreadable reader” as this long chaipoisstituted by the signifiers
referring to other signifiers.

Priestman’s latter argument, which affirms that Dugecomes
unreadable through his readings that insist instgmeifying chain, confirms my
suggestion that Dupin loses the position of theveational detective by
performing the contagiousness of blindness. Howdwerhis former argument,
which suggests that both the detective story aadsktort story are metonymic
in nature, we need to underline that both the dsteéction and the short story
genre have been commonly considered “mysterious’ $ense that includes a
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truth to be reached. In other words, even if theiderlying patterns work
metonymically, the depth that the method of deductireates should not be
overlooked. The formal logic has long dominatedsévo genres at least at the
level of common sense. Having said that, Priestenpresentation of Dupin as
an unreadable reader explains how Dupin’s suspensithe signifying chain
extends to the unreadability of the text of “Thel®ued Letter.” In fact, he
convincingly proposes that Dupin, by presentingdase as simple, overthrows
the readers’ expectations. While the reader expecisity of meaning, Dupin
creates multiple contexts by staging that the timtht the surfacekid.: 53).

IV. Conclusion

Although Poe has been regarded as the master dithetive fiction
by virtue of creating the origins of the genre, &THPurloined Letter”
deconstructs the basic assumptions of the readiertéxt becomes unreadable
throughmise en abymes a result of which both Dupin’s role and the reaf
the case complicate the genre’s foreseeable cdouentVhen the conventions
turn to be unforeseeable, the all-seeing readailedtby Poe’s philosophy of
composition based on the unity of effect and tttadf interest is replaced by
the blind reader. The simplicity of the case and thethod Dupin presents
through intertextual references, which amount ® blurring of vision, imply
the unreadable letters of “The Purloined LettertieTstory, being based on a
“philosophy”, and Dupin’s solutions, being based atimethod”, deconstruct
their own intentions. As a result, “The Purloineetter” undermines its truth by
leading the reader to undo what he/she reads.

NOTES:

! Prosper Jolyot de Crébillon (1674-1762) was a Hiepoet, whose trageditrée
(1707) is wrought with the theme of revenge betwéen brothers, Atreus and
Thyestes. The quote at the end of the story rédetfsis animosity: “A design so deadly,
/ If it's not worthy of Atreus, is worthy of Thyest” (English translation taken from
Babener 1987).

2 For a detailed discussion on the doublings in “Fheloined Letter,” see Liahna
Klenman Babener, “The Shadow's Shadow: The Motitraf Double in Edgar Allan
Poe’s ‘The Purloined Letter” (Babener 1987). Sheeg over both thematic and
structural doublings in the story, concluding tlaipin and Minister D. are moral
equivalents. According to Babener, repeating tltids: and motives of Minister D.,
Dupin exposes morally suspicious attitudes sucthasemployment of deception and
trickery, acting competitively to the extent of etynHis greediness for the reward and
the political power is added to these ethicallypstisus behaviors (328-30). Babener
also speculates that the intimacy between Dupin Bndhay be read as a fraternal
relationship or the unanimity of these two chanecteFocusing on the story’s
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exploration of the self, Babener’s reading studiesnotion of double as a metaphor of
the human mind and ignores the rhetorical doubtirgiifested in the letter’s folds.

3 | use the concept of “storyness” here as theorime@usan Lohafer. IReading for
StorynessLohafer describes storyness as “narrative wholéntsst is recognized
through the reader’'s cognitive activity (Lohafer 030 3). In other words, a
“neuroscenario” determines the registration of niegun various ways underlying the
wholeness of the short story.

* Two other works, Peter Brooks's article “An UnreblgaReport: Conrad'sleart of
Darkness), and Angela Schrode Moger’s unpublished dissenatWorking Out (Of)
Frame(d) Works: A Study of the Structural FrameShories by Maupassant, Balzac,
Barbey, and Conradlso present detailed analyses of the dynamicsaofidd stories
and their function in unreadability. Brooks’s inguengages in Benjamin’s suggestion
qguoted by Thoms that the modern genre of the nimaalhes the meaning of life to the
reader, providing him with wisdom because of deatitompassed by it either
thematically or metaphorically, due to the necessarding of the narrative. He deals
with the transmission of wisdom through storiesarehing for the oral narrative
construction in framed tales. Brooks places ComratEart of Darknessn a unique
place for complicating the transmission of the ragss According to him, although
Conrad’sHeart of Darknessinfolds self-consciousness about the traditionalatize,

at the same time it manifests the inadequacy ofrteaning revealed by it. When the
first person narrator gives the word to Marlow aftgroducing him to the reader, the
frame structure here differs from the traditionalrgtelling with its failure to reveal the
meaning adequately. According to Brooks, becausdziSutale is also embedded in
Marlow’s tale, despite the fact that it is neveritgutold, the frame structure is
characterized by more and more uncertainties caogets infidelity to the “real’ plots
of the stories (Brooks 2000: 239). Brooks suggtsis these obscure relations should
be understood through the “orders of significataomd belief” (bid.). By “orders of
signification and belief” Brooks means “ready-mdifie plots,” which are expected to
explain reality. For instance, Brooks uses theveosation between Marlow and the
manager on Kurtz's method in the obtainment ofyororder to propose the question
of orderings. In this conversation, after admittthgt there is a big amount of ivory, the
manager calls the method “unsound.” Then the ca@aien goes on as follows: “I
[manager] anticipated this. Shows a complete wajtdgment. It is my duty to point it
out in the proper quarter.’ ‘Oh,’ said | [Marlowthat fellow — what is his name? — the
brickmaker, will make a readable report for yolBfooks maintains that the “readable
report” here represents the “orders of signifiaatmd belief,” whileHeart of Darkness
distorts these kinds of orderings, especially bseaof Marlow’s plotting: “What we
really need, Marlow seems to suggest, imareadablereport — something like Kurtz’s
Report,perhaps, with its utterly contradictory messagegyerhaps Marlow’s eventual
retelling of the whole affair” ibid.: 241-42).  Similarly, Moger explores the
dramatization of storytelling in frame tales, wheeecording to her, “the message
suffers alienation from its delivery” (Moger 1988). In other words, a gap is opened
between the narration and the narrated. In this“dapreader persona” represents the
elusiveness of the signified or the absence ofuctasThe framed story demonstrates to
the reader the self-consciousness of the tbid.( 14).

® Patricia Merivale and Susan Elizabeth Sweeney tall detective stories which
undermine the traditional conventions by questigriimysteries of being and knowing
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which transcend the mere machinations of the mygtat” “metaphysical detective
stories,” a term first used by Howard Haycraft 841 (Merivale and Sweeney 199: 2).
They also remind in their introductory article, ‘Glsame’s Afoot: On the Trail of the
Metaphysical Detective Story,” that literary critibave given different names to this
genre: “anti-detective story” (coined by William \Spanos and refined by Dennis
Porter and Stefano Tani); “deconstructive mystér{esined by Patrick Brantlinger);
“ethical romance” (coined by William J. Scheickpdstmodern mystery” (coined by
Kevin Dettmar); “postiouveau romamletective novel” (coined by Michel Sirvent); “a
hermeneutic mode that nevertheless reveals anteven post-hermeneutic features”
(coined by Joel Black); “analytic detective fictforjcoined by John T. Irwin);
“ontological detective story” (coined by Elana Gdréid.: 1-4).

® Here | refer to the “logic” in formal language. lRembering Deleuze’$he Logic of
Sensg1969), however, one can argue that the perven$itytext has also logic. In fact,
Deleuze’s Lacanian “series” ifihe Logic of Senseead “The Purloined Letter” as an
example of the effects that make sense througlotieal structural patterns. That is to
suggest that the effects of reading implicate asfiarmation of series, which also
transforms the event. “Sense” becomes the combimatf series, paradoxes, effects,
and events, as performed e Logic of Senséself, which Deleuze introduces as a
“logical” novel (Deleuze 1990: xiv). Because “surdaeffects” play the crucial role in
the creation of sense, “The Purloined Letter” offer thoughtful case. “The most
concealed becomes the most manifestitd(: 8), Deleuze suggests, also describing the
paradox as “a dismissal of depth, a display of &sahthe surface, and a deployment of
language along this limitilgid.: 9). The “surface effects,” then, may be translateo
Lacan’s formulation that the signifiers insist imetsignifying chain. If the depth is
dismissed, it is because “each denoting name hssnse which must be denoted by
another name,” as exemplified by the serial formAdite’'s regression inAlice in
Wonderland(ibid.: 36). Deleuze finds another example of the surédtects in Lacan’s
seminar on “The Purloined Letter,” where the disptaent of the subjects according to
the place of the letter shows the lack of corredpone, insisting on the surface. The
creation of sense as surface effects rather thamthsin depth is not contingent on the
deductive logic of the conventional detective &sribut on the logic of series. This
logic includes the signifiers’ diversion from thgiaths. A text, which has an agenda to
follow, however well-formulated it is, may end ujitiwthis kind of a diversion.

" Although the manifestation of the detective’s reagtonstitutes the dominant pattern
of Sherlock Holmes stories, there are also excegtishich may be read as attempts to
undermine this pattern. For instance, “The FinalbRrm” and “A Scandal in Bohemia”
are stories in which Holmes’s reasoning method fadcause he applies it to the case
without considering its specific conditions. In baostories he meets his intellectual
equals, Prof. Moriarty in the former, and Irene &din the latter. Since these two
characters are as intelligent as Holmes, his catioms limit his vision, reminding me
of Dupin’s evaluation of the Police’s blindnessh& measures [. . .] were good in their
kind, and well executed; their defect lay in the&ing inapplicable to the case, and to
the man” (Poe 1991: 201).

8 Jakobson makes this distinction in his analysisaphasia in “Two Aspects of
Language and Two Types of Aphasic Disturbances.” rkbgks “combination” and
“selection” as the two modes of arrangement thatlimguistic sign involves. While the
former means that a linguistic sign is necessanilgombination with other signs, the
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latter implies that substituting one sign for amotlis possible. Following Saussure,
Jakobson maintains that combination is based omtiguity” whereas selection is
based on “similarity”: “The addressee perceives tha given utterance (message) is a
combination of constituent parts (sentences, words, phonemectedfrom the
repository of all possible constituent parts (tlele)” (Jakobson 1995: 119-20). After
these descriptions, Jakobson continues with trecsffof aphasia on one’s capacity for
linguistic combination and selection, resulting the suppression of the relation of
contiguity in the former and that of similarity the latter. Jakobson goes on with
identifying metaphor with the similarity of semantines and metonymy with their
contiguity (bid.: 129).
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LE SCARABEE D'OR
D'’EDGAR ALLAN POE PORTE A LA RADIO

Olga GANCEVICI,
Université &tefan cel Mare» Suceava
olga_gancevici@hotmail.com

Abstract: Starting from E. A. Poe’$he Gold Bug the present paper traces
the changes determined by the transformation oémin text into a dramatic script,
more specifically into a radio script. Neighbouritige fantastic genre, Poe’s text
evinces the writer’s interest in the conception antlition of a riddle, asserting Poe’s
conviction that there are rules / codes able tgesahy hieroglyphic writing by using,
indifferently, any other pattern than the alphabet.

The cryptanalysis elicited by the source text isvimbly limited in the
dramatisation of the original story, and all therengo in the radio script. Many details
meant to lead to the solution of the riddle ingberce text cannot be preserved in an audio
book, since the visual element disappears hereal Agr imposes its own laws / codes of
interpretation of a literary discourse, and, altffout eliminates some details from the
written text, it can increase interest in a litgranrk owing, firstly, to its larger audience.

Key-words: TheGold Bug fantastic, radio drama, adaptation

Il'y a des livres que 'on ne lit jamais; toutefo peut en parler a
tout instant. Sans doute, s’agit-il des textes iaxdonnus», comme I'edte
Corbeaud’Edgar Allan Poe, pour ne citer qu'un titre pardiautres. Nous
avons découvert Poe d’abord grace a la populanitpogme cité; ce n’est que
dans un second temps que nous avons réellementvaégtdes poémes de
I'écrivain par la lecture des textes originaux. Seavre épique, nous l'avons
parcourue par I'intermédiaire des traductions:dease (par Charles Baudelaire)
et roumaine (par Liviu Catu). Et cela, ce ne fut qu’aprés un premier contact
sonore avec ses textes courts, par des adapteddiophoniques.

Il n'est, sans doute, pas indiqué de commencertigieaa partir d'une
expérience personnelle. Toutefois, on peut se dedemaa quel point cette
expérience — qui est indéniablement liée a I'cewdeePoe et surtout a sa
réception — peut amener a certaines considéragi@nérales qui ont trait autant
a I';euvre de Poe, qu’'a sa recréation et a sa nédect
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Qualités littéraires du Scarabée d’arUn texte proche du fantastique.

Le scarabée d'or(1843) fait partie dedHistoires extraordinaires
d’Edgar Allan Poe. Il fut considéré, a c6té du raniaa Jangadade Jules
Verne,comme le meilleur texte littéraire en matiére dgtwlogie. Le récit est
important non seulement de ce point de vue, ma@uws I'auteur le considere
comme le mieux réussi parmi ses autres courtssréaitis partagé par les
exégeétes qui le considéerent eux aussi comme ua &exompli, voire parfait.

La nouvelle de Poe représente le résultat littérdii a la fois aux
connaissances de zoologie de I'écrivain et & stituedp a arriver a la bonne
solution d'un chiffre de substitution monoalphaféé (en termes plus clairs,
du déchiffrement d’'un code). Aprés une expérieneaéa par I'intermédiaire
des journauxAlexander's Weekly Messenget Graham’'s Magazinede
Philadelphie (entre 1839-1841), pendant laquell&.BPoe collabore avec eux
en déchiffrant des cryptogrammes qui lui sont edgopar de nombreux
lecteurs, il publieLe scarabée d’grtexte dans lequel les détails minutieux du
déchiffrement d’une énigme laissent plutbt I'immgies d'un surchiffrement.
De méme, la derniere réplique &earabée d'o~ «Qui nous le dira?» [Poe,
1995: 62] —, introduit une certaine ambiguité alov@me que le lecteur se
trouvait déja devant le mystére deéchiffré. Aprése uextraordinaire
démonstration pendant laquelle Legrand, le pergmpancipal du récit, arrive
au décryptage du mystere, le lecteur est a noupkmgé dans l'incertitude:
s’agit-il de la réalité ou bien de I'imagination Iamdive de Legrand? S’agit-il de
la vérité ou bien d’'une illusion? Nous voila dorevant des questions qui nous
plongent dans I'atmosphére inquietante proprelittéaature fantastique.

Dans une réalité ordinaire, sans étres fabuleugitsun événement
qui ne se préte a aucune explication par des misuwes. C'est, & peu pres,
I'idée sur laquelle se fonde la définition que TawveTodorov [1973] donne du
fantastisque. Le récit dGcarabée d’om’est pas l'histoire d’'un événement
inexplicable, mais plutdét Ihistoire d'un comportam jugé comme
inadmissible par les proches, au moins jusqu’aautainn moment.

Le personnage-narrateur pose, des le débuSchrabée d'ar les
prémices d’un fait empirique, par I'usage de lanmege personne du singulier
et 'aspect (auto)biographique du récit. Le cadrtirel ou se déroulera I'action,
esquissé déja a partir du deuxiéme paragraphe mémee ile «des plus
singulieres», car «guére composée que de sableetde @b a la végétation
pauvre [Poe, 1995: 7] — provoque déja un premitat efinquiétude chez le
lecteur. Rien n'est étrange, l'idée d'isolement nplus, et pourtant, la
perception physique sera vite complétée par lefmatmotionnel: le narrateur
fait la connaissance, sur cette ile en quelquee sperdue, de M. William
Legrand, un homme cultivé et trés intelligent, maifecté de misanthropie et
sujet a de malheureuses alternatives d’enthousiasrde mélancolie».iid.:
8]. «ll nest pas improbable», continue le narrateue les parents de Legrand
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jugent que «celui-ci avait la téte un peu dérangdid.: 9]. Nul doute, le
lecteur est déja prévenu qu’il doit s’attendre a bistoire hors du commun, car
le personnage déraisonnable ne peut se méler gg'Aidtoires étranges. Une
situation limite se produira et le lecteur devransaccommoder sans pouvoir
éluder I'ambivalence de la folie, tantdét déraisdieatantdt d'une extréme
lucidité. L'hésitation du lecteur commence déjaargvque le premier élément
vraiment insolite et inquiétant ne soit jeté sudéxant de la scene: un «bivalve
inconnux [bid.: 9], un «scarabée d'or, d’or massif, d’'un bolfaatre, dedans
et partout, excepté les ailegbifl.: 10]. Accompagnant le personnage-narrateur,
le lecteur suit un itinéraire qui va crescend@éhétre au fur et a mesure dans
une réalité hors du commun, attiré par la forcgique de I'histoire. En fait, E.
A. Poe décrit dans son ceuvre entiére des personigggese retrouvent parmi
les exceptions de la vie humaine et naturelle.

Encore une fois, on peut dire que le schéma d'isteife fantastique
est respecté. Le narrateur rend visite & Legrasdife- le moment a, assurément,
son importance —, il trouve I'entomologiste dans état d’exceptionnelle
exaltation provoqué par sa nouvelle acquisition,is,pue lecteur est
progressivement transporté a travers discussiogwétements, jusqu’au point
culminant de [lintensité émotionnelle... Sous lugince des propos du
personnage-narrateur — en apparence, plus raidergtalempéré que Legrand —,
on participe a tout un rituel étrange, parfaitendirigé par Legrand lui-méme,
pour en arriver a la conclusion que le coté sastiantastique n’est qu'une
erreur de perception, telle gu’elle a été induéelp personnage-narrateur et que
I'événement narré, si extraordinaire qu'il appa@jsn’appartient qu'a la réalité.
C'est Legrand qui a manipulé le narrateur, ipso facto le lecteur... Nous
sommes devant un exemple dhistoire dont les événemqui semblaient
surnaturels, recoivent a la fin une explicatiorioratelle. C’est le fantastique
étrange, selon la classification de Todorov [1973].

La progression des événements du rkeitscarabée d’omporte sur
I'hésitation entre les plans réel et imaginaire,dernier coincidant avec le
produit de limagination d’'un personnage considémmme fou. Plusieurs
éléments semblent encourager cette perception geaheé comme un fou. Le
narrateur s'inquiéte auprés de son serviteur, dypi Legrand n’'a pas eu de
changements de comportements, démarche qui acdénteetitude quant a la
perception du personnage. Quand Legrand lui enwoéelettre pour l'inviter
chez lui afin de déchiffrer I'énigme qui accompagtimsecte doré, le narrateur
affirme, de nouveau, ses réserves quant a la saaméale de I'entomologiste.
Legrand est-il vraiment un fou? Le décryptage dehpamin trouve sur les lieux
ou a été découvert le scarabée d’or, méme effeltune fagon spectaculaire (le
voyage, I'ascension dans un arbre trés vieux, d@erl'insecte descendu par
I'eeil gauche du crane, la fosse, etc.), méne énla tine explication rationnelle.
Le fait que Legrand exagére dans le but de rendneattitude de fou plus
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vraissemblable pour triompher finalement devanpdesonnage-narrateur, ne
conduit pas a une clarification définitive... Lamiére question du récit propose
encore une incertitude... Le déchiffrage de Legrpedt-il étre considéré
comme irrévocable? Il y a des cryptologues quialfitmé le contraire, a cause
de certaines erreurs qui se sont glissées perigetgrétation des codes...

Nous nous attardons plus loin sur le déchiffraggachemin trouvée
par Legrand avec le scarabée, parce que les ddélailee décodage, si
importants — voire capitaux! — qu'ils soient pol@antomologiste, peuvent étre
partiellement effacés, démarche qui ne diminuelgasception du récit de Poe
en tant qu’ceuvre vraiment réussie, bien au costrair

Organiser une lecture publiqgue du réait scarabée d'orc’est garder
l'original. Proposer une lecture dramatisée du mi@xte, une adaptation dramatique
radiophonique, c'est suivre certaines regles iedisgbles, dont I'élimination des
passages qui, d'une part, rendent le discourstragalchargé et, donc, difficile a
suivre, et, de l'autre, deviennent inopérantsrogropres a I'écoute.

Qualités radiogénes. Une lecture «radio-théatrale.

La naissance du théatre radiophonique date dessumggt du XX
siécle et, méme s'il est le témoin de Il'apparitidiun adversaire plus
redoutable, la télévision, le radio-théatre repmtseine partie non négligeable,
«du moins potentiellement», selon le commentairBateice Pavis [2002: 282].
Au début, il y a eu le désir, mais aussi la nétésie faire entendre des textes
littéraires. Le passage des textes a la radiof@gria supression de plusieurs
détails de mise en scene, de telle sorte qu’'unasicémméécrit pour étre
radiodiffusé pouvait devenir plus souple et attinerpublic plus large.

Sans insister sur la manifestation diachroniqugést-culturelle du
théatre radiophonique, nous nous arrétons a urpaditen roumaine du rédite
scarabée d'or tout en soulignant que d’'autres courts récits. ®E Poe ont
suscité, eux aussi, I'intérét des réalisateurseduegradiophoniquéd:a barrique
d’amontilladqg La chute de la Maison Ushdre Général A.B.C. Smitletc..

Le Théatre National Radiophonique de Bucarest aepté une
adaptation dramatique dbcarabée d'or réalisée par Nicolae Neagoe
(également, responsable du son). Sous la coorimeé Cristian Munteanu, la
distribution des réles a été la suivante: Mihai Vaie, Valentin Teodosiu,
Florin Anton. La rédactrice de cette adaptatiotéadmnicalTundrea

«Comment passe-t-on d’'une forme artistique a utre,adu roman au
théatre, du concert vivant a I'enregistrement, adittérature au cinéma, du
cinéma a la télévison...?» s'interroge Cécile Mé4ii891: 1]. En effet, la
transposition d'un domaine artistique en un autestrpas une opération sans
trahison. Cependant, le passage n'est pas impessilvérant méme parfois
bénéfique pour la version transposée...
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A partir de la distinction pratique entretleéatre radiophongnommé
aussithéatrophone[Pierron, 2002: 554]représentation scénique proprement
dite retransmise sur les ondes) etHéatre radiophoniquéréalisation d’'une
piece — écrite spécialement pour la radio, ou haptée, comme dans le cas du
récit Le scarabée d'or il faut prendre en compte différents termes Hoe
emploie pour le genre théatral a la radiadio-théatre radio-drame jeu
radiophonique voireroman radiophoniquécf. Méadel, 1991: 2], de méme que
dramatisation radiophoniqye adaptation radiophoniqye adaptation pour
'écoute, création radiophonique ou art radiophoméy Aujourd’hui, il ne
semble pas étrange de parler d'saga MP3ou d’'unlivre audio (dramatisés)

Lorsqu'il s'agit de ce mariage entre théatre etadiffusion, il y a
deux aspects qui doivent étre pris en compte. are, il faut remarquer
gu’une piéce portée a la radio supprime d’'une fajonltanée la présence du
spectateur et du comédien, suite a la réalité tue théatral radiophonique
mise sur des effets produits par une pratiquequéigre du son, de la voix, de
'écoute... De l'autre coté, il faut réflechir a thfficulté de la transposition
d'une piece de théatre pré-existante, pas spéa@aleécrite pour la radio. En
somme, il faut suivre la trajectoire suivante: arte¢ littéraire épique subit des
modifications pour étre adapté pour la scéne, @xsiliest soumis a d’autres
ajustements pour pouvoir passer a I'antenne.

Le scarabée d'oa la radio roumaine commence comme le texte source
il s’agit d’un récit a la premiére personne du slieg, relaté par un narrateur qui
interviendra & maintes reprises au long de I'adiaptal'histoire qu'il raconte a
une toile de fond musicale, si bien que, les dgak et musique, réussissent a
créer un certain rythme, apprécié surtout par lestigans du théatre
radiophonique qui affirment I'autonomie de leur adnore, a lI'opposé des
réalisateurs qui sont les adeptes d'une transmisbasée seulement sur le
pouvoir de la parole. Avec Michel Corvin [1991, vbl 1357], il faut observer
gu’il y a dans le radio-théatre le méme différend dans le théatre représenté sur
la scéne depuis plus d’'une décennie: la questiota ggimauté entre l'auteur
dramatique et le réalisateur du spectacle... Cotartexte de Poe n’est pas écrit
dans le but d’étre joué, le réalisateur radiophamiq une liberté assez grande
d’émettre sur les ondes une création plus ou mekrimentale. Cristian
Munteanu n'est pas intéressé par une formule digneatextravagante, au
contraire, il se tient pres du texte original. 8t @téressé par la transmission de
'ceuvre de Poe et non par I'expérimentation de abes formules dramatico-
radiophoniques. En effet, I'adaptation pour I'éeodu Scarabée d'oresserre,
dans une large mesure, les liens entre un gramradiffusé d’habitude par
l'intermédiaire des libraires et un auditeur disgemais potentiellement plus
nombreux que le public d’'une représentation scéngyaprement dite.

Adapté, le texte de Poe est réduit. On peut le rgnes dés le début,
lors de l'introduction faite par le personnage-ateur. Nombre de détails sont

a7



éliminés pour faire de la place aux dialogues elesepersonnages. Le rythme
de la piéce s’accélére progressivement et réuskir@ passer I'émotion de
chaque personnage et le suspense dominant dedi@eén relaté. Si on accepte
I'idée de Pavisdp. cit: 283] qu’«a travers la radio, l'auditeur tient wsw@te de
monologue intérieur», I'auditeur peut arriver mémkidentification avec cette
émotion progressive, surtout parce qu'il a lillwsi «que la performance
auditive est fabriqguée et émise dans le moment algéseption» 1pid.].
L'auditeur vit & c6té des personnages qui, euxisient que par la voix.

Le scénario s’avere étre une réécriture ou plutét neprise sélective
du texte original. L'adaptateur efface certainsaidlet mais donne a l'auditeur
tous les repeéres indispensables pour que le réadeda cohérence. Concernant
le déchiffrage du parchemin par William Legrandéclivain Poe fournit
beaucoup de détails liés a certains codes.

Sur un papier qui semble vierge au début, apparait]a technique
stéganographique de I'encre invisible, le dessimdrane. Sous l'influence de
la chaleur, un deuxieme dessin fait son apparitisnchevreau déchiffré par
Legrand comme la signature d'un affreux pirate, Gapitaine Kidd et,
dernierement, un texte (en anglais) codé selomatigoe de la substitution et de
la correspondance des signes. Legrand arrive difiiément, mais sa méthode
est trop compliquée si on n'a pas de support visidr exemple,
I'enchainement: «53++ +305))6*;4826)4 +,)4 +):8Q;+ 8 1 60))85;1 +(;: +
*8 + 83(88)5*» et ainsi de suite, ne peut pas @ireen entier a la radio.
L’auditeur ne peut pas le suivre, pas plus quettmdage. Les correspondances
entre chiffres et lettres appliquées par Legramdiaisent au texte suivant:

«Un bon verre dans I'hostel de I'évéque dans ldasehdu diable —
quarante et un degrés et treize minutes — nordgesst de nord — principale tige
septieme branche coté est — lachez de I'eeil gadeha téte de mort — une ligne
d’'abeille de I'arbre a travers la balle cinquariezlp au large» [Poep. cit: 57].

Le décodage améne Legrand, devant les yeux ébahperdonnage-
narrateur et de Jupiter, son serviteur, & découwritrésor caché qui contient de
I'or et nombreux bijoux. L'adaptateur Nicolae Neagupprime délibérément des
séquences qui supposent un effort supplémentaioemtentration de la part de
l'auditeur. Les étapes successives du déchiffragbedchainement cité ne sont
pas du tout présentées. Aprés I'exposition du rehiftegrand donne comme
solution le texte encore ambigu mentionné ci-desgbe n'est pas le seul endroit
ou on supprime des passages entiers du texte sd®aceexemple, ont été
éliminées des dénominations scientifigues d’insgsttgrabeus caput hominisu
de I'arbre (iriodendron tulipiferunm qui est nommé simplement le chéne... lly a
également des séquences dialoguées (Stevens er)Jgpitsont supprimées. En
général, la traduction de cette réécriture dragmtisupporte un processus
d’acclimatation, par le remplacement, par exeng#s,termes assez archaiques...
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L’histoire mise en scéne (plus exactement, réalilsdes le studio) par
Cristian Munteanu dure 24 minutes. Ecourtée, aigng par la souplesse et la
rapidité des découpages. L'auditeur n'a pas le sedgpse poser des questions,
il écoute en retenant son souffle la bizarre histdiune coincidence...

La piece réalisée dans le studio du théatre radidphe bucarestois
crée une ambiance particuliére et réussit a repigseles effets visuels en
utilisant seulement le plan auditif: voix des acseumusique, bruits... Méme
éloigné et dispersé, le public d'une telle radiardatisation peut étre
sensiblement plus nombreux que le public assisianhe représentation sur
scene. Nous trouvons que l'impact sur le publicpdss grand si le récite
scarabée d’'orest mis en ondes plutbt que s'il est joué. Laespalte pendant la
transposition du texte épique en radio-piece, éertis, est que le public n'a
pas la possibilité d’arréter I'histoire a tout marh@our réflechir aux éléments
étranges qui apparaissent dans la trame du redleatette facon, a la fin, le
mystére semble complétement dévoilé, tandis qus léatexte original, I'action
de décryptage entreprise par Legrand, trés miragieent rendue par Poe,
semble un surchiffrement, justement a cause de obfttination pour le detalil...

Ce qui reste du théatre proprement dit dans I'adi&pt radiophonique
du Scarabée d'orce sont la pregnance du langage (dont la radimatiaation
ne peut pas s'affranchir) et la place privilégiés dituations dialogiques.

Finalement, on peut dire qu’a partir d'un texteipapl'adaptateur
Nicolae Neagoe et le metteur en ondes Cristian &mt ont donné naissance,
tout comme les autres réalisateurs travaillant plgrpieces radiophoniques, a
une forme nouvelle d’art, qui n’est ni littératune théatre.

NOTE:

" L’adaptation radiophonique dBcarabée d’'od’E. A. Poe en roumain fait partie d’'un
répertoire d’environ mille transpositions en ondee C. Munteanu a réalisées pendant
son activité d'une cinquantaine d’années dans ldrecale la Société Roumaine
Radiophoniquel’enregistrement et la diffusion du récit de Po¢ @n lieu avant 2008,
comme le montrent les archives des programmes éatiigh National Radiophonique.
Nous ne pouvons pas préciser la date de la prend#fesion de cette radio-
dramatisation, mais mentionnons au moins un siteatieste qu’elle a été portée a la
radio bucarestoise : http://port.ro/pls/th/thedlirecting?i_direct_id=7346&i_city id=-
1&i_county id=-1&i_cntry_id=56&i_topic_id=, consdtle 7 mars 2010.
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DER KONIG, DER FROSCH UND DAS BOSE.
EDGAR ALLAN POES HOP FROG AUF DER SUCHE
NACH EINEM NEUEN URWALD

Bernd HUPPAUF,
New York University
bh4@nyu.edu

Abstract. While the evil was a constitutive concept in tlggyl and
philosophy in the Middle Ages and the early modereriod, the process of
rationalization reduced its meaning to pathologiaBhormalities in medicine and
psychology. The disintegration of metaphysics mé#ue idea of an absolute evil,
together with the devil, increasingly untenableeTgeriod around 1800 witnessed a
return of the evil, no longer defined in theoloditams but as a revolt against rational
theories of morality and a narrow definition of theman soul. Among the {%entury
pioneers of this anti-modernist dark modernism &dgar Allan Poe. His short story
Hop Frogrefers back to the medieval image of the froghasanimal of the devil and
embodiment of the absolute evil. The struggle betwan evil king and the man-frog
hybrid is a literary fantasy about the continuesgsence of the irrational under
conditions of modernity and the power of the peseaas an insoluble problem.

Key words: PoesHop Frog philosophy, metaphysics, history, modernity

I. Die Ruckkehr des Bosen in die Gegenwart

Das Bodse war lange Zeit aus philosophischen uneéntitthen
Diskursen verschwunden. Die Rationalisierung derbebswelt und die
Naturalisierung der Ethik schienen das Bose obsetacht zu habenDas
Neue der Neuzeit schien zu sein, dass in ihr zwtermmal in der menschlichen
Geschichte das Bdse ,grundsatzlich abschaffbar, ehelichkeitsbedingte
Ohnmacht des Menschen grundsétzlich aufhebbar“efurdietzter Zeit hat sich
die Hirnphysiologie des Bosen angenommen und e#n®su organischen Storung
deklariert, die im Kernspintomographen lokalisientd erklart werden kénne. Es
gibt allerdings eine Gegenbewegung. Die Skepsisrgdzer der Moglichkeit, das
Bdse abzuschaffen, wachst. Terrorismus, religitaerdamentalismus, brutale
Kriege und langst fur GUberwunden gehaltene Auskrian Gewalt haben in
Europa und Amerika zu einer Umkehr im Denken gefliber Gedanke des
Bosen gewinnt neues Gewicht, auch in der Literaitin bemerkenswertes
Beispiel ist die von J.M. Coetzees Rontdizabeth Costellaind Vortragen tber
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Das Leben der Tiereausgeloste Debatte Uber den Zusammenhang, den er
zwischen den Vernichtungslagern des 20. Jahrhundertl der industriellen
Tierhaltung unserer Gegenwart herstellt und mit d&ort vom absolut Bésen
verkniipft® Die Wiederkehr des Bosen erzeugt Abwehr und Gefidhér
Bedrohung und Angst, zugleich aber auch affektieeeligung und Faszination.
Mit dieser Rickkehr gewinnt die Lektlre von E. AceReine neue Aktualitat. Sein
Werk hat zu einem Wendepunkt in der GeschichteBdegn, der um 1800 eine
zweitausendjahrige Kontinuitat unterbrach, beiggtra Im veranderten Kontext
der Gegenwart kdnnen seine Fragestellungen als ihghdienen, dass es das
Bose gibt und als Warnung, es nicht zu psycholegisi oder als eine
irregeleitete Verschworung der anderen zu bagsitatin.

Die Geschichte des Bdsen ist kompliziert, und i¢h @inen Aspekt
herausgreifen, der sie mit der Geistesgeschichtke Literatur der Moderne
unter besonderer Berlcksichtigung von Poe verknaft Bose bezeichnet im
modernen Wortverstandnis ein sittlich bewertetesigoeliches Handeln. So
restriktiv. war der Wortgebrauch nicht immer. Bews wissenschaftliche
Zeitalter das Wort nur noch in Substituten als Igatee der
Individualpsychologie zuliess und marginalisiertear das Bdse sehr viel
weiter gefasst. Umgangssprachliche Ausdriicke wiegtA&nd an Bosheit* oder
“héllische Abgrinde” halten einen Wortgebrauch Iedig, in dem das
Hoéllische, Teuflische, Bdse ider Weltgemeint ist. Das Bdse gehdrte in die
Ordnung des Daseins. In der Natur, im Schicksaliond@ierreich wirkte eine
anonyme Kraft, die als das Bose bezeichnet wurde @egenwartige
Wiederkehr des Bosen knupft an diesen Wortgebraumchnd schliesst nicht-
menschliche Krafte und Akteure, die das Handelzaetner transzendieren, ein.
Diese Wiederkehr des Bdsen als einer generelleagéat kann sich auf Poes
Werk beziehen. Der folgende Essay konzentriert aichdie Erz&hlundgHop
Frog und liest sie unter Fragen nach dem Ursprung wrdBedeutung des
Bosen im Kontext der Beziehung von Ethik und Askhet

II. Das BoOse als Abwesenheit des Guten

In der philosophischen Tradition von Plato bis Inétbund weiter ins
18. Jahrhundert hatte das Bodse keinen eigenensStatu galt als blosse
Negation und Abwesenheit des Guten. Fur das dbhstlWeltbild war seit
Augustinus das Bose ein Fall, ein Abfall von deteguSchopfung durch den
Sundenfall und blieb dem Guten stets nachgeordBése Handlungen
geschahen nach dieser Auffassung ohne willentlitfesatz. Der Wille war so
definiert, dass er grundsatzlich auf das Gute bticsei. Das Bdse war ein zu
korrigierender Mangel, eine Schwéche, elvation, wie die Philosophie
sagte’ In der sakularen Aufklarung wirkte das theologeséostulat der guten
Schopfung ungebrochen weiter. Das BOse war funilisiert oder ein Umweg
auf dem krummen Weg zur guten Gesellschaft. Leilgiig es darum zu
zeigen, ,dass das Bése den allgemeinen, umfassgidiinhen Weltplan nicht
in Frage stellen kann.” (Simonis 2001: 210) Er Kensich ein Handeln aus
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Bosheit als Prinzip nicht vorstellen und erklarteinen Ursprung aus
Verirrungen des Verstands. In seinem System war dimn Menschen
verliehene Wille die Garantie, dass er stets nach Guten strebt. Entschliesst
er sich dennoch zum Bdsen, ,so geschieht es urlidic da das Bose unter
dem Guten verborgen und gleichsam verhiilltist.“

In dieser Theorie vom Bdsen als einem Mangel waresh die Tiere
eingeschlossen. Die Bibelexegese machte die Seéhlamgn bosen Tier, aber
die Frage, wie sie und andere bdse Tiere, der WelfFrosch, Ungeziefer und
Gewdrm, in die gute Schépfung kommen konnten, wursder diskutiert, war
jedoch nicht widerspruchsfrei zu beantworten. Aeistieutigen, sensibilisierten
Sicht auf Tiere ist die Konstruktion des bdsen §&venso signifikant wie seine
Unterordnung unter die Privationstheorie des Bésen.

Am Ende des 18. Jahrhunderts wird die Aufklarungegéiber dieser
langlebigen Anschauung und gegentber sich selbsdt ibrer Teleologie
skeptisch. In diesen Jahrzehnten, zu Beginn desensshaftlichern Zeitalters,
setzt sich der bis dahin lediglich von Aussenseitend ketzerischen Sekten
vertretene Gedanke durch, das Bdse sei keine témgpdédbwesenheit, keine
korrigierbare Abweichung von der guten Schopfurgin& Negation, sondern
eine selbstédndige Kraft, eingositive Realitat in der Ordnung menschlicher
Systeme. Die bdse Handlung, die die moralische rdoibeidungsfahigkeit
voraussetzt und bewusst gewéhlt wird, kann nundedaerden. In ihr ist nicht
eine das gewollte Gute verfehlende, sondern eitgeegangesetzte, willentlich
bdse Absicht wirksam, die tber das sittliche Mativmphiert.

Es ist erstaunlich, dass Kant zu den Initiatoresseli Umkehr des
Denkens gehdrt. Er fasst den Gedanken dtneanzipation des Boselm Kants
religionsphilosophischen Schriften ist das Boése htniddnger aus einer
Abwesenheit der moralischen Verantwortung des Merseu erkléaren, sondern
er spricht von seiner Gleichstellung als einem héagigen Prinzip in der
Ordnung der Welt. Dem kategorischen Imperativ tstefl ,b6se Maximen*
entgegen, und schreibt von einem ,natlrlichen HisgyMenschen zum Bdsen.”
(Kant 1983: 676) Das ,Dasein dieses Hanges zum rBaseler menschlichen
Natur* kénne durch ,Erfahrungsbeweise” vom Wideasistgegen das moralische
Gesetz belegt werden. (ebd.: 684) Man kdnnte hesadgzu einen Versuch
heraushéren, einen empirischen Beleg fir die Existies Bosen zu liefern.

Wenn es Handlungen gibt, die nicht durch das newiaé Gesetz
bestimmt sind, mussen sie durch einen dem moralischGesetz
entgegengesetzten Trieb motiviert sein. Das dittlicHandeln ist kein
naturlichesHandeln mehr, sondern fordert einen Entschlussnungs der Natur
abgerungen werden. Das sittlich verworfene Hanaehd nun als Handeln
nach einem Prinzip eigenen Rechts aufgefasst. llegt leine das Gute
zurickweisende Entscheidung zugrunde. Kant entWickiaen Begriff vom
radikal Bosen und das ,radikal Bose in der menschlichen Natist
unbegreiflich, eine ,unerforschliche Urentscheidurigbd.: 680)
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Wie radikal dieser Gedanke war, zeigt der heftigdaistand, auf den
Kant bei Zeitgenossen wie Herder, Schiller, GoeBagder, Garve stiess. Das
Bose als eine ,positive Grosse* zu denken, war di@ Zeit noch immer
schockierend. Kant selbst konnte diesen Gedankees ainerklarlichen und
funktionslosen Bdsen zwar aussprechen, aber albfikdente er sich damit
nicht, und so hielt er an der Forderung an den kfeas fest, diese Disposition
zu bekdmpfen und das Handeln an moralischen Maxiaeszurichten. Das
Gute wie das Bose entspringen bei ihm einer Widatscheidung, Uber die der
Mensch frei verfigen kann, so dass aus d@&nneneine Verpflichtung, ein
ethischesSollenfolgt. Die Kritik der Urteilskraftbeurteilt das Handeln nach der
Absicht und bleibt einer konventionellen Vorstethumom freien Willen einer
Verantwortungsethik verpflichtet. In seiner Religgschrift fordert er gar, ,eine
Art von Wiedergeburt® zu praktizieren. Das Bedisfran der Idee der guten
Schopfung festzuhalten, fihrte Kant von der Neubewg des Bosen fort und
auf den moralischen Pfad der Aufklarung zurtck.d(eb/88) In Kants
widersprichlicher Position zeigt sich der Weg demkghrung vom
padagogischen Optimismus der Aufklarung in eine enoel Skepsis als
kompliziert und voller Hemmnisse. Dieser Weg it ini die Gegenwart nicht
unbestritten. Auch nach dem Zerfall ihres metagtygn Bodens hat sich die
Ansicht vom Bosen als Mangel und einer heilbarenirkleng erhalten — nicht
nur in den Niederungen der Politik.

Die Wende im Denken des Bdsen war jedoch erreioid, andere
Denker der Zeit fuhrten Kants Ansatz weiter. Im I8hrhundert wurde der
Gedanke des bdsen Handelns um seiner selbst wi#ekbar und zu einem
Gegenstand philosophischer Theoriebildung undalitecher Imagination. In
seinerFreiheitsschrift(1809) zieht Schelling die Konsequenz aus KanteBr
mit der Tradition und baut das bei Kant als morédgophische Kategorie
gefasste Bose in die konstitutiven Elemente vont\Wil. Er bezeichnet die
traditionelle Konzeption des Bodsen als die Abwesénldes Guten als
Vorstellungen, die ,den Verstand und das sittlicBewusstseyn gleich
unbefriedigt” lassen - eine Banalisierung. Dennbgiruhten ,sammitlich auf der
Vernichtung des Bésen als positiven Gegensatzes.[([Schelling 1860: 367)
Er belasst es nicht bei diesem Unbehagen und spricheinem ,natirlichen
Hang des Menschen zum Boésen®, (ebd.: 381) der f#émedselige, tlckische
Gesinnung, eine frevelhafte Lust am Verboteneng &ache, widerstandlose
Hingebung an das Laster* zur Triebfeder des Hamsdelache. Das Bése wird
zu einer positiven Qualitat, zum autonomen Gegeamjpides Guten und —
mehr als das: es ist oft verbunden mit herausragenthenschlichen
Fertigkeiten, ,mit einer Vortrefflichkeit der einpen Krafte,...die viel seltener
das Gute begleitet.” (ebd.: 369) Nur wenn das Bidat als Derivat verstanden
wird, kann es als genuiner Beweggrund in grosseigkissen wahrgenommen
werden. Als aktuelle Beispiele dirften Schellinggwinderen seiner deutschen
Zeitgenossen derterreur der Franzésischen Revolution und Napoleon
vorgeschwebt haben. Moralisch bdse Taten rufent nighisténdnis fir den
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schwachen Willen, sondern, wie das frihe 19. Jafukwt argumentiert,
Abscheu, Grauen und Widerstand hervor (Miller 1@828). Das emanzipierte
Bose ist aber nicht mehr tabuisiert, und l6st nralnt Abwehr, sondern ebenso
Spannung und Angstlust aus, wird zu einem Mittel $keigerung des Lebens,
zum thrill . Im philosophischen Denken bereiten sich die Apglsevisionen
des Bosen in der Moderne vor, und die literarisEibildungskraft ist an
dieser Wende gleichermassen beteiligt.

lll.  Hop Frog, eine exemplarische Erzéhlung

An dieser Schnittstelle der Theorie des Bbsen ehk®ii sich die
Literatur und Philosophie der romantischen Bewegimglen Werken von de
Maistre, Baudelaire, Rimbaud, E.T.A. Hoffmann ums$besondere bei Poe
zeigt sich eine Ubereinstimmung der Literatur n@it Y¥eranderung des Bdsen
in der Theorie. Die Literatur entwickelt eine Adikedie den Gedanken, das
Bdse sei eine Negation des Guten, verabschiedet handPoe zu einer
aggressiven Poetik des Bdsen wird.

Eine tiefe Faszination durch das Bose machte Poak wum Tell
einer Romantik die sich gegen die Rationalisierung der Lebensstelnmte,
durch die das Bdse instrumentalisiert oder pathsieg wurde. Er nahm die
Frage nach dem Bdsen aus der mittelalterlichen [dbepauf, stellte sie aber -
im Sinn Schellings - auf neue Weise. Am Problem Bésen zeigen seine
phantastischen Geschichten, wie unter der Obedlacler rationalen
Gesellschaft unverstandene Machte wirkten, die sutweinbar verschwunden
waren. Er erfindet Erzahlungen, in denen das Biiteverselbstandigt und zu
einer positiven und unverstandenen Kraft im Ordisgeflige der Welt wird. Es
motiviert das Handeln seiner Personen, Uberstbigt @as bewusste Subjekt, ist
unerklarlich und schafft eine eigene Dynamik.

In The Imp of the Perversatellt er eine knappe theoretische
Uberlegung zu dem Thema an und fiihrt unter demifetgrs Perversendas
Bdse als positive Grosse ein, ,ein primitives Fprnmenschlichen Handelns...
In der Theorie kann kein Grund unvernunftiger saimer in der Praxis gibt es
keinen starkeren... Und dieser ziigellose HangBidse um des Bdsen willen
zu tun, spottet jeder Analyse, jeder Auflosungefer liegende Elemente. Es ist
ein radikaler, primarer, elementarer BeweggrunBag 1966: 165-175) Das so
verstandene Bdse bezeichnet er alsmum mobile Poes Erzahlungen
konstruieren Erfahrungen mit dem Bdsen, die esdans Rahmen aufgeklarter
Theorien lésen und verhindern, dass es durch PHyetapie auf eine Frage des
subjektiven Handelns reduziert oder durch  Phygielobiologisiert und
dadurch relativiert wiirde. Es lasst sich nicht asellschaftliche Funktionen
und nicht ins Evolutionsdenken des Jahrhundertsaeien noch als eine Stufe
der Teleologie instrumentalisieren. Die verstehamut® zugleich therapeutische
Sicht, der ,arztliche Blick®, eine von Foucault fdas 18. und 19. Jahrhundert
beschriebene Tendenz, das Bdse zu pathologisiesem, es in den
medizinischen Diskurs einbauen und heilen (odegramzen) zu kénnen, ist
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diesen Texten fremd. Bezeichnend fir die Distanm awissenschaftlich-
medizinischen Denken sind die bésen Tiere seingteTaus dem theologischen
Tierbild: Rabe, Affe und der schwarze Kater.

Einen radikalenFall erz&hlt Poe in der Geschichte von einem
Mischwesen aus Mensch und Tier, genadap Frog Dieser Frosch-Mensch
ist das Opfer der Gewalt béser Menschen und zugkdit Monster, wie wir sie
aus der Mythologie und vormodernen Medizin (als 9geburten) kennen. Es
ist verwachsen, mit mangelhaften Beinen, die esGahen hindern und zu
froschahnlichen Hiipfbewegungen zwingen, und einerberéthuss an
Oberkérper, der sich als Kraft in den Armen zeighverkennbar die
Physiognomie eines Buckligen.

Wir spiren eine merkwirdige Diskrepanz zwischen ddainen
Froschmenschen und der grossen Bedrohung durciBdtes von der diese
Erzahlung spricht. Aber dieses Mischwesen schliessteine lange, ins
Mittelalter zuriickreichende Geschichte vom Frosth dem hésslichen und
bosen Tier der Hexen und des Schadenszauberssardeta Teufel und seinen
Helfern vergleichbar, eine Verkdrperung des Bodsddete. Stets war der
Frosch mit menschlichen Eigenschaften ausgestattdtder Mensch im Frosch
verfolgte bdse Absichten. In der Theologie war gemeinsam mit dem
schwarzen Kater, der Reprasentant des Bdsen, dgisdér Ketzer, die als
Agenten des Teufelsirkten und die Welt ins Chaos zu stiirzen suchbam.
sakularen Tierbild erhielt sich diese negative Biwey. Gesnerd hierbuch
eine Quelle fur volkstimliche Vorstellungen des l8hrhunderts, fasst die
wichtigsten Eigenschaften in einem Satz zusamm@&ieses Thier ist ein
Uberaul? kaltes und feuchtes Thier, ganz vergifficledcklich, hasslich und
schédlich.” (Gesner 1669: 384) Die Alchemisten nexchihn zum Medium
ihrer Transmutationenund im magischen Denken des Okkultismus wurde er
zum Tier des Zaubers und der finsteren Méchte eritAthsicht, dem Menschen
zu schaden. Paddock, der Frosch in Shakespblelseth,ist das Zitat dieses
verbreiteten Bildes vom Frosch als Zaubertier dexéth. Die Ikonografie vom
Frosch als einem unvollkommenen Tier, hasslichwaehsen und bucklig, hielt
sich bis ins 18. Jahrhundert. Wie das Bdse uncedeansonifikation, der Bose,
im Zug der Rationalisierung und Entzauberung derlt\8eine Bedeutung
verloren, so verschwand auch der bése Frosch ausliektiven Imagination.
Das imaginierte Monster wurde zum Objekt von Wisséaft. (Huppauf 2009:
137-164) Im Wissenschaftsbild wurde er seit dentespd8. Jahrhundert zu
einem passiven Opfer von Experimenten. Daborfroschentstand, von dem
keine Bedrohung mehr ausging In Poes buckligem Hopg kehrt der
magische, der angsterregende Frosch zuriick.

Hop Frog lebt an einem Koénigshof. Der Text kongruieine
Opposition von Hof und Wildnis. Der Hof ist der Qaer Zivilisation aber
zugleich ein Ort des Bésen, an dem Entwirdigungehekelhafte Quéalerei zur
blossen Belustigung dieneBer Hof ist ein Muster dessen, was Adorno den
Terror der Identitatspolitik genannt hat. Der Koénig ist, im Kreise seiner
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bestatigenden Minister, von arroganter Selbstgéwwissund die hochste
Autoritat im System. Er herrscht Uber eingnilisierten Hof, bemerkt aber
nicht, dass er Konig tber seinesgleichen ist. Véiekibnig der Tiere selbst ein
Tier ist, so ist der Konig der Hasslichen und Boselbst hasslich und bose,
Teil einer Herrschaft des Bdsen. Er und seine sieldinister stecken in
deformierten, verfetteten Korpern und machen sieimk durch Gbermassigen
Alkoholkonsum. Der Hof hélt, wie alle Hofe der Zditarren und Zwerge, um
sich Uber deren Deformationen lustig zu machen.ig<éind Minister haben ein
grosses Vergnugen an Scherzen, je brutaler dier&thdesto grosser ihr
Unterhaltungswert fir sieGegentber dem Leiden ihrer Opfer sind sie
vollkommen unempfindlich. Es gibt kein Unrechtsbestsein. Konig und Hof
stehen Uber dem Recht und handeln ohne Hemmungausddem reinen
Impuls. Nach modernem Sprachgebrauch konnte man Kimg einen
Psychopathen nennen. Aber diese Psychologisierdtg der Geschichte
Unrecht: Er ist, gemeinsam mit seinem Hofstaat, \dentreter einer dunklen
Macht, derPerversion wie Poe sagt.

Hop Frog ist zur Zeit der Erzahlung der Zwerg, filerdie Belustigung
des Hofes sorgt. Die hierarchische Ordnung vonddbar und Narr ist eindeutig
und unverrtickbar. Der Konig ist unbeschrankter Herd Hop Frogs Existenz ist
auf den Dienst am Herrn reduziert. Hop Frog altervsei: Mensch und Tier,
denkendes Wesen und verachtetes Objekt der Belogtipasslicher Frosch und
empfindendes Wesen, und das bucklige Monster disbschénes Madchen, das
unter den selben Bedingungen am Hof leidet und esnttviirdigen lassen muss.
Mit ihm plant Hop Frog eine brutale Vergeltung adnig und seinem Hofstaat.
In kiihler Kalkulation plant er bei einer sich biedlen Gelegenheit den Tod des
Kodnigs und seiner Minister. Er bringt sie dazu,hsials Orang-Utans zu
verkleiden und an Ketten gefesselt um Mitternaclden Saal eines Maskenballs
zu springen. Dort sorgen Hop Frog und seine Freuddfir, dass sie an einer
Kette in die HOhe gehoben werden, wo Hop Frog Kuostime in Flammen setzt,
so dass sie elendiglich verbrennen. Hop Frog uimé $&eundin entkommen aus
dem panikgeschiittelten Saal und fliehen, so vetrol@ieErzahler, zurtick in die
Wildnis. Auch Hop Frog hat, wie der Konig, kein @nhtsbewusstsein, stellt sich
Uber das kodifizierte Recht und handelt ohne Mitldiuch an seiner Tat liessen
sich, wie beim Konig, Zige des Psychopathischeergmn. Aber damit ware
seine Tat missverstanden.

IV. Der Hof als Ort des Bdsen

Die Erzahlung ist paradigmatisch fir die verworrebage der
Moderne. Sie konstruiert einen Gegensatz von Hdf\Midnis, untergrabt ihn
aber sogleich. Der Hof ist der Ort der Zivilisatiaber zugleich ein Ort des
Bosen, an dem Entwirdigungen und ekelhafte Quéaterdolossen Belustigung
dienen. Der Hof handelt unter der Maxime des Bodas,eine Alternative gar
nicht in Betracht zieht. Das Bdse ist nicht die geoleiner Entscheidung,
sondern die Mdglichkeit, moralisch zu handeln,fist den Kénig und seinen
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Hofstaat keine Option. Sie folgen ungehemmt deatirlichen Hang zum

Bdsen(Schelling). Die Zivilisation hat das Bose nicliteiiwunden. Es braucht
nicht zurickzukommen. Denn es ist stets praserg. iWeiner Vorwegnahme
von Freuds Spekulation Uber ,primitive Zustandeie dm Traum der

zivilisierten Menschen aus dem Verborgenen dereSaafsteigen, ist dieser
Hof wie eine ,wahre Holle* gebaut. (Freud 1915: &B- Er ist fir Hop Frog

wie ein Albtraum, in dem das verbotene BoOse, adldistischen Hass- und
Destruktionstriebe einer frihen Phase der menswilicEntwicklung, wieder
auferstehen. Aber er ist kein Traum, sondern Wihkeit.

Uber Hop Frogs Herkunft berichtet das Geriichtt@mme aus einer
wilden Gegend, aus dem Urwald, wo Orang-Utans leleame Angabe, die
einen Gegensatz zum Hof herstellt, zugleich aber deterschied zwischen
Mensch und wildem Tier verwirrt. War der Frosch tineologischen und im
magischen Denken die Verkorperung und der handeReerasentant des
Bdsen, wurde er in modernen Labors entteufelt wmd gassiven und hilflosen
Opfer unbeschrankter Herrschaft Gber das Tier. Raeschichte zeigt einen
Frosch als Opfer, das aber zugleich Téter istLelen lang gequalt wird und,
nachdem er durch die Zivilisation gegangen istugamer als die Herren dieser
Gesellschaft handelt. Es lasst sich nicht sageriab Frog, wie Kafkas Affe
Rotpeter, durch die Begegnung mit der Zivilisatimm Tier zum Menschen
wurde. Kam das hassliche Wesen bereits als Moasteidem Urwald an den
Hof und war seit je eine Verkorperung des Bosen giémitiven Zustande Ist
Hop Frog das zeitlos bose Tier einer theologischahropologie?

V. Tribunal - Kann das Bdse juristisch erfasst werden?

Ist in der bindren Opposition die Zivilisation diedseste der
Ordnungen? Die Erz&hlung handelt nicht von einditipthen oder sozialen
Situation oder einem losbaren Konflikt, sonderreise kunstlerische Phantasie
des Bosen, dessen Ursprung in der Welt nicht zlarenrk ist, das sich nicht
bewaltigen lasst und im Aufeinanderprall von Henedt und revoltierendem
Opfer lediglich zum gesteigerten Ausbruch komme WBirft die Frage auf, ob
das Bose Uberhaupt einer Gerichtsbarkeit unterzogerden kann. Die
Identifikation des verwachsen Hasslichen mit denwindigten, das eine von
der Natur und das andere vom Menschen verhangiffseline extreme Lage
und fordert eine radikale Reaktion. Hop Frog stedih Gerichtsverfahren zur
Verfligung, da es keine Autoritat gibt, die mit déacht ausgestattet ware,
Gerechtigkeit durchzusetzen. Die hdchste Machtssaki bose. Das Opfer
appelliert an keine Autoritdt und kann keinen Psszanstrengen. Wie sollte
Gerechtigkeit geuibt werden gegeniber Taten, diétngcklart und nicht
verstanden werden kdnnen? Der Weg einer ,friedlidRevolution” steht nicht
zur Verfigung. Auch andere Wege, die im spatenJ2Brhundert, etwa in
Sudafrika, Ruménien oder Sidamerika, an das Endaltgamer Diktaturen
gefuhrt haben, lasst die Konstellation der Erzadphicht zu. Es gibt kein Volk,
sondern eine idealtypisch konstruierte Opposition X6nig und Frosch. In
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dieser Phantasie ist ein gewaltsames Ende der riierrschaft die einzige
Lésung, und zu diesem Zweck inszeniert Hop Frog#fantliches Tribunal.

Das Tribunal ist kein Gericht, aber dem Gerichtlighn eine Art
Sondergericht, das nach einem allgemeinen und dhgelsenen Recht, dem
Naturrechtverwandt, urteilt und auf offentliche Inszenierwsegzt. Das Tribunal
ist kein Prozess vor einem Gericht. Aber es ishdwne blosse Rache wie in
einer vorzivilisierten Gesellschaft und keine Lyjustiz. Wenn das Urteil auch
von vornherein feststeht, so ist sein Prinzip welder einer totalen Rechtlosigkeit
noch die Absolutheit des Prinzips mit der Folge lies$ iustitia, pereat mundus.
Gewiss: Hop Frog handelt in ,wahnsinniger Wut",datch Affekte wie den Hass
getrieben und lasst sich von einfmindseligen, tlckischen Gesinnumngd
frevelhaften Lust am Verbotenewie Schelling schrieb, antreiben. Aber er
handelt als Anklager und Richter vor einer Offehikeit.

Es gibt keinen Kampf zwischen Gut und Bose, in dégrPrioritat des
Guten stets apriori feststand. In Poes Geschialtitdas Tribunal im Umgang
mit dem Bodsen die einzig mdgliche Reaktion. lustist machtlos, und die
moderne Idee der Gerechtigkeit durch Recht hat didbde. Dem Bodsen
gegenulber ist das kodifizierte Recht hilflos. Naekichen Regeln urteilt das
Tribunal? In dieser Geschichte gibt es auf die &rlagine explizite Antwort.
Die Autoritat ist kein kodifiziertes Recht, sondezim ungeschriebenes Recht
auf Wirde. Es ist, legt der Kontext nahe, die Gasigsethik, die sich um die
Folgen nicht kimmert. Nachdem der Konig tot und Hopg geflohen ist, ist
die Buhne leer. Pereat mundus - nicht als Folgeddgmatischen Verfolgung
der Gesetze, sondern aus Lust an der bésen Tat.

Dem Bdsen, das sich aus allen Bindungen emanzipé¢rtkann sich
in dieser Geschichte niemand entziehen, auch wciabtOpfer, das sich zum
Richter macht. Das Bose ist ein Fetisch, der Uberherrscht und im System
als movenswirkt, auch im Tribunal. Die Entwirdigungen undapen, die Hop
Frog und seine Freundin erdulden mussten, berubense auf der Macht des
Bdsen wie der grausame Tod des Koénigs. Wenn es dimgerschied im
Handeln zwischen Kdnig und Frosch gibt, dann vigieden, dass Hop Frogs
Totungshemmung aus einem Ubermass an Emotion zusalonicht, wahrend
der Konig ohne jede Emotion Bdses tut. Diesen Woteed relativiert Hop
Frog aber durch einen satirischen Kommentar. DerdMamn seinem Peiniger
war, erklart er, selbst an der Kette hédngend und wben herab, den
schockierten Maskenballgéasten, sein |, letzter SZher

Gewiss: es gibt eine zeitliche Folge. Der Tod vobni§ und
Ministern folgt auf die vorausgegangenen Grausat@kei Aber aus der
zeitlichen Folge lasst sich die Frage nach dem furgp des Bosen nicht
beantworten. Es hat keinen Anfang. Das Bestialisoh&ier wird durch das
Grausame im Menschen geweckt und dann mit kalkefiePlanung nach
Menschenart ausgefiihrt. Der Ursprung kann derigieite Hof aber ebenso die
vor-zivilisatorische Wildnis sein. Das Bose ist hiicauf die eine Seite der
Konstellation, auf das (hassliche) Tier oder deisg¢lichen) Menschen, Urwald
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oder Hof beschrénkt. Die terroristischen Quélgeist@den durch einen
grausamen Tod. Dadurch wird die verkehrte Weltjdndas Bose herrscht und
das Qudalen zum Scherz und die Scherze zu Qualedemenicht erlost,
sondern bestétigt. Die grausame Strafe stellt nibtht und Gerechtigkeit
wieder her, sondern vergilt Béses mit BOsem ungeterert damit das Prinzip
des Bdsen. Es ist in der Logik dieser Geschichtestitmitiv fir die Ordnung der
Welt und fahrt fort, Monster zu gebéaren, sie moi§énig oder Frosch heissen.

VI. Die Lust am Destruktiven. Das Bése als asthetisch&@enuss

Poes Geschichten gehdren zum Wendepunkt in derhisbte des
Bdsen, in der die Didaktik des verninftigen BoshBitskurses ad absurdum
gefuhrt wird und Schellings Satz: ,Denn alles B&teebt in das Chaos*
(Schelling: 374) sich bestatigt. Poes Erzahlungamkn nicht nur im Hinblick
auf das Ende der theologischen Privationstheoriesga werden, sondern
fordern ebenso einen Blick nach vorn, auf die kgeftEntwicklung einer
Emanzipation des Bosen.

Das Bose ist bei Poe nicht nur @nmum movensEs steigert sich in
das Empfinden von Lust, in dem es zum Mittel eiméensivierung des Lebens
wird. Eine imaginierte Welt des lustvoll ausgelebtales grenzenlos und
bodenlos Bdsen entsteht. Der Drang zum Bdsen widites, schreibt Poe, dem
elementaren Bedurfnis nach ,Wohlbefinden* und istSireben nach Lustgewinn
ein starkeres psychisches Prinzip. Mit ihm tritt géntgegengesetztes Gefihl ins
Dasein...“, die Lust am Bosebie finstere Geschichte einer Selbstdestruktion,
The Black Cat handelt von dieser Lust der Perversion. Der Heratein
geschickter Morder, spricht von einer inneren Madh ihn treibt, sich dem
Henker auszuliefern, von unerklarlichen dunklen Méw, die sich unkontrolliert
gegen andere und das Selbst richten: ,Es war dagouschliche Verlangen der
Seele, sich selbst zu qualen — der eigenen NatwalGanzutun — unrecht zu
handeln, allein um des Unrechts willen.“ Die Psyobi® habe dieses Problem
bisher vernachlassigt, meint Poe. ,Doch so wahmed@&eele lebt, ich glaube,
dass die Perversitat einer der Grundtriebe desahbcizen Herzens ist, eine der
unteilbaren Urfahigkeiten oder Gefiihlé...“

Der Gedanke, das Bose nicht etwa zu Uberwindendesones zu
begriissen und in einem Raum ,Jenseits von Gut sé‘Bauszufalten, macht
Nietzsche zum philosophischen Verbiindeten der Bicbes Bosen im 19.
Jahrhundert, deren Phantasien er (unwissentliciipsoiphisch fundiert. Er
liefert eine aggressive Begriindung. Kants z6gentdiekelte Grundgedanken
nimmt Nietzsche freudig auf, aber dessen Zégerm leamicht nachvollziehen.
Im Gegenteil: er spricht mit lauter Stimme, wenmagtikal umwertet, was Kant
aus der Tradition der Ethik Ubernahm. Er nimmt Bése in der menschlichen
Konstitution nicht nur wahr, sondern stellt es ifsntrum und bewertet es
positiv. Nach dem Tod Gottes gewinne das Bbésergne Position in der Welt,
und der Mensch habe es nicht mehr notig, sich emgesNatur zu unterdriicken
und ein schlechtes Gewissen zu entwickénovozierend formuliert er im
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Zarathustra ,Das Bose ist des Menschen beste Kraft. Der Mensa$s besser
und bdser werden. ...Das Boseste ist néthig zubesmenschen BestehEs
gelte, notiert Nietzsche, den Mut zur Bosheit zlriigewinnen: ,Dem bdsen
Menschen das gute Gewissen zurlickgeben.. und zsarbdsen Menschen,
insofern er der starke Mensch isf..."

Daraus leitet er die Forderung ab, das SinnloseUmatklarliche im
Bdsen nicht verstehen und einzuordnen zu wollengdesm es zu geniessen. Er
spricht von einem ,Pessimismus der Starke*: “Dembtdn braucht jetzt nicht
mehr eine Rechfertigung des Ubels, er perhorrésmeade das Rechtfertigen: er
geniesst das Ubel pur, cru, er findet das sinrlliss als das interessanteste...ihn
entzlckt jetzt eine Welt-Unordnung ohne Gott, éiedt... in der das Furchtbare,
das Zweideutige, das Verfilhrerische zum Wesen gthdbas Bose, aus
Theologie und Metaphysik gel6st, von der Moralpolohie aufgegeben, wird
nun zu etwas anderem als es in der langen TradiGoBagatellisierung, Abwehr
und Bekdmpfung war: zum Gegenstand asthetischegniigens. Das Bdse ist
nicht mehr das Sidndige und das moralisch Verworfaigt mehr der
Gegenstand von Abscheu. Die ethische Frage wingtsert.

Poes Geschichten sind um diese veranderte Weldenit Bésen im
Zentrum gebaut: In dem Mass, wie das absolute Bésen Zweck hat und
keine Ziele verfolgt, erlebt es hier seine Wiedbrk&eine Menschen sind zum
radikal Bosen befahigt, nicht aus Schwéache oderen Verfolgung von
Zwecken, sondern aus diabolischem Willen. Eine tstaadene Kraft lenkt das
Begehren zur bosen Tat. Was Nietzschestagken Menschebezeichnet, ist in
Poes Erzahlung der Tiermensch, der im Mischweseiickgekehrte magische
Frosch, der stets dem Bodsen zur Herrschaft verhelfalte. Das Boseste ist
néthig zu des Ubermenschen Best8ollte der Ubermensch den Frosch zu
seinen Vorlaufern zéhlen?

VII. Irritationen des Lesers

Das Tribunal versetzt die anwesenden Augenzeugé&tainik — aber
wie reagiert der Leser? Ist die Reaktion des Lesers das Tribunal ein
Verstandnis oder ist es mehr, ein Einverstandmris,dém Tater das Stigma des
Pathologischen nimmt und dem Bdsen Autonomie zeb&atOder teilt er den
Horror der Zuschauer, so dass ein Geflhl von Andehm Genugtuung,
gemischt mit Unbehagen, zuriickbleibt? In der Erzddplwirkt der Wunsch zu
schockieren, und die Verwirrung der asthetischesh moralischen Werturteile
Uber das Hassliche und das Bdse am Beispiel desawksenen Frosch-
Menschen hat das Potential, Schock und Abwehr #iszu Kann der Leser
die Vergeltung biligen und vom Mord an Kénig undofersonal mit
Zustimmung lesen? Das Bose des Kdnigs und seintes Hiist Mitleid aus, so
dass die ,zu Recht” zugefligte Vergeltung von eirgefihl der Befriedigung
im Leser begleitet wird. Die Bosheit des Hofes wdiet Leser ohne zu zdgern
bose nennen und dem Konig auf der blossen Handdbege Schuld
zusprechen. Er handelt scheinbar aus eigenertivitjaind so ist die Forderung
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nach Vergeltung gerechtfertigt. Die Hofschranzed dar Konig sind grausam
und verdienen Vergeltung. Aber fallt durch die Lastihrem Leiden auch die
Vergeltung unter den Begriff des Bodsen, obwohl sesgleichende
Gerechtigkeit herzustellen vorgibt? Es geht in @Gaschichte nicht um die
moralische Verfehlung von Individuen. Es treffenhtizwei Psychopathen, die
von ihren Trieben blind geleitet werden, aufeinandéielmehr wirkt ein
anonymes Prinzip des Bdsen am Hof wie im TribuKainig und Hop Frog
sind die Agenten des Bdsen als einer unerklarlichved universalen Kraft.
Danach funktioniert der Hof, aber auch das Tribusalein Akt grausamer
Gewalt. Nicht Abwesenheit des Guten, sondern da® Bds Prinzip leitet die
Handlungen. Es bedroht die Ordnung: das Bdse daShaos flhrt.

Die Spannung in der Verbindung von gerecht und ,bése der die
Geschichte von Hop Frog lebt, ist unaufléslich ustdirzt den Leser in
emotionale Turbulenzen. Eine Genugtuung lasst miicht verleugnen, so dass
der Leser gegen seinen Willen vom Guten der Geagladit in das Vergnigen
am Terror des Bdsen abgleitet. Er spirt, dassregiusamen Tod des Konigs
nicht mit Gefuhlen der Zustimmung begleiten dalfp® unethisch zu denken.
Die verworreenen Verhdltnisse stirzen ihn in eipeakaren emotionalen
Zustand. Welches Leiden ist nétig, um (beim Lesan)Mitleiden auszultsen,
das die bose Tat als gerechtfertigt erscheinet?lass

Der Leser befindet sich in dem Dilemma, sich inzleeigeteilten Welt
von Frosch und Kdnig ausserhalb beider Sphareefmden. Er kann sich weder
in den Hof noch in den Urwald versetzen. Wenn en #®f als das Bdse
verurteilt, dann musste er sich als Aussensteheddean diesem Ort des Bbosen
nicht beteiligt zu sein winscht, im Raum des NBbsen, des Guten befinden.
Aber wo ware dieser Ort? Ist der Dschungel das GHtenimmt Hop Frog auf.
Aber der Leser steht ausserhalb. Er ist nicht deil Wildnis. Ist er notwendig,
auch gegen seinen Willen, Teil des BésEnMacht sich zum Komplizen eines
Henkers und stellt sich auf die Seite der Grausamias geht nicht ohne
inneren Widerstand, denn die Frage nach dem Bogéndie ethische Frage nie
los, und das gilt auch fur die literarische Fiktidie das Bose in eine asthetische
Grosse Ubersetzt. Mit diesem Unbehagen an seigenegi, nicht zu steuernden
Emotionen entlasst das Drama, das sich zwischergKitil Frosch ereignet, den
Leser. Erweckt dieses Unbehagen zugleich Empfireltungn Lust an dieser
Spaltung des Ichs in der Fiktion des literarisct\éarks?

VIIl. Draussen- eine neue Wildnis?

Das Tribunal bringt dem Klager-Richter keine Bairgj. Der Frosch
und seine Geliebte fahren nicht, wie der aus desed@auber erldste Prinz des
Marchens in ein Schloss, wo sie im Gluck leben kémnSie verschwinden
vielmehr aus der zivilisierten Welt und hinterlassgne Leere. lhr Ziel ist ein
Nicht-Ort, Wildnis. Von dort kamen sie einst. Wag Hop Frog nun dort,
nachdem er am Hof ein anderes Leben kennengeletfit Die Wildnis ist
Ursprung und mdglicherweise Heimat. Die Erzahluigst die Bewertung des
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Tribunals offen, aber der Erz&ahler gibt Hinweisé @me Zustimmung. Denn
der Weg in die Wildnis kann als eine Exkulpatiomnvblop Frog gelesen
werden. Es fallt schwer, darin keine Affirmation gehen. Aber ist dieser Weg
mehr als eine Rechtfertigung von Vergangenem? Hitati einer Lésung? Die
wiederkehrende Frage nach dem Bdsen lasst die @egematlos. Poes
Tribunal gibt zu denken aber bietet keine Antwant Ednnte das gestellte
Problem innerhalb des moralischen Denkens von @diBdse unlésbar sein?

Liesse sich Poes Urwald im Sinn eines Denkens dasissen
verstehen, von dem Foucault einmal sprach? (Fout8uK: 130-156) - eine
Heterotopie, in der das traditionelle Verstandroga Gut und Bdse nicht mehr
gilt und ein verandertes Denken entwickelt werdémrite, ein Raum der
Auflésungen von Grenzen zwischen Wildnis und Zédtion, Mensch und Tier.
Foucault beliess es bei raunenden Vaghé?teﬂh'e nichts als einen ersten
Hinweis geben kdénnen. Wenn wir Hop Frog nicht atevfsmus, nicht als
blosses Rudiment des Archaischen, sondern als #ad$to das Denken Uber
ein Leben nach dem Ende des Fortschritts in einenem Urwald lesen - wo
wére dieser Urwald in der Gegenwart zu denken? Dasald, aus dem einst
die Orang-Utans kamen, ist langst erobert. Wenn neich dem Draussen
suchen, missen wir nach innen sehen.

Die Zeit fir eine neue Naturphilosophie ist gekomme/ilde Tiere
verschwinden zunehmend aus der Natur. Aber dasifidfopf verschwindet
nicht in gleicher Weise. Seine Umwertung enthidiee Chance, das Verhdltnis
zum Bdsen, im Umgang mit Tieren konkretisiert, zeréndern. Hatte die
Moderne den Versuch gemacht, alles, was ihr ale bowie als zweckwidrig,
hasslich und monstrds erschien, zu beseitigen mmihem verniinftigen Willen
aufzuheben, so kdnnte im Anschluss an Poes imaginait die Befreiung des
Nutzlosen und Hasslichen zu einem neuen Verstandnissut und Bése und zu
einem veranderten Verhalten gegeniber dem BosearfiNietzsches extreme
Formulierungen Uber die Umwertung des Bdsen mugserkontext seiner
Polemik gegen den Geist seiner Zeit gelesen urfdmiicht wortlich genommen
werden. lhre Provokation kann aber nach wie vodyktv gemacht werden.
Nach den Erfahrungen des 20. Jahrhunderts istratesaorsicht im Verhaltnis
zur Asthetisierung des Bosen unabdingbar. Ist keisoit zu rechtfertigen, das
Bose auf der Ebene des Symbolischen, in der Literati wiederholen, fragt
Elizabeth Costello in Coetzees Roman? Auch dademtstehen Verwundungen,
die den Traumata des gelebten Lebens nicht naemsteietzsches Umwertung
des Bosen und Zuriickweisung der schlichten Grausigsrlditieids Dialektik,
die fur den Tierschutzdiskurs des 19. Jahrhundeisstitutiv war und noch
immer nicht berwunden ist, kann den Anstoss fiie @esinnung auf das Bose
liefern. Poes phantastische Geschichte Uber ein séhehier-Mischwesen
schliesst an den Gedanken an und kann einen WedAlddisung von der
Psychologisierung und den simplifizierenden mochks Wertungen kultureller
Klischees weisen. Das Tier-Mensch-Verhéltnis stelie Forderung an die
Gegenwart und sollte zum Ausgangspunkt fur eine rigthik werden, die das
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Bdse und Destruktive nicht als Irrtum und Abweiofpuwrersteht, sondern als
Herausforderung annimmt. Eine Philosophie, die\@abaltnis zum Tier radikal
neu denkt und nicht nur Primaten und Haustierewilideicht als verwandt und
daher auch als schitzenswert empfinden, sonderh das Zweckwidrige,
Hassliche und Ekelhafte und auch den nutzloserckremschliesst, kdnnte zum
Beginn einer neuen Ethik fuohren. Eine Ethik, diechbhi nur das
zwischenmenschliche Verhalten regelt, sondern d&s Und die Umwelt
einbezieht, ihnen Anspriiche zugesteht und sie énMiiximen des Handelns
einbezieht, ist nicht nur fir das Uberleben derdigichtig. Dieser Umbau der
Ethik dirfte die wichtigste Herausforderung an Bagken der Gegenwart sein.

NOTEN:

! Eine Signalwirkung hatte Konrad Lorenz, 196Bas sogenannte Bése. Zur
Naturgeschichte der Aggressiowien (Dr. G. Borotha-Schoeller). Seine unkritisch
Ubertragung von Beobachtungen der Verhaltensforsghan Tieren auf Menschen
stiess auf heftige Kritik. Diese Debatte ist venstot. Aber Lorenz’ Ansatz ware ein
geeigneter Anlass, die Aufforderung in Marcel BeyBomanKaltenburg (Frankfurt
2008), wir missten unser Verhaltnis zu Tieren vae#m, aufzunehmen.

2 Odo Marquard, Artikel Malum in: Joachim Ritter, K. Griinder (Hg.) 1980:
Historisches Worterbuch der Philosoph®asel, Stuttgart (Schwabe), Bd. V, 653 und
Marquard, Bemerkungen zur Theodizee, in: Willi Oéller (Hg.), Leiden, Paderborn
gSchbningh), 1986, S. S. 214.

J.M. CoetzeeElizabeth CostelloAcht LehrstiickeFrankfurt (S. Fischer) 2004, und

Coetzee, The Lives of Animald999 (Tanner Lectures), deuts€ras Leben der Tiere
Frankfurt (S. Fischer) 2000. Vgl. dazu die herarggonde Debatte in Stanley Cavell
u.a. Philosophy and Animal LifeNew York (Columbia UP) 2008; auch: Stephen
Mulhall, The Wounded Animal. J.M. Coetzee and thifidulty of Reality in Literature
and Philosophy. Princeton und Oxford, (Princetor) RFO9.
* Friedrich Hermanni, “Die Positivitat des Malum.eDrivationstheorie und ihre Kritik
in der neuzeitlichen Philosophie®. In: Friedrich rAh@nni und Peter Koslowski (Hg.)
1998: Die Wirklichkeit des Bdsen. Systematisch-theolbgiscnd philosophische
AnmerkungenMiinchen (Fink), S. 49-72.

Leibniz, Philosophische Werk8&d. 4, Theodiceeg libersetzt von J.H.v. Kirchmann,
Leipzig (Felix Meiner) 1879, S. 22%{udien zur Theodizeéber die Giite Gottes, die
Freiheit des Menschen und den Ursprung des Utl54.) auchTheodizeglbersetzt
von A. Buchenau, Hamburg (Felix Meiner) 1968.
® Poe Der schwarze Katein: Edgar Allan PoeErzahlungen in zwei BandeRd 1, S. 183.

" NietzscheAlso sprach ZarathusttaVerke, hg, Colli und Montinari, Bd. 4, S. 359.

8 NietzscheAus dem Nachlass der Achtziger Jaherke hg.v. Karl Schlechta, Bd. 3,

S. 910.

® NietzscheAus dem Nachlass der Achtziger Jat8e626.

9 Er vermutet es in Formen der negativen Theolagiech gibt es kaum etwas, das
unsicherer ware: denn zwar geht es dieser Erfahdangm, ,aus sich heraus’ zu treten,
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aber nur um sich am Schluss wiederzufinden, sichugitllen und sich zu sammeln in
der betdrenden Innerlichkeit eines Denkens, dasgotiém Recht Sein und Wort ist,
also Diskurs, auch wenn es jenseits jedes Spre@wngeigen und jenseits jedes Seins
Nichts ist.“ (Foucault. S. 133f.)

™ In Cotzees Roman wird Elizabeth Costello von dies&roblem verfolgt. Die daran
anschliessende Debatte hat die Grenze zwischefiktdeen Figur im Roman und dem
Handeln in der gelebten Welt mit Absicht verwischt.
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POES CONCETTO SPAZIALE:
DAS GEMALDE DES HAUSES USHER

Guido ISEKENMEIER,
Universitat Stuttgart
ilwisek@ilw.uni-stuttgart.de

Abstract: This essay investigates the relationship of Edgé&nAPoe’sThe
Fall of the House of Ushaand the visual arts. After reviewing former resbaon the
significance of the allusion to Henry Fuselifhe Nightmareand the description of
Roderick Usher’s pictures in the story, it propoaesntermedial reading in the light of
Lucio Fontanas ‘slash’ paintings. This leads todaksumption that the House of Usher
is in fact a tableau of the eponymous building.

Keywords: Poe, visual arts, Fuseli, Lucio Fontana, paintings

l.

Visualitat spielt im Werk Edgar Allan Poes einegvemragende Rolle.
Ob anhand der Landschaftsgartneréihg Domain of Arnheim der
urbanisierten MasserTije Man of the Crowdoder der Inneneinrichtund lfe
Philosophy of Furniture immer wieder sind es visuelle Verhdltnisse, dene
sich seine Texte widmen. Anschauliche Beschreibunderstellungen von
visuellen Wahrnehmungen, stehen haufig im Mittekbuseiner Erzahlungen
(und Essays), die gesammelt und in Textgruppennzmemgefasst werden,
deren Bezeichnungen wiederum visueller Herkunfl §lrales of the Grotesque
and the Arabesqueqgl. etwa Burwick 1998) .

The Fall of the House of Usheenthalt nun zum einen einen
ausfuhrlichen Gedankenbericht des Ich-Erzahlégber das Sublime (Poe 1978:
397-398), in dem dieser den (visuellen) Eindruckfassen sucht, den der
Anblick des Hauses Usher bei ihm hervorgerufenehatugleich kindigt die
Erzahlung damit den Effekt an, den sie hervorzurufjedenkt — den eines
Erhabenen ohne Wohlgefallen, also des Schaurigen @btischen’ (um einen
weiteren Begriff kunsthistorischen Ursprungs ingeSpu bringen): “the feeling
was unrelieved by any of that half-pleasurableabee poetic, sentiment, with
which the mind usually receives even the sternastral images of the desolate
or terrible” (Poe 1978: 397).
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Zum anderen unterhaltysher neben zahlreichen intertextuellen
Referenzeh auch intermediale Beziigen zur Mdsiknd — vor allem — zur
Malerei. In den folgenden vielzitierten Absatzemdin sich etwa ein Verweis
auf Henry Fuseli (Johann Heinrich Fussli), die Higgis eines Gemaldes von
Roderick Usher sowie dessen Stilisierung zum akismaKinstleravant la
lettre, zum “precursor of abstract art” (Phillips 1978rom the paintings over
which his elaborate fancy brooded, and which gresuch by touch, into
vagueness at which | shuddered the more thrillingdgcause | shuddered
knowing not why; — from these paintings (vivid agit images now are before
me) | would in vain endeavor to educe more thamallsportion which should
lie within the compass of merely written words. By utter simplicity, by the
nakedness of his designs, he arrested and overatteration. If ever mortal
painted an idea, that mortal was Roderick Usher. e at least — in the
circumstances then surrounding me — there arosefatlite pure abstractions
which the hypochondriac contrived to throw upon ¢esivass, an intensity of
intolerable awe, no shadow of which felt | ever iyethe contemplation of the
certainly glowing yet too concrete reveries of Huse

One of the phantasmagoric conceptions of my frigadtaking not so
rigidly of the spirit of abstraction, may be sha@oWwforth, although feebly, in
words. A small picture presented the interior oframensely long and rectangular
vault or tunnel, with low walls, smooth, white, amithout interruption or device.
Certain accessory points of the design served twetionvey the idea that this
excavation lay at an exceeding depth below theserdf the earth. No outlet was
observed in any portion of its vast extent, andanch, or other artificial source of
light was discernible; yet a flood of intense ragited throughout, and bathed the
whole in a ghastly and inappropriate splendor” (P&£8: 405-406).

Der ‘interpretatorische Mehrwert’" der Erwahnung $figs und der
Beschreibung von Ushers Bild, ihr Nutzen fur eirsé@ndnis der Geschichte, ist
im Vergleich zur Relevanz der Antizipation modernKunst geradezu
offensichtlich, weshalb nur kurz auf sie eingegangerden soll (Il). Nachdem
aufgezeigt wurde, dass die bisherigen Versuche Péesahnung oder
Vorahmung einer “sort of abstraction that antiaigdater modernist experiments
in painting” (Gunning 1994: 198) unzureichend sisml| eine Werkgruppe Lucio
Fontanas Attese ab 1958-59, vgl. de Sanna 1995) als Lesehilfgesmhlagen
werden (Ill.). Mit ihrer Hilfe sollte es mdglich ise eine bislang kaum beachtete
Lesart der Erzahlung plausibel zu machen, die aufAshnahme beruht, dass es
sich bei dem Haus der Ushers um ein Gemalde undebérigzag fissure’ (Poe
1978: 400 und 417) um einen Riss in diesem BildibHr{IV.).

.

Der Name Fuseli stellt eine einfache Refetemz ein Euvre dar, aus
dem ein Bild herausragt, das den Tib@r Nachtmahr(Der Alp) tragt und in
mehreren Fassungen ausgefuhrt wurde (vgl. Powel3:197-100), deren
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bekannteste die 1782 von der Royal Academy in Lormisgestellte StEs zeigt,
neben dem Kopf eines Pferdes, das ob der pseuddetysthen Beziehung
zwischenmare und nightmareim Englischen fiir einige Verwirrung gesorgt hat
einen n&chtlichen Damon, der auf der Brust eirdatEnden Frau sitzt. Bei diesem
oben sitzenden und Albdricken bereitenden Geistlditares sich um einen
mannlichen Incubus (im Unterschied zum unten lidganweiblichen Succubus),
der in der Antike in Verbindung gebracht wurde emtem “dream of impure coitus
with the devil” (Giovanni Lovrich zit. nach Powédi®73: 56).

Erst Shackelford (1986) hat erkannt, ddsserneben der Erwahnung
Fusslis und der damit verbundenen indirekten Bezligre auf sein berihmtes
Bild® auch eine Anspielung auf das Gemalde enthaltdedsErzahler in der
letzten Nacht versucht, Schlaf zu finden. ,Sleem&aot near my couch” (Poe
1978: 411) sinniert er, um schlieBlich, kurz bewor (vermeintlich) wieder
aufsteht, zu berichten: ,An irrepressible tremaoaidyally pervaded my frame
and, at length, there sat upon my very heart anbue of utterly causeless
alarm. Shaking this off with a gasp and a strugpleplifted myself upon the
pillows [...]" (Poe 1978: 411,

Diese Entzifferung des Incubus auf der Brust degaliters als
Anspielung auf die iThe Nightmarelargestellte Szene ermoglicht ein Verstandnis
der Funktion dieser Stelle, das sowohl ihre Uberpretation als Vampirmotiv, als
auch ihre Unterinterpretation als ungewdhnlichedhusksweise vermeidét Das
Auftreten des Albs zu spéater Stunde (“late in tighty, Poe 1978: 411), gerade als
der Erzahler um Schlaf ringt, verstanden als Hiswaif Fisslis Meisterwerk,
bedeutet nichts anderes als die Eréffnung der Idgdiit, dass genau zu diesem
Zeitpunkt, nach einer hypnagogischen Phase, eimTizeginnt'. Als Aktant der
Geschichte induziert der Incubus den Albtraum degitiers; als intermediales
Element verweist er auf Fiisslis Albtraum-Bild

Wenn mit der Incubus-Szene eine Traumsequenz kegonendet
diese mit der Flucht des Erzdhlers aus dem HauserUBie Mdobglichkeit,
diesen Teil der Geschichte als Traum zu leserhtden Ende offen. “From that
chamber, and from that mansion, | fled aghast” (F&&3: 417), heil3t es, wobei
dieses Zimmer natirlich kein anderes ist als sahla&immer. Denn dort
findet sich Roderick Usher innerhalb der Traum-Bhaég ein: “I had taken but
few turns in this manner, when a light step ondjpiaing staircase arrested my
attention. | presently recognised it as that ofd&dsin an instant afterward he
rapped, with a gentle touch, at my door, and edtebearing a lamp” (Poe
1978: 412%. Aber der Schlafraum des Erzéhlers ist natiirlisthader Ort, an
dem er,aus oder besservon seinem Traum aufgeschreckt, erwacht, um ent-
geistert &ghasj zu entfliehen.

Dariliberhinaus ist die Reaktion des Erzahlers amfeditdeckung des
Incubus (“Shaking this off [...]", Poe 1978: 411) euerbales Echo seiner
friheren Bemiihungen, sich selbst von der Traungkaiti seiner Erlebnisse zu
Uberzeugen: “Shaking off form my spirit wiratisthave been a dream [...]" (Poe
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1978: 400). Immer wieder vergleicht er seine Edagen mit einem Traum, ob
anlasslich Rodericks Gitarrenspiel (‘I listenedjfdaa a dream [...]", Poe 1978:
404) oder angesichts des Hauses Usher: “I looked tige scene before me [...]
with an utter depression of soul which | can coragaro earthly sensation more
properly than to the after-dream of the revellesruppium” (Poe 1978: 397). Die
intermediale Referenz auf Fussh&chtmahrist also Teil einer Strategie des
Textes, die Geschichte des Falles des Hauses bisheénur als Ereigniskette in
der fiktionalen Welt des Erzahlers, sondern alsc@asen im Traum des
erlebenden Ichs, gewissermallen als Fiktion zwéitednung, darzustellen: “In
The Fall of the House of Ushdedgar Allan Poe entices his readers to view the
narrator’'s experiences as a dream” (Shackelford6:198). Auf die daraus
resultierende ‘ontologische’ Verunsicherung wirdimkzukommen sein.

Da sich schon die Entschlisselung eines nur inglitcider den Namen
des ‘Autors’ (Fuseli) und die Ubernahme eines Bilgignstandes (des Incubus)
aufgerufenen Gemaldes als derart bedeutsam enlieggtes gewiss nahe, auch
die Beschreibung von Roderick Ushers Gemalde dkrnmmediale Referenz
aufzufassen. So hat Brennan (1990a, 1990b) verssighials Ekphrasis von
Bildern Joseph Mallord William Turners zu lesen:ofFinstance, like the
interior light-flooded rectangle of Usher's paigjn Turner’'s Interior at
Petworth(1835-40) is not ‘rigidly’ executed in ‘the spiof abstraction’, for the
traces of a real interior space, named by the téleain. Moreover, as in Poe’s
description, ‘a flood of intense rays’ from an umsesource rolls ‘throughout’
the space and bathes the picture in a ‘splendat’ilurs the traces of line and
form. Significantly, just as Usher's rectangle @n$ white, so Turner’s
interior ‘flood’ is white at its focal point. Whitanoreover, is a color he called
‘the substitute of light” (Brennan 1990a: 606).

Zum Beispiel (“For instance”) dieses Bifdoder auch ein andereSun
Setting Over a LakeBrennan 1990a: 607) — offenkundig geht es nichteine
genaue Entsprechung zwischen Bildbeschreibung uesthbiebenem Bild,
sondern um einen bildnerischen Stil, eine kinstée Machart. Die Art und
Weise, in der die Ekphrasis Wsherderart als Pasticﬁ"bausgewiesen wird, ist
jedoch problematisch. Denn es handelt sich nicht eime Analyse der
Ahnlichkeiten zwischen Ushers und Turners Stil &ttischer Distanz; eher
schon um den forcierten Einsatz der Worte der Befiming von Ushers
Gemalde, um Uber ein Bild Turners zu sprechen. \Bd&bular der Ekphrasis
wird in bruchstiickhaften Zitaten verwendet, um einen Bild verorteten
sublimen Stil zu charakterisieren.

Ob indes Ushers Stil zu malen Gemeinsamkeiten mitndrs
“masterfully indistinct sublime style” (Poe 197853 hat, hangt wesentlich von
der vom Erzahler geaulRerten Einschatzung ab, daemBiisslis seien im
Vergleich “too concrete” (Poe 1978: 485)nd seine Beschreibung gelte einem
Bild Ushers, “not ‘rigidly’ executed in ‘the spiribf abstraction™ (Brennan
1990a: 606, vgl. Poe 1978: 405). Diese nicht senge Abstraktion ist jedoch
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ein sehr unverbindliches Stilmerkmal, das Brennaf9(Qb) nicht nur auf

Turner, sondern auch auf Mark Rothko anwenden kammessen Asthetik

wiederum eine Spielart des Erhabenen, “the conerdiéme” (Diane Waldman

zitiert in Brennan 199b: 357), eine Rolle spielterDgemeinsame Zug von
Usher, Turner und Rothko besteht somit in einemalsghen Stil, verstanden als
unvollstandige Abstraktidh

Wie inhaltsarm dieser transhistorische Stilbegrifés Sublimen
letztlich ist, zeigt sich spatestens, wenn er augth transgenerisch auf Poes
Schreibweise gewendet wird: “Not surprisingly, firese style Poe uses early
in the story to describe the murky atmosphere efhtbuse [...] parallels the
style he attributes to Roderick’s picture: Poe dipiUsher's painting as
ambiguous and lacking clear linear boundaries” fBeen 199a: 605).
Abgesehen davon, dass das Urteil Gber Ushers Geméadiger Poes, als das
‘seines’ Erzahlers ist, bleiben am Ende lediglicheiz Stilmerkmale Ubrig,
“ambiguous and lacking clear linear boundaries’st&mes wird weithin, vom
New Criticism bis zum Dekonstruktivismus, als Inb#gdes Literarischen
schlechthin, nicht eines spezifischen Schreibstilslesen; letzteres ist ein
formales Kriterium, das sich kaum von seiner vigmeHerkunft trennen lasst,
um auf einen Erzahltext angewandt zu werden, in dsmawar transgressive
Ereignisse geben mag, aber keine Vorstellung varekl, linearen Grenz#n

In Anbetracht dieser Schwierigkeiten des UnterfasgeJsher mit
Turner (und Rothko) zusammen zu bringen, scheirgdires/oller, die Ekphrasis
in Ushernicht als intermedialen, sondern als intratextnelferweis zu lesen, als
Vor-Spiegelung der spateren Beschreibung von Maekli provisorischer
Grabstatte: “Even when Madeline is dead and theatmarhas helped Roderick
carry the coffin to the underground tomb, the rarrstill does not recognize that
Roderick’s painting, on the simplest level, hadrbbes sister's tomb” (Garmon
1972: 13)°. Die Entsprechungen zwischen Rodericks Gemélde ded
provisorischen Grabstatte Madelines sind augegfalias Bild zeigt “an
immensely long and ractangular vault or tunnel”gP®78: 405), Madelines
Gruft wird als “vault” (Poe 1978: 409) beschriebmit einem “long archway
through which we reached it” (Poe 1978: 410); dafiekgewolbe auf dem Bild
liegt “at an exceeding depth” (Poe 1978: 405),@Giebkammer “at great depth”
(Poe 1978: 410); ersteres besitzt keinen Ausgamrg Abzug (“No outlet was
observed in any portion of its vast extent”, Po@8t406), letztere lasst kein
Licht herein (“entirely without means of admissifmn light, Poe 1978: 410); im
einen Fall ist keine Lichtquelle erkennbar (,noctoror other artificial source of
light was discernible”, Poe 1978: 406), im andezesticken die Fackeln beinahe
(,our torches, half smothered in its oppressiveasiphere”, Poe 1978: 40%).

So fugt sich die Beschreibung von Ushers Bild ineeLogik der
Korrespondenzen ein, der ,sympathies of a scareélligible nature* (Poe
1978: 410), die die Konstruktion vdgsherbestimmen (vgl. etwa Timmerman
2003): Rodericks Antlitz spiegelt sich in der Falsaeines Hausgs sein
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Zustand in der ,mental landscape“ (Timmerman 200334), der
.Korrespondenzlandschaft* (Wolf 2007: 58), die darzahler eingangs betritt
(,a singularly dreary tract of country, Poe 197897); die Entsprechung
zwischen Gebaude und menschlichem Kopf findet wigder inThe Haunted
Palace das den Prozess des Wahnsinnig-Werdens allefgopsmokolliert;
schlieBlich deMMad Tristder Madelines Ruckkehr spiegelnd begleitet: ,Every
step of Ethelred to force the entrance to the h&rmivelling has its mirror in
Madeline’s clangorous escape from the dungeon® (@mman 2003: 237).
Auch die Funktion der Ekphrasis von Ushers Bilds dde Cannings Buch
ausschlieBllich in der fiktionalen Welt der Kurzdasbte existiert, besteht
darin, diese Kette von Doppelungen fortzufuhrem, €in Strukturprinzip der
Erzahlung sind. Wie der Verweis auf Fisslis Bildsgiasie so zu einer
durchgehenden Strategie des Textes, fiur die sl& dilo weiteres Indiz ist, eine
Interpretations-Hilfe, aber kein intermedialer hpietations-Ansatz.

1.

Auf der Suche nach einer genuin intermedialen ltasar Usher, die
nicht nur Zusatz oder FulBnote zu den gangigen prationsmustern der
Geschichte als Traum eines unzuverlassigen Erziblger als romantisches
Spiegelkabinett ist, wurde gelegentlich versuchte dwusfiihrungen des
Erzahlers zu Ushers Malkiinsten als ganzlich uneeit®, als vollig losgeltst
von zeitgentssischen Tendenzen (wie etwa bei Turmerverstehen. Als
Vorwegnahme moderner Kunst sind die Ausfihrungenktedhlers zu Ushers
Abstraktionen natirlich anachronistisch: ,no school semi- or non-
representational painting which might have guided’'® description became
prominent until long after he was dead, and thehinaAmerica“ (Phillips
1972: 16). Da seine antizipativen Hinweise obemdmgie gesehen reichlich
vage bleiben, kann es kaum Uberraschen, dass dseidhe, Verbindungen zur
Malerei des 20. Jahrhunderts herzustellen, unspeizjfja beliebig bleiben. Auf
die ein oder andere Art scheint Usher der Prototight nur einer, sondern
beinahe aller modernen kinstlerischen Bewegungeseiru “It would seem
that the first modern non-objective paintings wdome by Roderick Usher, at
some time prior to the publication of the story Burton’s Gentleman’'s
Magazinein 1839. 1839 is quite a while ago, yet the passagms not so badly
‘out-of-date’. Usher does both relative and pursti@ations, showing kinship
with Picasso and Mondrian and with the many artigk® have done both
kinds; his abstractions exist to achieve the getatdgensity and freedom of
expression (almost a formula for ‘abstract-expmssim’), his abstract painting
speaks a language eluding verbal description, agghg more about the depths
of the soul than mere words can (here one is readiraf a good many of the
claims made for modern paintings, say the commar&am Hunter on Jackson
Pollock). Further, the relative abstraction suggesa tunnel far underground
filled with anti-naturalistic light (and expressiwé underground terrors in the

72



soul), is very much a surrealistic painting. Oneyntlaink, too, of the long

haunted vistas in the early work of Chirico. Théaulination of the rational,

the struggle of subconscious forces for expres@snn the surrealists, and in
Kandinsky, or Pollock); the simplicity and nakedsned design (as in De Stijl

painters such as Mondrian and Van Doesburg and Su@ematist such as
Malevich); the radical reduction or distortion -dasometimes rejection — of a
common and natural world (as in most important teas since the

impressionists) — in all these respects the pajstiof Usher, as invented by
Poe, can be truly said to be modern” (Ramsey 1859:212).

Eine solche sich durchame droppingenumerative Syntax (,as in...,
and..., or...") und assoziative Verknipfungen (,one reminded of...")
hervortuende Reihung von formalen und inhaltlichéarkmalen, von Stilen
und Tendenzen, hilft einer Erschlieung von Poest Tieht weiter. Selbst
Brennan (1990b: 357), der die visuelle Welt Uslieebst Turner) ebenfalls mit
ungleichzeitigen kunstlerischen Entwicklungen, natiieh dem postmodernen
Erhabenen, in Zusammenhang bringt, beanstandetaltia unspezifischen
Beziige: ,Without ever specifying particular worklpth critics mention
Mondrian (Phillips 15; Ramsey 211) — ostensibly chese Poe says [that]
Roderick’s paintings are ,pure abstractions' thavéhan ,utter simplicity* and
,nakedness of design‘. Ob es indes Uberzeugen,kdondrian’sComposition
with Red, Yellow, Blue, and Blaeks ,too linear, too geometrical, too parallel
Roderick’s art [sic!]* (Brennan 1990b: 357) abzuieh, um sodann Rothkos
Red, Orange, Orange on Redls Beispiel einer ,uncanny resemblance [...]
between Poe’s verbal representation of Usher'stipgiin 1839 and Rothko's
modern abstract-expressionism® (Brennan 1990b: 3&8)empfehlen, sei
dahingestellt. Uber Phillips' und Ramseys Vorgehgnaus geht Brennan
(1990b: 358) jedoch, wenn er als weiteren Bezuddpdiir eine proto-
modernistische Sicht alifsherden letzten Absatz ins Spiel bringt: ,The intense
colors of these indeterminate rectangles [in Rgthketure] suggest the blood-
red radiance that shines, at the end of Poe’s ,strgugh the simultaneously
disintegrating boundaries of both Usher’s househamdind®.

Im folgenden soll deshalb versucht werden, an tidleSder diffusen
Verbindung vonPoe and Modern Art(Ramsey 1959) eine Entsprechung
zwischenUsher und einer viel spateren ,Malweise’ herzustelleie, \weder auf
ein einzelnes Bild noch eine ganze Litanei von Kéns abzielt, sondern auf
einen spezifischen Gestus, ein Kunstwollen. Anpaligte fiir eine solche
,visuelle Gebarde' finden sich dann auch nicht@n Bkphrasis von Ushers Bild,
sondern in der Schlussszene: ,From that chambdrfram that mansion, | fled
aghast. The storm was still abroad in all its wizdH found myself crossing the
old causeway. Suddenly there shot along the patiddight, and | turned to see
whence a gleam so unusual could have issued;dorast house and its shadows
were alone behind me. The radiance was that ofulhesetting, and blood-red
moon, which now shone vividly through that onceehadiscernible fissure, of
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which | have before spoken as extending from tlé bthe building, in a zigzag
direction, to the base. While | gazed, this fissaqgidly widened — there came a
fierce breath of the whirlwind — the entire orbtloé satellite burst at once upon
my sight — my brain reeled as | saw the mighty svalshing asunder — there was
a long tumultuous shouting sound like the voice dhousand waters — and the
deep and dank tarn at my feet closed sullenly dently over the fragments of
the‘House of Ushef” (Poe 1978: 417).

Bemerkenswert am so beschriebenen Kollaps, demdeallHauses
Usher, ist vor allem seine raumliche Implausibilit®amit ist nicht der
Zusammenbruch des Hauses an sich gemeint, der derchWirbelsturm, die
Windhose (,whirlwind“, Poe 1978: 412), durchaus mieft ist; auch nicht —
oder zumindest noch nicht, zunéchst nicht — daseiasderbrechen des
Hauses entlang einer Bruchlinie, eines Rissesjadschon zuvor (Poe 1978:
400) sorgfaltig notiert worden war. Es geht vielmdarum, wie das Haus der
Ushers vollstandig und ohne Uberrest in dem Timgem vor dem Haus
gelegenen Gebirgssee (,tarn“), versinken kann.

Denn es handelt sich nicht einfach um ein Haus; eimen Palast, ja
eine Burg, mit Dammweg und Bogengang (,causewayd parchway“, Poe
1978: 400), einem Atelier, zu dem man durch ,maaskénd intricate passages”
(Poe 1978: 400) gelangt; mit nicht nur etlichen Gelnern (vgl. die ,scarcely less
gloomy appartments of the upper portion of the BguBoe 1978: 410), sondern
auch mit zahlreichen Kellergewdlben (,numerous t&uPoe 1978: 409) sowie
einem Bergfried aus feudalen Zeiten (,donjon-keepge 1978: 410). Das
Untergehen dieses gewaltigen und zu gréReren Teaitderirdisch gelegenen
Gebaudes in jenen daneben liegenden Teich ist gsattweorstellbar, zumal der
Erzéhler auf seiner Flucht die R&aumlichkeiten naghmal in gleichsam
umgekehrter Richtung durchlduft (chambermansion— causeway) und damit
an die zuvor mihsam aufgebaute Topologie erinbat, was mit dem Haus der
Ushers zusammenbricht, ist so vor allem die lllmsimn R&aumlichkeit, der
Eindruck eines sich dreidimensional entfaltendeme8platzes.

Die so inszenierte Vernichtung fiktionalen Raumésst sich als
Vorlaufer der spazialistischen Kunst Lucio Fontalesen. Seit Ende der 50er
Jahre hatte Fontana, unter anderem in dem ZyklusAdese (Erwartungen)
genannten Bilder, Leinwénde zerschnittein der reduziertesten Form handelt
es sich um einen einzelnen Schnitag(io) in einer monochromatischen Flache
(vgl. etwaConcetto spaziale: Attesen 1963°). Die aufgeschnittene Leinwand
macht darauf aufmerksam, ,dass das Bild zunachst miaterielle Flache sei,
bevor es eine Darstellung von etwas sein kénneth{.2006: 163), richtet sich
gegen das ,Erbe der Renaissance* (Fontana 1995, 2680 gegen die
Erzeugung einer raumlichen lllusion auf einer zwe&hsionalen Flache: “Mit
einer scheinbar einfachen Geste — die im LaufeZa#r immer wieder neue
Interpretationen erfahren hat — gelang es Fon@era,lllusionismus der Kunst
zu Uberwinden” (Hess 2006: 7).
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Gerade so, wie Fontana es derart unternimmt, ,die
Darstellungsleistung des Bildes zu liquidieren” tthyi 2006: 165), lasst Poe in
Usher den fiktionalen Raum kollabieren. Poes Geschigsttekonzeptkunst,
eine Auslegung, die der Erzahler seinerseits Hitigith der Geméalde Ushers
artikuliert hatte: ,If ever mortal painted an idethat mortal was Roderick
Usher” (Poe 1978: 405) — almost a formula for ‘aptaal art’, wie sich in
Anlehnung an Ramsey (1959: 211) sagen lie3e. Beimlgcetti spaziali
verlaufen dabei Uber einen Spalt im Bild, die “zag fissure” erscheint als
Aquivalent von Fontanaagli. Der Unterschied zwischen der Geste Fontanas
und der Poes besteht lediglich darin, dass erafereimaginaren Raum auf den
realen Raum hin 6ffnet (Luthy 2006: 164)wahrend letzterer den fiktionalen
Raum in einen Bildraum transformiert. Die “fissyre] extending from the
roof of the building [...] to the base” (Poe 197874ist kein Sprung im Hause
Usher, dem Gebaude, sondern ein Riss im Bild didseses.

Das Haus Usher, so misste die Konsequenz aus didmetegungen
lauten, ist ein Gemalde. Nichts anderes will PoeEarde der Geschichte zum
Ausdruck bringen, indem er es in Anfihrungszeiched Kursiva setzt: “the
deep and dank tarn at my feet closed sullenly dedtly over the fragments of
the House of Ushér(Poe 1978: 417). Dies ist nicht nur ein weitekénweis
auf die Doppeldeutigkeit, derzufolddouse of Ushesowohl die Familie, als
auch das Wohnhaus ihrer Mitglieder meinen kannnakese Ambiguitat wird
bereits durch die Anfuhrungszeichen alleine anggzeithe quaint and
equivocal appellation of thdouse of Usher an appellation which seemed to
include [...] both the family and the family mansiofPoe 1978: 398). Die
zusatzlichen Kursiva bedeuten vielmehr, dass ds wm einen Werknamen
handelt, den Titel eines Bildes — des Bildes, dem,nun gezeigt werden soll,
der Erzahler eingangs gegentibertritt, und das ahe En Wasser versinkt.

V.

Obgleich der Erzahler hinsichtlich des Gemaldes ldasses Usher
keine expliziten Ekphrasis-Signale gibt, finderhsitc Usherzahlreiche Indizien,
die darauf hinweisen, dass er ein Bild betrachisdirekt leisten dies die
intermedialen Thematisierungen von Fissli und déscBreibung der Malerei
Usheré®. Hinzu kommen wiederholte Ausfiihrungen zur Unnaiikeit, Ushers
Bilder in Worte zu fasséh die — getreu der Logik der Fiktion, nach der dera
solche Erzéhlungen ganz gewiss erfunden sind, diewdhrend ihren
Wabhrheitsgehalt beteuern — zu erkennen geben,edddsher unternimmt, mit
sprachlichen Mitteln zu malen, ein Gemalde nachmgath Schlie3lich wird von
Anfang an deutlich markiert, dass der Erzéhler Selmauplatz der Geschichte in
seiner Bildlichkeit, piktoral wahrnimmt. Das Hausrdvbeschrieben, als ob es
sich um ein Bild handelt: “I scanned more narrovie real aspect of the
building. Its principal feature seemed to be thatm excessive antiquity. The
discoloration of ages had been great. Minute fongrspread the whole exterior,
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hanging in a fine-tangled web-work from the eavést all this was apart from
any extraordinary dilapidation. No portion of thesaonry had fallen; and there
appeared to be a wild inconsistency between itspstifect adaptation of parts,
and the crumbling condition of the individual stentn this there was much that
reminded me of the specious totality of old wood®wyhich has rotted for long
years in some neglected vault, with no disturbdrara the breath of the external
air. Beyond this indication of extensive decay, ber, the fabric gave little
token of instability. Perhaps the eye of a scraimg observer might have
discovered a barely perceptible fissure, whichgmding from the roof of the
building in front, made its way down the wall inzayzag direction, until it
became lost in the sullen waters of the tarn” (F&&8: 400).

Die Perspektive des Betrachters ist bemerkensvigrtscheint zur
gleichen Zeit, im selben Augenblick, das Geb&udeGanzes (“[i]ts principal
feature”, ‘its still perfect adaptation of partsnd das kleinste Detail
(“individual stones”, “a barely perceptible fissfreehen zu kdénnen. Chandler
(1991: 52) erkennt diese Doppelperspektive, bezigbt jedoch auf das
vieldiskutierte Problem der (Un-)Zuverléssigkeit sdeErzéhlerd: “The
perspective of the narrator as he takes in thd’ ‘espect of the house is
jarringly surreal: while he stands at a sufficieigtance to take in the whole
discolored facade and estimate its ‘excessiveqaitii, he also notes ‘minute
fungi’ hanging in ‘fine tangled web-work’ from theaves — something it would
have been impossible to see in such detail fromptiesumed distance. The
same odd perspectival disjuncture occurs when geutgtes that ‘the eye of a
scrutinizing observer’ might ‘perhaps’ find ‘a brg@erceptible fissure’ along
the front of the building, leaving it to the readerdecide whether he is in fact
claiming to have seen such a thing and, if so, Bogh a claim is possible from
his vantage point. These quick shifts of perspectwnbiguously presented, can
serve either to reinforce the impression that therator is extraordinarily
observant and sensitive, and moreover, possessathost preternatural visual
powers, or to undermine his credibility when addedrevious proofs of his
overactive and projective imagination.”

Indes sind alle Spekulationen Uber die auRergevwdtenSehkraft des
Erzahlers hinfallig, wenn es sich nicht um ein fesaGeb&ude, sondern um ein
Bild desselben handelt. Weshalb sonst sollte erl woh “fabric” (das neben
einigen mehr oder weniger architektonischen — ul&tr’ und ‘Gefuge’ — in
erster Linie textile Bedeutungen wie ‘Gewebe’ otgtoff’ besitzt und nicht
zuletzt ‘Leinwand’ bedeutet) oder von “discoloraticprechen. Gewiss handelt
es sich bei diesem ‘entfarbten’ Haus nicht um eistohisches Bauwerk,
sondern um ein altes Gemalde.

Auch die Art und Weise, in der die “barely percblati fissure”
eingefihrt wird, erklart sich aus der Tatsaches d#ssich in der Leinwand eines
Bildes des Hauses Usher findet: es ist eine Fragdeleuchtung. Denn als der
Erzahler das Gemalde erreicht, wird es bereits @ufithe shades of the evening
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drew on”, Poe 1978: 397). Unter derartigen vismeBzdingungen, gegen den
dunklen Nachthimmel Uber einer nicht minder dustér@ndschatft (“a singularly

dreary tract of country”, Poe 1978: 397), lassh € Riss in einem Bild, das ein
“mansion of gloom” (Poe 1978: 398) zeigt, wohl kaarkennen. Diese aufgrund
der Kontrastverhaltnisse zunachst tUbersehene (“bacely-discernible”, Poe

1978: 417) Spalte kommt erst zum Vorschein, alsudégrgehende Mond hinter
ihr steht und durch sie hindurchscheint. Allein &orutinizing observer” hatte

sie sogleich entdecken kénnen, und was kdnnteodih seingehend prifender
Blick’ anderes sein als der des Betrachters eimgaihies.

Die Geschehnisse itsher sind also Traum oder, wie sich nun
prazisieren lasst, Imagination des Erzahlers. Widsv®n seinem Eintritt in das
Haus bis zu seiner Flucht zutragt, geschieht nichtler fiktionalen Welt,
sondern in seiner Vorstellungskraft, die sich aesndAnblick des Bildes
‘House of Usher’ speist. Als er sich schlie3lich dés grauenvollen Endes
seiner Vision abwendet (oder aus seinem Traum émyagrfasst ein WindstolR3
das Bild — zweifellos das Pendant des Wirbelwindesder imaginierten
Binnenerzahlung — reil3t es auseinander und welrdiehstiicke in den See, in
dem sie versinken: “and the deep and dank tarnyafieet closed sullenly and
silently over the fragments of thdouse of Ushel’ (Poe 1978: 417).

NOTEN:

! Bereits zu diesem Zeitpunkt, zu Beginn der Gesthjcwird das kognitive Privileg
des erzahlenden Uber das erlebende Ich (Cohn 1%28; seine Fahigkeit ,to cast a
retrospective light on past experience* (Cohn 19/8B) dadurch unterminiert, dass er
seit seiner Erlebnisse kaum Fortschritte in ihr@woEInung gemacht hat (,| know not
how it was — [...]", Poe 1978: 397; ,an utter despies of soul which | can compare to
no earthly sensation more properly than to ther-afteam of the reveller upon opium®,
Poe 1978: 397). Insofern es sich in diesem Sinnesum@n Erzahler handelt, der von
einer ,existential crisis that has remained unnesdil (Cohn 1978: 168) berichtet, ist es
nicht verwunderlich, dass seirgelf-narration (Cohn 1978: 147), sein retrospektiver
Gedankenbericht, der jene Distanz zum Vergangermucht, den der Tempuswechsel
markiert (,| knownot how itwas|...]"), mehr und mehr zunself-narrated monologue
(Cohn 1978: 166) wird, einer introspektiven Gedamkiedergabe (,he can only relive
his dark confusions“, Cohn 1978: 168). Auf dieseisfezeichnet der Diskurs des
Erzéhlers die fortschreitende Immersion in die WRdiderick Ushers nach, die dem
erlebenden Ich auf der Ebene der Geschichte witktrfa

2vgl. Voller (1988: 32): ,Poe is seeking to testrdugh his fiction, the received claims
that through the aesthetics of the sublimity, teteads either to a sense of human
grandeur and elevation or to a recognition of raes®the only human faculty capable
of rescuing meaning from otherwise-overwhelmingnitige experience”. Allerdings
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lasst sich die Vorstellung des Sublimen (“desotatéerrible”, aber “half-pleasurable™),
gegen die Poe einen “sense of insufferable glodhae(1978: 397) in Stellung bringt,
weder mit Burkes (“human grandeur and elevationdgm mit Kants Konzept des
Erhabenen (“reason [...] rescuing meaning”) zur Degklringen.

® Diese gelten alle existierenden ‘Biichern’ (Poe 89208-409, wo zehn Werke
genannt werden; vgl. Mabbots Anmerkungen 16 bis &5%) Ausnahme der fiktiven
RitterromanzeMiad Tristdes Sir Launcelot Canningdrist: a meeting — as between two
knights — not a tryst in the sense of a lover’s tingg though that meaning of the word
may not be completely irrelevant”, Poe 2004: 21, 4/, dem einzigen Text, der nicht
nur erwahnt, sondern auch zitiert wird und sogad&n Plot der Geschichte wichtig ist
(Poe 1978: 413-415, vgl. Mabbots Anmerkung 30).

* Vgl. Ushers ,improvised dirges* (Poe 1978: 405 den Erzahler (falschlich, vgl.
Mabbots Anmerkung 9) an von Weber denken lassemiesdie Rolle der Laute im
Motto (Poe 1978: 397) und ithe Haunted Palac@Poe 1978: 406-407).

® Eineréférence simplén der Typologie von Formen der Intertextualitét Bamoyault
(2001: 33-50), also eine Art dertégration-suggestiofiSamoyault 2001: 44), die sich
zum Zwecke praziserer Benennung auf intermediaigige Ubertragen lasst.

® vgl. http://mww.tate.org.uk/britain/exhibitions/dricnightmares/infocus/nightmare. htm
[2009-09-12].

" Powell (1973: 59) schildert die Rolle des Dichtemsd Arztes Erasmus Darwin,
Grol3vater von Charles, in dieser irrtimlichen Végilang und resumiert: ,Fuseli's
painting would thus have been indirectly respomsilthrough Darwin, for the still
common misunderstanding of the word ,nightmare* @agrroneous connection with a
,mare* or female horse."

8 vgl. Shackelford (1986: 19): ,That Poe knew Fusetiainting is highly likely. The
exhibition of The Nightmardbeame aause célébré Vgl. dagegen Phillips (1972: 15):
»2Although Poe may have seen Fuseli, who lived igl&nd from about 1775 until he
died [...], it is doubtful that even that painter'sominence would have left an
impression on the young Poe. Unless the older Raesimply dropping Fuseli’'s name,
he would have to have seen his paintings in Amedagein a lasting impression.”

° Dies ist eineallusion im Sinne Samoyaults (2001: 44), die zweite Vaeasiner
intégration-suggestion Diese Einordnung ist nicht ganz einfach vorzuretymda
berticksichtigt werden muss, dass eine intermeéialeeziehung eines Gemaldes in einen
gedruckten Text, eine ,opération d'absorption dixte par un autre” (Samoyault 2001: 43)
bei der der Bezugstext gemalt ist, nieneétigtion (intégration-installation Samoyault 2001
43), also ,wortliche’ Ubernahme sein kann, es sgindals ,manifeste’ Intermedialitat, also
in Form einer Reproduktion des Bildes als Bild. &e&owenig kann eine ,verdeckt’
intermediale Referenz vom Text auf das Bildpli-citation (intégration-absorption
Samoyault 2001: 44-45) sein. Doch selbst wenn nia@ wortliche Wiedergabe, eine
Beschreibung eines (Teils eines) Bildes in Worddsieine Art des Zitierens ansieht, handelt
es sich nach Samoyaults Kriterien im diskutierteispiel nicht uncitation, da das Zitat
nicht markiert ist, und auch nicht umpli-citation, da der Incubus nicht auf der Brust einer
schlafenden Frau, sondern auf der des Erzéhlezs iyjl. zur Unterscheidung von
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,manifester und ,verdeckter Intermedialitéat W¢#008).

19vgl. Garmon (1972: 12): ,One critic has taken tise of the word incubus to indicate the
presence of a vampire motif. The word as usedearstbry, however, means no more than a
frightening, burdensome or oppressive sensatioe.nBirator says he feels ,upon my very
heart an incubus of utterly causeless alarm™. @lar{1991: 59) schreibt die Banalisierung
der Textstelle weiter fort: [H]e gives way to felmat, characteristically, he describes as
generated by an ‘incubus’— an alien presence -inwiik very heart”.

 Mit dem Uberschreiten der Schwelle zum Schlaf dacit zum (Alb-)Traum wird
der Incubus auch durch die widerspriichlichen Angades Erzéhlers zu seinem
Wachzustand in Verbindung gebracht: Zundchst drdrdass er nicht (ein)schlafen
konnte (“Sleep came not near my couch”, Poe 1978);4wenig spéater, nach der
Entdeckung des Incubus, beschliel3t er indes, dasgh noch langer schlafen sollte
(“I felt that | should sleepo moreduring the night”, Poe 1978: 413).

12 pge gehérte eben nicht zu denen, die den Albtr@lsohlich mit dem Pferd anstatt
mit dem Incubus in Verbindung brachten (vgl. PoviéIV3: 59). Véllig unverstandlich
bleibt mir, wie Thompson in seiner Ausgabe von ,&i$herst ausfihrlich auf Fuseli
und Nightmare' eingehen kann, um dann die IncuBtele davon vdllig
unbeeindruckt zu interpretieren. Dabei handeltwerazhst (in der Fuseli-Anmerkung)
eingehend vom Incubus: ,The hunched over creatismincubus the male form of a
bisexual demon; in its female form it is calledsw@ccubus As succubus, the demon
comes to sleeping men, causing an erotic but niglisim dream and gathers their
sperm. The sperm undergoes a demonic transformati@mhthe succubus changes into
the male form. It comes to sleeping women, agairsicg disturbing erotic dreams and
impregnates them with the demon see. In both césesleepers experience a sense of
heavy oppression, as if something were sittinghair atbdomens and chests, so that the
dreamers gasp for breath” (Poe 2004: 206, Fnn3jer Anmerkung zur Incubus-Stelle
ist von Fisslis Bild dann aber keine Rede mehtidgssen wird die Anspielung als
ganzlich unspezifisch aufgefasst: ,Poe’s narras@sutheallusion to the incubus myth
to suggest that the apprehensiveness he feelsaginary (paradoxically raising the
possibility it is not)* (Poe 2004; 212, Fn. 1, meidervorhebung).

13 Da dies ein getraumter Raum ist, findet sich disrt,only book immediately at hand* (Poe
1978: 413) der fiktive Mad Trist', im Unterschied den realen Blichern in Ushers Bibliothek.

1 vgl. http://www.artchive.com/artchive/T/turner/nar_petworth.jpg.html [2009-09-13].
15 vgl. Samoyault (2001: 39): Il s’agit moins de wayer & un texte précis qu'au style
charactéristique d’un auteur, et pour ce fairsujet importe peu.”

16 vgl. Brennan (1990a: 605): ,Poe’s narrator cofljecejects the Romantic painter
Fuseli as similar to Usher".

7 vgl. das von Brennan (1990b: 357) zitierte UrtBirnett Newmans iber Piet
Mondrians Bilder, das ,abstrakt' gegen ,erhabensspielt: ,a pretty abstract art that
stood in opposition to ... sublimity”.

18 |otman (1972: 332) spricht vom narrativen Ereigalis,Versetzung einer Figur tiber
die Grenze eines semantischen Feldes". Es ist #&8s man es dabei stets eher mit
,semantischen Grenzgebieten' als mit Grenzlinieturuhat.
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19 vgl. dagegen aus ,vampiristischer* Sicht Baile@{1: 109, meine Hervorhebung):
“During these days, wherever or whatever Madelidrioderick turns to music and art.
Among his ‘phantasmagoric’ pictures, he paints altydlluminated by ‘a flood of
intense rays,” deep beneath the surface of theh.elrtcannot be a preview of
Madeline’s vault for Madeline is later entombed by ‘half smothéradchlight that
‘gave us little opportunity for investigation’ in wault ‘entirely without means of
admission for light.” What can Roderick’s paintedult mean, lighted with what the
narrator calls ‘ghastly and inappropriate spleneior’

2 In der Beschreibung der Innenwénde der Zugéngeneidet der Text eine
offensichtliche Identifikation der beiden Raumeatuunterschiedliche Farbakzente (,the
interior [...] with low walls, smooth, white, and \itut interruption or device“, Poe 1978:
405; ,the whole interior [...] carefully sheathed kwtopper”, Poe 1978: 410).

L Die sich ihrerseits im vorgelagerten See spig@ale 1978: 398).

22 Ejgentlich handelt es sich bei diesen Bildern une é\rt von Reliefs, die die Grenze
zwischen Malerei und Bildhauerei Gberschreitenr Jhich sind es perforierte Leinwande,
die eine Skulptur darstellen, ein neues FaktumeinSkulptur‘ (Hess 2006: 8). Vor den
Schnitten{agli) hatte Fontana bereits mit Lochern in der Leinwg@ooith) gearbeitet.

2 http://www.fondazioneluciofontana.it/galleria. htf2009-09-14].

24 \/gl. Fontana (zit. Hess 2006: 8): “Wenn ich alslélan einem meiner durchlécherten
Bilder arbeite, habe ich nicht die Absicht, ein Gée zu machen: Ich will einen Raum
offnen, eine neue Dimension der Kunst erschaffeejre Beziehung zum Kosmos treten,
der sich jenseits der begrenzten Oberflaiche desil@emins Unendliche erstreckt”. Diese
Erklarung hat wiederum eine gewisse Ahnlichkeit dém Erscheinen des Mondes in
“Usher”: “The radiance was that of the full, saftimnd blood-red moon, which now shone
vividly through that once barely-discernible fissufPoe 1978: 417).

% Derselbe Unterschied zwischen ,House of Usher jmlise of Usherfindet sich
auch in Thompsons Ausgabe (Poe 2004: 201; 216)Jt stéso wohl kein
typographisches Versehen dar.

%5 Nach Wolf (2008: 327) bedarf es spezieller ,Leliehi, z.B. paratextueller Hinweise, um
das Vorliegen intermedialer Imitation oder Inszamg zu erkennen. M.E. kdnnen jedoch
alle Formen intermedialer Thematisierung als degeHiilfen fungieren.

2TV/gl. Poe (1978: 405): ,from these paintings (vieis their images now are before me)
| would in vain endeavor to educe more than a spwtion which should lie within the
compass of merely written words"; sowie Poe (13485): ,,One of the phantasmagoric
conceptions of my friend [...] may be shadowed foafthough feebly, in words".

2 yv/gl. neuerlich Gruesser (2004).

29 vgl. Burwick (1998: 432, meine Hervorhebung): “the manner of an art critic
commenting on the composition of a painting, theratar ‘reflected that a mere
different arrangement of the particulars of thensg®fthe details of the picturevould

be sufficient to modify, or perhaps to annihilate ¢apacity for sorrowful impression’
(M 2 [=Poe 1978]: 398)".
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BONNEFOY LECTEUR DE POE
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Abstract. After criticizing the original version and its tslations done by
Baudelaire and Mallarmé in several conferenceseasdys, Bonnefoy made his own and
personal interpretation-appropriation of “The Raviara recent poem.

Starting with a fast review of these critics anodsthof others dealing with Poe’s
influence on the French poets and Poe’s trans|dtienanalysis of Bonnefoy's “hypertext”
reveals how and why Bonnefoy changed some basip@oents of Poe’s poem.

Keywords: Yves Bonnefoy, “The Raven”, translation, transfaion,
transposition, transcreation

Dans sa préface au livre de James Lavwlelgar Poe et les poétes
francais qui reprend ainsi le titre de I'étude bien anténéeréalisée par Léon
Lemonniet, Yves Bonnefoy précise que le sujet choisi parleaws’éléve au-
dessus des autres par sa force poétique, sa €éaplacisignifier aujourd’hui
encore; d’ou suit que I'analyser est contribueotienrecherche présente de nous-
mémes et du sens du montldbajoute que «les suggestions ambigués du poéte
ameéricain ont joué le réle d’'un prisme, séparastameileurs fondamentales de la
poésie que furent -et demeurent- Baudelaire, Ma#avalérys.

Evidemment, tout au long du XXéme siécle, nombretitiques ont
décelé la filiation poesque dans les écrits syrstadiet modernes, en allant de
ceux de Baudelaire jusqu’a ceux de Valéry. En 196@s Bonnefoy lui-méme
a fait quelques allusions a l'influence de Poe Baudelaire et Mallarmé
notamment dans leur perception du Beau conpmiecipe poétiqu La Beauté
I'emporte ainsi sur la Passion et la Vérité tel Hatfirmait déja Poe dan$he
Philosophy of Compositioau le poete de Baltimore explique «la genése d’'un
poéme», pour reprendre le titre qu’en a donné Bairden traduisant ce texte
Il s’agit du poeéme «The Raven» ou «Le Corbeausuttaliccessivement par
Baudelaire et Mallarmé.

Une trentaine d’années plus tard [1996], Bonnefoynmente ce
poéme dans le dernier tiers d’'une conférence, mumat que «Poe a échoué a
transcender le bruit par le son [... et] a ranimanissique [...,] ce poeme étant
encore si fortement un réseau de rythmes et deddnbCe qui n'empéche pas
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le poete contemporain qu’'est Bonnefoy de considguexr Poe a cependant
préparé a la musique «tout un nouvel avénibe fait, la découverte du néant et
son instauration comme loi dans notre rapport andadout en proposant un
étre-au-monde exclusivement esthétique troubléigemnusique. Celle-ci dut
attendre Gustav Mahler «qui a connu la poétiguePde» pour animer ses
formes en les chargeant «d’'une confiance dane¥étAuparavant Bonnefoy a
remarqué que, malgré la présence de Poe @&ymsphonie littérairede
Mallarmé, le poete francais y était «bien loin deisages extra-terrestres de
Poe, mais aussi plus loin que jamais de I'engagentams ce mondé»Monde
dont il dégage les aspects «de leur gangue dedmip établissant entre eux
«des rapports de pure harmonie avec pour finiceti® harmonie, une extase»,
comme le précise Bonnefoy dans «La hantise du pityx»

De fait, dans cet essai, Bonnefoy décéle linfleeda «Corbeau» de
Poe dans l'expérience du Néant et la découverte«dlgieux mensonges»
telles qu'elles transparaissent dans le «Sonnetygn’. Découverte du Rien
qui I'ouvre au Beau. Justement, Bonnefoy, contragnet ou en complément a
ses prédécesseurs critiques (dont Lemonnier etdrgwitouve «le souvenir du
“Corbeau™ dans «La chambre double» de Baudelaile €Sonnet en —yx» de
Mallarmé de sorte qu’il considére «qu'on pourrads | tenir pour des
“traductions” [du poéme de Poe], certes infinimdibtes mais de ce fait
d’autant plus fideless. Or, dans cette méme conférence sur la traduetion
sens large, Bonnefoy semble revaloriser ou pléévaluer le poeme de Poe.
Aprés une certaine distance critique a I'égard elu principe esthétique de la
poésie, distance prise explicitement dans le pogthignperfection est la
cime»?, Bonnefoy y revient en effet sur I'apport du «Geab» en tant que
rupture avec «l'ancienne musique» et réflexion slgs pouvoirs de la
poésie’’. D’oul la modernité et la postmodernité de PoeatElieu de proposer
une nouvelle traduction, Bonnefoy releve les difiés voire I'impossibilité de
rendre «dans un texte d’'une autre langue cet éahedéallitérations, de
sonorités, d'intrications du son et du séfis»

La méme année de sa conférence sur Poe et sestéadu[2005], le
poéte francais contemporain publie chez EdAdes Stenaet Passant, veux-tu
savoir? deux longs poemes repris en 2008 dans le recaddngue chaine de
'ancre publié chez Mercure de France. Or, le triptyquessnt, veux-tu
savoir?» peut bien étre considéré comme une régéeridu un hypertexte du
«Corbeau» de Poe [1845]. Bonnefoy semble confirmerjustifier cette
rééecriture lorsqu’il dit dans sa conférence: « yn reflux vers soi, vers le plus
profond de soi, inhérent a toute admiration poétidire un poéme n’est jamais
que linterpréter, se l'approprier — lui n'étantagd que par sa capacité de
s'ouvrir au lecteur, d’étre universel —, et cetaation naturelle et obligée du
lecteur ne peut qu'avoir lieu aussi chez le traeuct avec d'autant plus
d'ampleur et de égrofondeur que celui-ci est pluserisément et plus
constamment poet
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Mais que reste-t-il du «Corbeau» dans le poémeata&oy? Quelles
métamorphoses et variantes a-t-il subies en padsab®45 a 2005? De prime
abord, Bonnefoy n’emploie pas comme Poe la prempmesonne mais la
troisieme personne du singulier qui référe a udiahi. Le poeme-stele raconte
comment ce dernier est mort. Déja l'identificatidn personnage principal
laisse entrevoir la «genése» du «Corbeau». Le dggatio-temporel ou se
trouve I'étudiant est le méme que celui du poem@ae De fait la description
de ce cadre «fantastiqgue» en est assez proches :udaminuit tantbt orageux
tantdt silencieux un étudiant se trouve seul dansteambre. Si chez Poe
I'étudiant «médite sur quelgue ceuvre ésotérique, tfaitant] de doctrines
“oubliées”: théologie, mythologie, sorcellerie pétite»®, chez Bonnefoy il
lisait le De Trinitatede saint Augustin: «Ce qu'il lisait? / “Dieu ngsifie pas,

/ Dieu seul. / Dieu est la seule réalité qui ne¢ gae chose™. L’on pourrait
entendre ici un écho des réponses du patient angalecin au sujet de Dieu
dansLa Révélation magnétiquée Poé&’, aussi bien que les considérations de
saint Augustin sur ce point lorsqu’il évoque a fduss reprises dansa Trinité
cette déclaration divine a Moise: «Je suis Celiisgis» Exode I, 14)". Et
Bonnefoy de rapporter entre parentheses ce quéggitile livre puis de revenir
aux questions qui taraudaient alors I'étudiant.

Ainsi pourrait-on lire dans ce premier volet dyptygue l'effet de la
découverte du Néant et de la «mort de Dieu». De&s la fin du «Corbeau» se
trouve énoncée au début du «Passant...»: I'étudsrdéa mort juste aprés sa
découverte nihiliste. En outre, les sons suggesfifs sont «les [-ore] de
“plutonian shore”, de “forgotten lore” et, bien sOr, dénevermore™ et qui
sont difficiles a reproduire en francais qui «n&pas, et en aurait-il, ils seraient
associés a d'autres notions, a d’'autres représmmaie choses ou d'étres, ce
qui ne les rendrait employables dans la traductionpoéme qu'au prix de
déconstruire la fiction pourtant saisissante deiagb®, ces sons se retrouvent
majoritairement dans la premiere partie du «Passantoncentrés dans des
mots francgais choisis parmi les plus révélateursladeésonance 1poesque:
«dehors» (x2), «mort» (x3), «encore», «alors», emjdu gouffre]$’. L'on
revient ainsi a ce que Bonnefoy disait de la «ttidao au sens large» d'un
poéme, traduction qui tout en étant infiniment ditdonne une version plus
fidele de I'enjeu du texte d'origine. Par suiteagBant...» serait a la fois une
lecture-réécriture et une traduction-interprétatpropriation, bref une
version contemporaine du «Corbeau». Version quiagite a I'état actuel de la
quéte poétique ou du moins a la propre quéte dedon.

Le deuxieme volet du triptyque retourne en effetl'é@ément
perturbateur du «Corbeau». L’étudiant, plongé dankecture et ses réflexions,
entend a quatre reprises «[l]e bruit, contre urteeyvid'un cailou / Que
quelgu’un a jeté, et qui rebondit / Sur 'appuidehors, puis cesse d'étfé»
Bonnefoy, dées le deuxieme bruit surgissant, analgsesentiment de son
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personnage en guise de critique adressée a Poa ma#nqué la «musique
savante», comme il I'a déja développé dans la cené& de 1996. Il écrit ainsi
dans son poeme: «Lui faut-il s'inquiéter? / La &ion, / C’est plutdt d’oublier,

c'est d’effacer / Le signe dans le bruit, de faiomfiance / A la non-signifiance
de la nuit$®. Tentation & laquelle semble avoir succombé Poe.

Quoi qu’il en soit, I'étudiant, épouvanté par cettérie de jets de
cailloux, décide d’ouvrir sa fenétre. Dans le poé&taePoe, il avait cru entendre
d’abord un bruit a sa porte qu’il ouvrit sans treuypersonne avant qu'il ne
cerne le bruit & sa fenétre et ne l'ouvre laisseutiter le corbeau qui battait de
ses ailes contre les vitres. L'oiseau sinistrarasisfiguré chez Bonnefoy en une
vieille femme que I'étudiant apercoit une fois ougesa fenétre:

«[...] A dix pas

De lui, une phosphorescence. C’est une femme,

Vieille, en haillons. Haute et courbée,

Avec des mains qui bougent, 'une tenant

Encore une poignée de petits cailloux.

Cette femme, du gris, du jaune presque du rouge,

Agrippés I'un a l'autre dans ce qui semble

Une figure peinte, sur des crevasses,

Avec autour de soi les plis de la pluie

Comme un chéle, ou plutét une mandofie.»

Transfiguration du corbeau, la vieille semble auésdire plus)
énigmatique que lui. Son portrait ajoute au décmr mouvelle touche fantastique
rappelant celui des sorciéres dans les contesdeTéutefois, cette piste n'est pas
envisageable chez Bonnefoy. Car le poéte affirnms dm entretien avec Daniel
Bergez: «Remarquez que je ne m'intéressais nullerjgene l'ai jamais fait, au
fantastique, aux diableries, seraient-elles arande& Bosch. Et méme quand je me
suis voulu surréaliste [...], je n'ai pas du tougfrénté ce coté-la de I'imaginaire.
Mais jai toujours été fasciné [...] par lidée d'ypeintre obscur, oublié, qui
garderait un autre monde en puissance dans l'igapéine toile [...].5°

Le lecteur de Bonnefoy pourrait bien voir en cetnadlr de la vieille,
une «figure peinte» par Goya (1746-1828) auquglokte a consacré plusieurs
essais. Elle serait par exemple une figure symgrétides deux femmes
représentées dahges Vieilles1808-1812], notamment si I'on considére les trois
couleurs mentionnées dans le poeme et s’agrippamntfermer cette figure.

Dans «De Véronése a Goya» [1993], Bonnefoy échitregarder ce
tableau, on ne peut douter que la vie ne soit getges instants d’illusion avant
le pourrissement qui en dii%ersera aussitdt legposamtes: abyssale matiere,
néant qui est 'essence de toutte poéte y trouverait ainsi un bon suppléant du
corbeau sinistre. La vieille du poéme pourrait aése celle qui apparait dans
Vieille filant [1819], une lithographie de Goya. Mieux encoreg eferait
discernable dans la toile qui clét le cycle Beintures noiresLadite toile connue
sous le titre d®euxvieuxmangeanf1820-18237’, est intitulée parfoika Vieille
et la Mort [1821-1823], notamment par Alfonso E. Perez Safthprofesseur
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d’histoire de I'art et directeur du musée du Pradocelle est exposée. Outre le
portrait pouvant illustrer le poéme de Bonnefoyseeond titre lui conviendrait
bien. Par la métamorphose du corbeau en une figuxeeille dont on trouve les
traits dans plus d’'une toile de Goya, le poéteciancontemporain voudrait-il
suggeérer que Poe avait connu l'ceuvre du peintragesb et traduit dans ses
écrits ses significations? Par ailleurs, il fawtrbrappeler les illustrations qu'a
réalisées Manet pour la traduction du «Corbeau» Nfaitarmé en 1875,
d’'autant que la technique de Manet était assezhprate celle de Goya
Certaines toiles de ce dernier ne pourraient-giéesillustrer des écrits de Poe?
De fait, tout comme Bonnefoy suggere de «suivres daistoire de la musique
moderne les progrés de la poétique de Bpd»considére que le®eintures
noires«sont un des moments absolus de I'art d'Occidérsur ce dernier point,
Sanchez ajoute que le peintre espagnol «est peugéjourd’hui l'artiste du
passé qui fascine le plus la sensibilité conteniperf..]. Goya est un point de
référence obligé pour les peintres et les poete$ Malraux [...voyait] en lui le
précurseur de toute la peinture modefhe»

L’étudiant du «Passant...» cherche cependant a séamapystére de
cette vieille:

«Qu’est-ce que cette vieille femme? Il I'a déja,vue

Il sait qu'il a déja pris ces mains maigres

Dans les siennes, sur une table. Il se souvient

Qu’elles étaient noircies par la fumée

De ces feux d’autrefois, au ras du sol,

Sur lesquels on déplace des chaudrons,

Mains, pourtant, ailleurs dans ses yeux, de pidtage

Qui es-tu, lui demandait-il, 6 vagabond&?»

A travers ces vers, I'on est en droit de voir aesedia vieille la figure de
Céres, figure tutélaire de la section «La Maisoialea du recueiLesPlanches
courbed’. La déesse errant a la recherche de sa filleepsésentée par Adam
Elsheimer (1578-1610) dans une toile inspirée ghassage ddglétamorphoses
d’Ovide ou elle s’arréte devant une porte et frappe vieille femme lui offre de
'eau mélée a de l'orge. La regardant boire avaditéy un garcon se moque
d’elle. Irritée, Cérés jette sur lui son breuvagtars le garcon est changé en
Iézard et disparait sous les pierres. Bonnefoy damgécriture insiste sur le rire
compassionnel et non moqueur face a la déesse. &dadbérision de Cérés
d’Adam Elsheimer (auquel Bonnefoy avait consacréxdessais), exposée au
musée du Prado, montre la déesse en une jeunédilEnt la potion face a la
vieille et I'enfant debout sur le seuil de la maisBonnefoy aurait-il interverti ou
fusionné la figure de la vieille et celle de lask®edans «Passant...»?

A ce stade, I'on est bien loin du «Corbeau» de RQii es-tu? Mais
elle a maintenant / Sur sa téte un anneau, ort deedier, / Duquel montent des
flammess°. Dans la toile d’Elsheimer, la vieille tenait ubeugie allumée dans
sa main droite, derriere le pied droit de la déasse flammeche parait a
I'extrémité d’'une roue, dans l'arriére-plan obsétincelle justement un «De ces
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feux d'autrefois, au ras du sol, / Sur lesquelsiéplace des chaudrons» a cété
duquel est accroupie une jeune femme occupée adavange dans une sorte de
chaudron (?) et au-dessus d’elle se penchent iilandest une téte de poulain (?).
Cette toile, avec son décor et ses cing protagemigburrait ainsi représenter la
maison des grands-parents maternels du poéte... dRassant...», I'enfant est
devenu adulte, les autres membres de la familledispiaru, mais demeure la
déesse vieillie qui semble revenir récompenseirfdignaprés s’étre repenti en
revendiquant sa compassion pour elle dans «La Maiatale», compassion qui
s’exprime par exemple a traverdlitoportrait avec le Docteur Arrietdu cycle
desPeintures noiregle Goya.

D’ailleurs, le dernier volet du triptyque «Passargux-tu savoir?»
commence ainsi:

«Entre! Elle approche, trébuche, il la soutient,

Elle passe le seuil.

Et la maison s’efface autour de lui

Et d’elle qui avance, dans la clarté

Des flammes de sa téte, qui se bousculent

Comme pour accéder a une autre vie] [...

Ravinée est la face de la femme,

Qui es-tu, lui redira-t-il, mais, gracieusement

Et méme souriante,

Elle 6tera la tiare de son front,

Elle la posera prés de lui dans I'herbe.

Puis se redressera et s’éloignéfa»

De fait, avant de devenir une couronne portéegpape, la tiare était
«& l'origine portée par Mithra, Cérés et Cyb&teMotons au passage toutefois
gue l'identification de la vieille au corbeau paitien se lire dans le participe
adjectivé que choisit Bonnefoy pour qualifier lacdade sa protagoniste:
«ravinée» qui n'est pas sans rappeler le son duamglais «raven». Dans sa
conférence sur «Le Corbeau» d’Edgar Poe et sesicteuds, Bonnefoy
remarque qu'«[e]n francais les pensées affleuratides le poeme de Poe ne
peuvent préserver une bonne part de leur résortBmiigine, & commencer par
celles qu'apporte d’emblée le nom du corbeau, aadjraven” des Etats-Unis,
un nom qui fait penser, consciemment ou pdsy aave”. Ce verbe signifie a la
fois délirer et proférer, voire déclamer, et cetdardes associations qui ont bien
dd traverser I'esprit de Poe, mais qui sont refsigéses traducteur»

Quoique le mot «corbeau» puisse s’entendre cor, lis@guant les [-
ore] et le principe esthétique, Bonnefoy semblevesl un nouveau défi dans sa
réécriture-traduction. Car le verbe «raviner» mismtendre aussi bien la
résonance du nom anglais du corbeau avec sesa&stcgue celle de la double
signification du mot francais: «raviner» signifiagtla fois creuser de rides et
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creuser la terre de sillons. Bonnefoy méditaitdeutes associations sonores et
signifiantes en choisissant le participe pass&sé@tdomme adjectif qualificatif de
la face de la vieille. Néanmoins, il insisterait $ei fait de creuser la Terre en
guéte de la Présence au lieu de creuser le Néantrpaver le Beau.

«Et lui,

Penché sur cette tiare dont I'énigme

Brille a travers les feuilles et les tiges

Des hautes herbes que I'eau brouille [...]

Cette tiare,

Ce n’est guére, pourtant [...]

Qu’un accessoire de théatre: deux anneaux,

A la fois rapprochés et séparés

Par quatre ou cing attaches de fil de fer.

L'un, c’est pour ceindre la téte,

L'autre pour soutenir les sept godets

Ou ne cesse de bouillonner une sorte d’hufle.»

Alors que le corbeau reste immuable laissant fiat® ombre qu’'une
lampe projette sur le sol dans le poéme de Paarfiatriompher pour ainsi dire
les forces ténébreuses du néant sur I'ame de iggtutbrrassé, la vieille se retire
de la scéne qui n’est plus la chambre mais le delaire I'autre monde ou I'au-
dela léguant sa tiare énigmatique a I'étudiantgadiez Bonnefoy. Cette tiare
n'est plus constituée comme d’habitude de troiseanr figurant «les trois
mondes : céleste, terrestre et infernal, ou las fra] vertus théologales: la foi,
I'espérance et la charité» Elle conserve deux anneaux seulement représentant
d’'une part le ciel et la terre, d’autre part I'espie et la compassion. Elle est de
plus munie de sept godets entretenant des flammédnbgtinguibles. Loin de
suggérer uniquement le chandelier a sept branihesmbre sept, nombre de la
perfection et de I'équilibre, évoque aussi les saptix, les sept arts, les sept
couleurs de l'arc-en-ciel et les sept notes de goesentre autrés C'est I'huile
de la présence au monde qui fait que la flamme geadole poétique se redresse
toujours victorieusement grace a « la voix qui

NOTES:

! Voir Léon LemonnierEdgar Poe et les poétes frangalaris, Editions de la Nouvelle
Revue Critique, 1932, coll. «Les Essais Critiqugs»34). Et James LawleEdgar Poe et
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AESTHETICS AND THE RESISTANCE TO CAPITAL
IN POE'S THE DOMAIN OF ARNHEIM
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Abstract: The paper argues that, ithe Domain of ArnheimRomantic
aesthetics, and its associated defenses of thassedpresented in its confrontation with
the centrifugal, overwhelming power of capital. Ttery may be read as an inscription
of Poe's ambivalent response to the changes ioulleral perceptions and the tensions
and contradictions of modern age, as his explaratib the relationships between
aesthetics and economics, art and nature, thetprarad the public, capital and nature,
and their bearing on artistic individuality.

Keywords: nature, aesthetics, money, sublime, labour, Roimaffect

The Domain of Arnheimpublished twice (1842, 1845) aBhe
Landscape Gardebefore its final, expanded, version of 1847, setmbe a
fantasy of escape from all that Poe was strugglimgugh as a man and as an
artist, interweaving aesthetic issues with intimasi about the social and
economic determinations of artistic individuality.

It is not difficult to argue that its protagonisiessed with high social
status and an exceptional affluence that affordshterialisation of his aesthetic
dreams, is a projection of Poe's own self as cdeipleapable of attaining
autonomy from the painful pressures of the econcanidcarious idealisation of the
individual self in complete control of the exercisiehis creative powers. It is a
fantasy not devoid of Poe's characteristic irorljsdh's happiness is equated with
“prosperity,” and the hyperbolisation of the maikbasis of his happy condition
stands in ironic contrast with Poe's convictiomrezsed in a letter to Frederick W.
Thomas (Feb.14, 1849), that “all which is realjuable to a man of letters — to a
poet in especial — is absolutely unpurchasable‘e (B883: 347). Otherwise,
Ellison's scepticism as to the possibility of “amyprovement being effected by
man himself in the general condition of maitvid.: 225) belongs to Poe: on July 2,
1844, he was writing to James R. Lowell: “I havefaith in human perfectibility. |
think that human exertion will have no appreciadfiiect upon humanity” (344).
Three of Ellison's four elementary conditions of®l— the possibility of free
physical exercise in the open air, the love of ava, and “an object of unceasing

93



pursuit” (bid.: 223) - are also in the list of “unpurchasabladh” that Poe draws in
the letter to Thomas as “really all that a poegsdior” (bid.: 347). Like Ellison, for
whom the lack of ambition was essential for hapgsn®oe could declare, in the
mentioned letter to Lowell: “I am not ambitiousbi@.: 343) — which is not the
same with the lack of desire for fame, which Poenbpexpresses; if ambition is
suggested as a reprehensible passion, generatechinypetitional, greedy society,
fame has to do with the legitimate aspiration & treative mind to have its
individuality recognised — it means, if we takeug drom Poe himself, not losing
sight “of man the individual, in man the mass” (eeto Lowell; Poe 1983: 344).

Poe's entrepreneurial aspirations, in the early0484f setting up a
magazine of his own were accompanied by the hogiethiis ownership would
bring him the economic independence necessary Her manifestation of
creative freedom. The investing partner that hesaiged would have had to
possess “ample capital,” but at the same time atmbén “entire control of the
editorial conduct” (quoted in Whalen 2000: 76). Whhis impossible divorce
between the material investment and what it is eseg@ to control remained a
fantasy, Poe could certainly realise that, “in tieav publishing environment,
artistic individuality had become the prerogatifecapital” (Whalen 2000: 77),
with the sad conclusion that “the horrid laws ofitigal economy cannot be
evaded even by the inspired” (Poe, quabéd.)

The Domain of Arnheindramatises this relationship between capital
and artistic individuality, in a way which emplses some of the paradoxes and
contradictions inherent in the progress of moderitits impossible, for instance,
to avoid attaching significance to the duratiorthaf accumulation that had led to
the enormous size of Ellison's unexpected inhar@amhe “one hundred years”
that elapsed since his ancestor's death evokeagthef the rise of capital, of
economic progress and steady material developmeall the modern western
world. In the context of the growth of capital asfda money-based economy, it
was essential that capital should “circulate” andtinue to produce wealth. On
the other hand, it was perceived that the cond@mtraf wealth might have
negative economic consequences and the transmiegiaccumulated wealth
might remove capital from economic competition (&feckert 2004: 16).
Inherited wealth, which “disconnects social positidrom achievement,”
represents a “protective mechanism of social béhggigwhich ensures a certain
stabilisation of the structure of society by thatérgenerational continuity of
social positions” ipid.: 18), but the economic dysfunctions attendings thi
phenomenon were felt to be undesirable. As Jan éBegboints out, “the
American tradition (...) defends the unlimited indival accumulation of private
poverty, while at the same time rejecting the peuaequeathal of large fortunes”
(ibid.: 207). The legal institution of the entails, fostance, which allowed the
transmission of wealth to a specified line of hearsd which was associated with
European aristocratic traditions, was abolishedestricted in most American
states after the Revolution of Independence, aga# found “contrary to the
fundamental notions underlying the founding of meerican state”ibid.: 158).
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Poe seems to have been aware of this historicitlyrednen he has the narrator
report, with regard to the distant bequeathal @& #mormous sum to young
Ellison: “Many attempts had been made to set abidesingular bequest; theax
post facto character rendered them abortive, but the attentiba jealous
government was aroused, and a legislative actlyfirmddtained, forbidding all
similar accumulations” (Poe 1983: 224).

Ellison's perfect life appears to be closely cotewcwith the
phenomenon of accumulation and concentration oftatap not only in the
concrete sense of the long increase of his inhegtebut also in the metaphorical
sense of Ellison's lucky “inheritance” of “pre-emmi endowments” he was
“remarkable in the profusion of good gifts lavishggon him by fortune” (Poe
1983: 223), uniting in his person grace, beautyinauitive intellect that afforded
him effortless knowledge, and poetic genius of lfghest order. In an analogy
between the accumulation of goods in an inheritamcethe outstanding personal
gualities of certain individuals, Georg Simmel goiout that the “well-endowed”
person is the possessor of “a large quantity ofuractated energies and
achievements of the human species (Simmel 2004, 388l that the genius's
astonishing knowledge outside the compass of parsoerience indicates “an
exceptionally full and easy impressive co-ordimatid inherited energies'ikid.:
415). The intuitive capacity of the genius — EHisd‘instinctive philosophy which,
now and then, stands so well in the stead of expesi (Poe 1983: 223) — is nothing
but “the condensed result of the work of generatiofaccumulated in a latent
form that is designed for further accumulation’n(8iel 2004: 415).

The virtually endless prospect of accumulation tadsmission makes
of inherited capital the equivalent of an immotialiof sorts, a way of
transcending death, since both money and persomtiwenent as objects of
inheritance go beyond the limits of individual eé&isce. However, at least as far
as financial capital is concerned, the accumulationplied in inherited wealth
act rather, according to Georg Simmel, as “a harrie economic
individualisation,” his conclusion being that “th@inciple of inheritance is
opposed to the principle of individuality” (Simm2D04: 354). In Poe's tale,
Ellison's resolution to interrupt the intergenamasil chain of inheritance and
devote his wealth to the artistic “embodiment ofigion” may be seen as the
expression of his desire to rescue indivituality fieeing the amassed energies —
both pecuniary and personal — for an enterprisewioald absolutely proclaim
his “self.” What serves the assertion of individiyaln the case of the artist
seeking the fulfilment of his “Poetic Sentiment’regher a “principle of waste”
(cf. Bataille 1994: 193 ff), the unproductive exgitare of accumulated energies,
in a process of creation which becomes almost symous with sacrificeil§id.:
196). The insistence on Ellison's marital happiressally makes conspicuous
the absence of an heir, and his death, briefly timeed and left a mystery in the
narrative, induces the thought of a “waste” havimgurred, but the self of the
genius survives in a sublimated form, the incomiplaravork of art which has
absorbed — or “wasted” — all that he has inherited.
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Ellison's decision to remove his inheritance frdra &bstract circuit of
multiplication constitutes a symbolic gestureresistanceto Capital. Poe's tale
figures the ambivalent attitude to capital in it @f expansion, an ambivalence
highlighted by Paul Crowther when he speaks of kbt fascination with Capital
as a mighty power or god.. and with [its] direebqucts,” and the equal
“fascination with its epiphenomena and with pateshresistance to it” (quoted in
Amariglio et al. 2009: 5). Poe's narrator repontstiee bewildered speculations
occasioned by Ellison's unusual wealth, emphasisitgso much the potential
benefits of its uses as the morally dangerous tppoes that it creates for
“engaging to supreme excess in the fashionablavadances of [the] time,” or the
socially spurious ends which appear in fact to déeygenuineness of individual
achievement: “busying himself with political intiig — or aiming at ministerial
power — or purchasing increase of nobility — otemting large museums wgirtu —
or playing the munificent patron of letters, ofesuie, of art — or endowing, and
bestowing his name upon, extensive institutionshairity” (Poe 1983: 224). Key
areas of social action seem to be here downplayadere stages on which a
purchasable image of individual worth may be fladniThe magnitude of Ellison's
wealth, which renders absurd further capitalisatieeeds the needs of the social
field and its “ordinary objects”ilfid.), and the fact that the possession of this
unusual inheritance affords the genius the safitflio “self,” art and nature
constitutes an ironic twist given to the traditibbmaage, developed in the age of
capitalist growth, of the artist whose life, “fredm the discipline of mass
production and consumption, exhibits the costs hi¢ freedom — and so a
disturbing aspect of economic rationality itselfir- poverty, obscurity, and
madness” (Mattick 2003: 75). This image — bettasiitated by Poe's own life, that
of a “natural aristocrat,” as Baudelaire saw himiyah to an untimely death
through the neglect of a pragmatic and insensga@ety - was itself a from of
resistance to the new values that capitalism wasainting. In a clear reversal,
Ellison's remarkable life is a well-controlled caengatory fantasy of
“extraordinary success” and “uninterrupted enjoyth@Poe 1983: 223), in which
the poet enjoys creative freedom ragjainst the system — which would have
required the perception of the aesthetic and theagic spheres as separate and
opposite —, butwithin the system, drawing on its resources and blurtireg
distinction between the two spheres.

This blurring of boundaries, for all its ironic &tenent in Poe's tale, is
actually a remarkable aspect of capitalist modertitalf a century after Poe's
death, Georg SimmelBhilosophy of Money(1900; cf. Simmel 2004) not only
discusses the relationship between economic valdeaasthetic value, but finds
analogies between them and draws heavily in ity/sem of the former on terms
imbued with aesthetic relevance, such as distdag®, or style. In Poe's tale, a
deliberate confusion of perspectives on the twimeé& achieved by the transfer of
the aesthetic category of the sublime to the sploéreapital. Poe's artistic
sensibility made him undoubtedly perceptive of sewptive to the changes in the
cultural perceptions of a society in which the wplads accompanying the rise and
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consolidation of a money-based economy were ofténak an “alternatively or
even simultaneously exhilarating and terrifying erignce” (Mattick 2003: 47).
Paul Mattick notices the coincidence between th®wigg amplitude of these
social, economic and cultural changes and theniatienalisation of the theoretical
discourse on the sublime as an aesthetic categgipriing with the 18 century:
“Writers responding to the transgression of tradiéi boundaries, and to the
emotionally overwhelming experience of vastness poder in the period's
changes imposed on whole populations, were esjyedialwn to the ancient idea
of the sublime, reintroduced into European literarjicism at the end of the
seventeenth centuryib{d.). The fascination with the power of capital, thsult of
“a displacement of the sublime from nature to thean experience” (Crowther,
guoted in Amariglio et al. 2009: 5), is the aesthetsponse to an economic and
social reality which forced the human capacityrépresentation beyond its limits.
The narrator in Poe's tale is overwhelmed by thstneas of the sum of
money inherited by Ellison, the result of capitaleccumulation of a period
exceeding commonly a human lifespan. The suddeilalblity to one person of
such a huge amount is perceived as “one of thdsgoedinary freaks of fate (...)
which startle the whole social world amid whichytleecur (Poe 1983: 223). Its
potentially destabilising effect on the “moral ciitusion” of the possessor
provokes the combined sentiment of wonder andtfaditionally associated with
the sublime. But what really confers to Ellisonstdne this attribute is its
suggestion ofinfinity, its “inconceivable” magnitude, which defies thentan
attempt to imagine the uses that it might be puiAtmote appended to the text
mentions a real incident of this kind having ocedriin England, the writer
reporting it observing that “in the contemplatiohso vast a sum, and of the
services to which it might be applied, there is asihiing even of the sublime” (Poe
1983: 224). Eighteenth century theoreticians ofsthidime emphasise the powerful
sense of delight arising in the contemplation ¢gécts that create the impression of
boundlessness. For Burke, for instance, the obgaetmingo be infinite, when the
eye cannot perceive its bounds, induces the thoofglitit being really so (cf.
Burke 1990: 67), and sheer magnitude (“magnific§naa multitude, which
thwarts our attempt at reckoning — therefore intoitg the idea of difficulty, of
pain, which distinguishes the delight in the sublialso produces “an appearance
of infinity” (ibid.: 71). Following Burke, Kant formulates the distion between
the sublime and the beautiful in terms of tieeindlessis opposed to the limitation
of form; for him, too, the sublime “immediately involves, else by its presence
provokes, a representation of limitlessness, yét wisuperadded thought of its
totality” (Kant 2004: 65). Ellison's wealth is “ionceivable” precisely because it is,
in the terms of Kant's definition, “ill-adapted ¢oir faculty of presentation” and
constitutes “an outrage on the imaginatioifid;). The attempt to “adapt” its
magnitude to the human power of understanding tdieeorm of calculating the
income that the inheritance was supposed to blking,this recourse to figures
“sufficed to confound” (Poe 1983: 224). Breakingmtothe sum into discrete
guantities, corresponding to time-units, does nbtesthe problem for the baffled
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contemplator — at the level of dollars per mindke“usual track of supposition was
thoroughly broken up. Men knew not what to imagiileitl.: 225).

The displacement of the sublime from the realmaitire — the proper
field for its theorising in the eighteenth centarpnto that of money testifies to the
perception of what Georg Simmel highlighted asatgindividualistic principle of
capital. The sublime as an aesthetic category,ieapmither to nature or to
economics, involves a relinquishment of the selistonomy under the
overwhelming power of an alienating Other, a cdllap of the safe distance
between subject and object. Tine Domain of Arnheisrthe hints at the moral
dissolution threatening the individual self in itslation to the public scene
constitute an intimation of the consequences o tvercoming, by means of
money, of the “distance” between the desiring stibgmd any conceivable and
available object of desire. Ellison's decisionngpky his wealth in turning nature
into a work of art may be thus seen as a stratedgfence against the annihilating
power of the sublime. Discontinuing the accumufgte®asing to serve a process of
growth in which the pursuit of objects leads to tbes of the self's autonomy,
Ellison hopes to regain, in the created “Paradis&richeim,” the “pure intimacy”
of a self-present consciousness, devoid of anycbfije Bataille 1994: 186).

Ellison's aim is to transform nature, the traddidocus of the sublime, into
a “secondary nature” (Poe 1983: 231) which woulthpse the very distinctions on
which the sublime rests — a new nature which shoolaibine “vastness and
definitiveness,” “beauty, magnificence, asttangeness’- that is, which should
display, united, the three aesthetic categoriéhefbeautiful, the sublime, [and] the
picturesque”ipid.). This is “an object unattainable by means oriinpossessed by
individuals,” requiring “very unusual pecuniary oasces” {id.: 230). Aesthetics
and economics become thus closely related, anohiigamatch for the sublimity of
capital is the natural sublime. Ellison's aesthbigory takes account of the capacity
of nature to absorb the enormous quantity of hialttveand his “poetic” attempt
consists in fact in bringing together nature, &mt] money into a unified complex of
experience that would preserve intelligibility acoherence against the centrifugal
tendencies of modern times. One may even suppatéhth “waste” (in the sense
used by Bataille) of this inheritance on such geptas aimed at subsuming, in fact,
the economic to the aesthetic: by translating l@altlv into aesthetic value, Ellison
gives the purely quantitative character of his rganeertain “form,” manageable to
the imagination. Georg Simmel points out the “altey formless” character of
money, as “[flormlessness and a purely quantitafivagacter are one and the same”
(ibid.), just as “[m]atter as such is simply formlebs, tcounterpart of all formilgid.:
273). While arguing that “the universal formlessngmoney as money is certainly
the root of the antagonism between an aesthetitehey and money interests”,
Simmel concedes that the extremely great quaritdy onified fortune” is deprived
of the “aesthetic awkwardness of moneyid.). As a “poet,” Ellison has no other
choice but to turn “upon self’ in the waste of flaidune, thus providing the “personal
centre” which, as Simmel contends (2004: 276),ersrd certain “image” - therefore
a form — to the respective fortune. Ellison's atigth'materialism,” a paradoxical
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formulation which both asserts and seeks to tradstlee antagonism between
aesthetics and economics, determines him to skmdscape gardening the most
gratifying form of exercise of his poetic geniusegisely because this exercise
involves pecuniary effort.

The relationship between money, nature, and aRoe's tale may be
considered from a yet different perspective, whitlolves the idea ofabour.
Early modern economics acknowledged money as xpeession of “a certain
guantity of labour which we exchange for what ippmsed at the time to contain
the value of an equal quantity,” “the original fhaise-money that was paid for all
things,” as Adam Smith pointed out (Smith 1909.. 3&)e real price of a thing is,
according to Smith, “the toil and trouble of acagrit” (ibid.). If we define our
relationship to objects in terms of our distanaarfrthem, as Simmel proposes
(2004: 69), and measure their value in terms ofdbsire engendered by that
distance, the money that enables us to “conquat’distance is the equivalent of
the “toil and trouble” that we have saved in thecpss of acquisition.

References to labour and related notions abound@h& Domain of
Arnheim beginning with Ellison's proclamation of “purgditysical exercise” in the
open air as a condition of happiness, with theuegasf the distinction between
physical effort as an end in itself, or effort eslire, and work proper, as a means
of satisfying vital needs (he “instanced the eistaof the fox-hunter, and pointed
to the tillers of the earth, the only people wi® aaclass, can be fairly considered
happier than others “ - Poe 1983: 223). To Elligmlandscape designer, natural
details witnessed “the efforts of Nature at phydmaeliness,” and the fulfilment of
the “poetic sentiment” required that he should dlabto the greatest advantage”
and with “the best means” “in the direction or camication of this effort”ibid.:
226). As a poet “of the highest genius,” thoughis&h displays a natural lack of
ambition that would deter him from any “distastefértion” {bid.).

It is his inherited wealth — the equivalent of ggédatent quantity of
labour — that will save him this exertion and pdavia short-cut to any object of
desire, just as his inherited “capital” of intetleml endowments constitutes a
generational accumulation of “work” which redudes distance from any object of
knowledge (“His intellect was of that order to whithe acquisition of knowledge
is less a labour than an intuition and a necessiBte 1983: 223). The power of
capital affords thus the obviation of “distastefufdrk — the size of his fortune
enables Ellison to remove himself from the sphémoial utilitarian exertion and
aestheticise effort in the activity of superintemskeof his “poetic” plans.

The great amount of human labour that common expegi assumes as
part of the making of a landscape garden congitateissue that is completely
submerged, iMhe Domain of Arnheiprby the insistence on the impression of a
supernatural effortlessness: the “secondary,” atsited nature designed by
Ellison is made teseem“the handiwork of angels that hover between mash an
God” (Poe 1983: 231), “the phantom handiwork, cotlyy of the Sylphs, of the
Fairies, of the Genii, and of the GnomedJid.: 238). The “artificial style” of
gardening that Ellison advocates and adopts ingoladding art to nature,
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conferring form to natural imperfections in a walyieh both exhibits and conceals
the labour. The “show of order and desigifiid.: 229) suggests form as the
evidence of effort; on the other hand, the artisgnaf the scene seems to sublimely
exceed the possibilities of human work: “The impi@ss wrought on the observer
were those of richness, warmth, colour, quietudéommity, softness, delicacy,
daintiness, voluptuousness, and a miraculous eatress of culture that suggested
dreams of a new race of fairies, laborious, taktefagnificent, and fastidious”
(ibid.: 235). With the gradual disappearance of the mupnasence from the scene
of nature, the simultaneous signalling and dissitmg of human labour becomes
more insistent. The “exquisitdeannessof the banks, the absence of the “usual
river debris,” the smoothness of surfaces, andltlagpness of outlinefl(d.: 234)
bespeak the effort of overcoming anything in nathe¢ reminds of “our deathful
condition” — the post-lapsarian condition of taflig.: 228). This effort is inferred
from the effect of estrangement that nature undargothe modifications wrought
upon it have conferred it traits that are alieft tut proper to the realm of art. The
“weird symmetry, a thrilling uniformity, a wizardrgpriety in these her works”
(ibid.: 234) render nature absent to the eye but stilgmt in the consciousness of
the viewer-narrator — an “absent presence,” lika tf the workon nature: “no
trace of labour has been suffered to remad ( 236).

This representation of the ambivalent relation ketwork andart may
suggest, on the one hand, the traditional Romaantitpathy towards effort.
Wordsworth's glorification of spontaneity and “wipassiveness,” of Nature as
“ready wealth,” which exempts the sensitive soahfrthe “toil and trouble” of
acquisitive pursuits, is paradigmatic for the Rotieaoracketing of the issue of the
creator's labour, its sublimation into the ide@napiration, with its connotations of
naturalness and organicity. As the idea of work #nad of capital are mutually
entailing in the rise of modernity, this antipatimay be seen as another form of
resistance to capital and its alienating power.

On the other hand, it is difficult to be misledthg spurious metaphysics
of Ellison's aesthetics and to assimilate him withfigure of the inspired Romantic
creator. Like Poe, Ellison is rather an “enginedréffect: his landscape garden is
carefully designed tocbnvey the ideaf care, or culture, or superintendence, on the
part of beings superior, yet akin to humanity, ..ilevthe art intervolveds made to
assume the aiof an intermediate or secondary nature” (Poe 1283:1; emphases
mine). The journey to the castle of Arnheim is ghited so as to afford close
control of the visitor's impressions and moodprdtvides an arabesque of aesthetic
experience intended to keep him bedazzled and sedifoy the constant variation
of perspective, manipulation of the sense of digamreation of hallucinatory
perceptive associations, etc. Ellison's “poetisdargely a pragmatic one, recalling
a principle formulated by Burke: “A true artist siteh put a generous deceit on the
spectators. ... No work of art can be great, but dsdeives; to be otherwise is the
prerogative of nature only” (Burke 1990: 70).

Poe's own anti-Romantic poetics of effect bringskbimto focus the
notion of effort and the image of the poet as makiee well-known passage Tine
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Philosophy of Compositiodescribing “the literary histrio” (cf. Poe 1983:2)1
refers explicitly to the process of selection, s@n, rejection, the “painful erasures
and interpolations” which constitute the writer'sriwfor the achievement of the
intended effect, but which must not be obvious. Whatters in art, Poe repeatedly
emphasises in his essays, is the totality and oh#ffect, which is to be “wrought”
before anything else in theork of art. Sustained effort in literary compositian i
commendable to the extent that it is manifest & effect it engenders (cf. Poe
1983: 324; 327). If the Romantic poetics of indjmra gave the poet a sense of
dignified distinctness in a world which made workdanoney equivalents of each
other, Poe's pragmatic stance re-dignifies, intljrecreative labour by the
emphasis on effect — the latter's Latin etymol@xyfécerg implies indeed the idea
of effort. By translating the idea of labour as‘atonomic” resource into the terms
of an aesthetics of effect, Poe decorously condetasm view, but leaves it as an
implicit measure of artistic success. It is an amleint attitude toward the
relationship between art and work, the aestheticthe economic, which reveals
once more Poe's effort to reconcile and integreedntradictions and divisions of
modern times.

One such division, relevant to the perception efriiationship between
art and the socio-economic sphere, is that betweeprivate and the public. The
Romantic defense against the threat posed by tapitaeative individuality was
that of a superior self-centredness taking disténoce the common world of social
concern; even humanitarian interest assumed a atieelitremoteness which
rendered the poet, in Shelley's metaphor, “a mghte singing in the dark.” To an
artist, control of distance from the public spagees$sential, and Poe's notorious
evasion of social issues and of the concrete cuatepealities in his fiction may be
seen as his peculiar response to the increasimgypes of the public sphere on
private freedom. Louis Renza finds that Poe'steesie to the compromising of the
private realm is figured in the prevalence of albspaces in his fiction, which in
turn metaphorise a “socially repressive, aesttetimalism” (Renza 2000: 181).
Poe's insistence on the unity of effect would beg paa “poetics of privacy,”
whose aim is to “promote the reader's literary ggpee of privacy” ipid.), by
insulating him, for the hour of perusal, from thieiference of “worldly interests.”
To a considerable extent, the landscape designédlibgn does evoke the closed
spaces in Poe's other tales, by the “sense oémetimt” and “consciousness of
solitude” that it induces, and the ekphrastic teapicthe narrator, with its insistence
on the self-involved mazes of the river, which edled the sense of forward
movement, making “[a]t every instant the vessekiigeimprisoned within an
enchanted circle” and the traveller lose “all iddadirection” (Poe 1983: 234),
seems to anticipate the ecstasy of a regained ‘iptineacy,” the recovery of a
sheltered, paradisiac place of privacy, in which $elf is spared the alienating
investment in external pursuits, exempt from “thdirary cares of humanity”
(ibid.) and the burden of sociality.

The implicit question that Poe's tale seems terdiewever, is to what
extent real or imaginary places romantically asged with privacy — Poetry,
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Nature, Paradise — can preserve their impregnaldithe encroachment of the
public sphere. Ellison takes a long time in findihg appropriate place for his
garden, discarding such conventionally Romantialesas a luxuriant island or a
magnificent elevation of land affording a spectacganoramic view, on account
of their isolation: he is not a misanthrope to seitdr seclusion, and the grand view
from a mountain top may make one “fedroadin the world” (Poe 1983: 232).
What Ellison seeks in fact is a compromise betvikenprivacy and autonomy of a
regained Paradise and the world of social intesmgun which he would find his
artistic individuality confirmed: “There must remawith me a certain control over
the extent and duration of my repose. There willrbguent hours in which | shall
need, too, the sympathy of the poetic in what Elgane. Let me seek, then, a spot
not far from a populous city — whose vicinity, algdll best enable me to execute
my plans” (Poe 1983: 231).

Ellison's choice of urban proximity reflects Pdatimation of the new
relationship with nature that emerged in moderntaligm. Romantic nature had
been the ultimate stronghold of privacy, the plageere individual poetic
consciousness transcended the mundane, the andtwginee Imagination in its
spontaneous geniality. Such high claims for natigfined it in neat opposition
with the world of social experience and materiahagwns. The Romantic
perception of nature, its nostalgic idealisatioradsst Paradise, was, according to
Georg Simmel, “the result of that increasing distag from nature and that
particularly abstract existence that urban lifesdobon the money economy, has
forced upon us” (Simmel 2004: 479). His conclustbat “it is precisely the
possession of money that has allowed us to tadfet flito nature”ipid.) points in
fact to the ambivalent power of money to both cengnd create distance. This is
also, in his system of analogy, the way in whidhaarks: it simultaneously takes
us closer to and “brings about a distancing fromithmediacy of things”il§id.:
12). In lansdcape gardening, whose heavy dependencenoney-as-labour
undermines the opposition between the aestheti¢h@ndconomic, the distinction
between art and nature is also collapsed. A gdsdemlace “at once of nature and
unapologetically set against it” (Michael Pollayoted in Ross 2007: 259) —
Ellison has no wish to recall “the original beaafythe country” (Poe 1983: 229) in
his designs; on the contrary, the “artificial styhat he adopts, while preserving
“the thought of nature”ilfid.: 234), creates a distance from it by the modificas
wrought on it. Landscape gardens are thus far frmrRomantic idea of nature as
spontaneous, authentic, and private; for Ellisoturis out to be, explicitly, a mere
place of “repose” — a necessary but temporaryatetrem the din of cities, and the
deep desire of communion with it, of “quiet sorrotliat feeling of yearning
estrangement and of a lost paradise that chasegetiie Romantic response to
nature (Simmel 2004: 478) gives way to the “engisbé endeavour to reduce
what for the Romantics constituted its sublimepsetj otherness to the discipline
of form. The artful enhancement of nature, anchhsthetic distance that it creates,
negates ultimately the promise of privacy: at the @ a journey whose description
abounds in images of interiority and sequesteraginésieep withdrawal and self-
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absorbtion, the sudden “burst into view of the delsse of Arnheim” evokes rather
the entrance into the eminently public space dfigettheatre hall: the “ponderous
wings” of the gate are “slowly and musically expaaid like a curtain, displaying
“a vast amphitheatre entirely begirt with purpleumiains” and offering a supreme
feast of intermingling sensations (cf. Poe 1983)23

This theatricalised version of Paradise, a haffigoindirect reference to
the increasing taste for forms of popular entemtaint relying on spectacular, large-
scale effects, indicates Poe's sensitivity to thrapticity between capital and the
emergence of mass culture, itself a sign of theamsipn of the public sphere.
Ellison's attempt to use capital, against its histb logic, in the defence of a
private realm, is compromised; his death, whichridep his “embodied” wealth of
its “personal centre,” causes “his domain to lvevih open to a certain class of
visitors” (Poe 1983: 232) — nature has become gtobf touristic interest. In the
materialistic frenzy of a culture of accumulatiomture is an eligible domain for
capitalist investment, which makes it available@®bject of public consumption.

There is, in Ellison's story, an undertone of gcisph as to the chances
of recovery of this private realm, increasinglyaded by the interests of Capital.
The enigmatic, incidental narratorial comment andgcision regarding the private
employment of his wealth -whether happily or unhappilyre was thrown back;, in
great measure, upon self’ (Poe 1983: 225; emphaisis) — suggests Poe's own
hesitation and uncertainty about the validity & Romantic defenses of the self.
Ultimately, Ellison's pragmatic aesthetic approachnature proves, ironically,
attuned to a civilisation which values — because fitunded on — rationality rather
than intuition, imagination or feeling. His disqtias on nature and the art of
landscape gardening are not so much inspiraticnalethodical and explanatory —
they clarify an “enigma” for the narrator, a “mysftethat the latter had been
“unable to solve” (Poe 1983: 226; 227). The emphasithe “skill” of the artist in
the arrangements of parts, on the importance oposition in a landscape, on the
artist's capacity of combination, suggests a ralisinpoetics which, although
invoking the imagination, no longer defines it inrRantic terms. The landscape
garden, in contrast with Romantic nature, whichais object of intuitive
apprehension, is the result of a “concentratioeffaiit and will” (Ross 2007: 259),
the application of an “aesthetic” instrumental oadility to nature. Its “marvels”
may exceed the human power of description (cf. P@83: 231), but these
enchantments are the product of careful desigrcalodilation, both aesthetic and
economic. Like contemporary theme parks and otttiicial escapist enclosures,
Ellison's garden is built on capitalist accumulation labour-as-capital concealed
under a surface of aestheticised technical ingernMibre than a Romantic fantasy
of artistic freedom, Poe's tale is a hint at tlusplicity and mutual contamination
between the aesthetic and the economic in modeastyvell as an inscription of
his own ambivalence towards the crises and tensidms civilisation.
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BIOGRAPHISCHE THEODIZEE . POESTHE MAN OF
THE CROWD, SEIN BEZUG ZU LA BRUYERE UND
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Abstract: My essay tries to retrace La Bruyere’s questiontlier causes of
moral or immoral turns in human life in Poe’s “Mahthe Crowd,” which hints to this
problem by its motto. Poe takes sceptical distdnme the idea of a physiognomical
transparency of good or evil, which is emphasizgdnieans of a comparison to
Dickens and E.T.A. Hoffmann. Poe, instead, createspecifically modern view on
human morality, traces of which may be found eveecantemporary German novels.

Keywords: Poe, morality, La Bruyére, good and evil, Dickdrdsffmann

1. Einleitung

Der Kontext des von E.A. Poe fiir dstan of the Crowtlgewahlten
Mottos von Jean de La Bruyeére dient hier als Auggpankt fir Uberlegungen
zur Beobachtung von AuRRenseiterfiguren in PoesHung selber, in seinen
moglichen Vorlagen bei Dickens und schlie3lich inergleich mit E.T.A.
Hoffmann sowie mit zwei bundesrepublikanischenrdeitanen der 1970er und
1980er Jahre. Dabei geht es um eine Verwandlungptgsiognomischen
Diagnosé vom sozialempathisch-moralisierenden oder poesstidpferischen
Blick zu einem abstrahierenden, quasi-empiristisch&ugriff. Damit
verwandelt sich auch die Frage nach dem biograiphist/rsprung des Bosen,
hier als biographische Theodizee-Frage bezeiclgegeniber La Bruyere und
Pascal. ImMan of the Crowdkrschafft Poe eine flr spéatere Zeiten inspirieeend
sozialpsychologische Schlisselkonstellation (H2082: 233).

Nach einer Deutung dédan of the Crowdnit Blick auf La Bruyéres
Motto wird auf seine Beziehung zu Charles Dickesisetches by BdDickens
1957) eingegangen und ein Vergleich mit E.T.A. Hathns Erzahlundes
Vetters Eckfenste(Hoffmann 1967:381-406) unter dem Gesichtspunkt des
,serapiontischen Prinzips’ angestellt. AbschlieRdaldt ein Blick auf Wolf
Christian Schréder®ronte (Schréder 1980) und Walter E. Richaritoface
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Nimm was du brauchgWalter 1973), fir welche das Grundmuster von Poes
Erzéhlung zusatzliche Schlissel liefert.

2. ,Ne pouvoir étre seul" - das Motto desMan of the Crowd und
die biographische Theodizee-Frage

Poes Herausgeber beziehen die EinleitungMims of the Crowdauf
eine Passage in Charles Dickenbke Drunkard’s Deathals ginge es dort um die
auf dem Totenbett vorgebrachte Lebensbeichte @nesksiichtigen® Stellt man
die von ihnen zitierte Passage (,Strange tales haea told in the wanderings of
dying men [...]* {dem 505) in ihren Zusammenhang, wird jedoch klarsddie
Szene am Totenlager derau des Trunksichtigen spielt. Liest man einen Satz
Uber das Herausgeberzitat hinaus, heil3t es beiebsck,But no such ravings
were to be heard at the bedside by which the @rilénelt* (Dickens 1957: 486).
Im Gegensatz zu anderen Féllen, wo Poe deutlich Darkens inspiriert
erscheint, durfte dies bei einer unfreiwilligennesi Frau zugeschriebenen,
schlief3lich als imaginar zurlickgenommenen Lebeobteekaum plausibel sein.
Wie gezeigt werden soll, bezieht sich dieMan of the Crowderhobene Frage
nach dem Ursprung des Bosen im menschlichen LedngEl konsistenter auf
die Reflexion La Bruyéres, der Poe sein Motto entni?

Die Bezugsstelle fur ,Ce grand malheur, de ne pougtre seul”
(Poe: 505 lautet: ,Tout notre mal vient de ne pouvoir étealls: de 1a le jeu,
le luxe, la dissipation, le vin, les femmes, l'igance, la médisance, I'envie,
l'oubli de soi-méme et de Dieu“ (La Bruyere 199@9R Quelle ist das
Fragment Nr. 99 des TeilBe I' Homme das offenbar bereits 1688 in der ersten
Auflage derCaractéresenthalten war. Der Satz beschliel3t eine Reflekitoer
die moralische Wandelbarkeit der Menschen. Diergise La Bruyére zuvor,
die frih unter ginstigen Umstanden fromm, weisdelge waren, verloren
spater diese Eigenschaften; andere, die in ihiggrilidem Vergnugen fronten,
bekdmen sie spater durch ein harteres SchicksathigeDiese letzteren seien in
der Regel ,de grands sujets [...]; ils ont une figoBprouvée par la patience et
par I'adversité [...] “idem).

Dieser nicht zitierte Kontext ist fir Poe mindestesbenso wichtig
wie das Nichtalleinseinkbnnen selbst. Letzteress tla Bruyére erst im
SchluRsatz anspricht, steht fur die Vermeidung esttier gesellschaftlicher
Vorbilder und die Selbstbesinnung in der Einsamkeit

Zumindest auch die beiden folgenden Aufzeichnunggmiren dazu.
In Nr. 100 beklagt er die Unfahigkeit des Mensclsiech selbst zu geniigen und
stellt fest, das geringste Ubel fiir denjenigen,sie zerstreuungssiichtig in die
Geselligkeit stirze, bestiinde im ,s’ ennu;férﬂen ennui* fihrt Nr. 101
zuriick auf die Faulheit, die ihrerseits ,la reclergue font les hommes des
plaisirs, du jeu, de la société" (ibidem) motig@erPoes rekonvaleszenter
Beobachter sieht als Grund seiner Ubersteigertefmédksamkeit seinen
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welectrified” ,intellect’; eine Stimmung, die ,présely the converse adnnuf
sei (Poe: 507). Auch La Bruyere fuhrt das Nichiaieinkdnnen keineswegs
auf den ,ennui“ zurlick, sondern sieht es als Ursagle Symptom moralisch
scheiternder Lebenslaufe.

Bekannt ist die Ahnlichkeit seiner Notiz mit Pascdleriihmtem
Fragment Uber die Motive der Suche nach dem ,dsssiment”, in dem ,tout
le malheur des hommes" zuriickgefuihrt wird auf ibrefahigkeit, ,en repos
dans une chambre* zu bleiben.(La Bruyére 1990: ‘3®@ygangspunkt dieses
1670 erstmals veroffentlichten Fragments ist digeiwnillige vita activa des
Herrschers, ,les périls et les peines ou ils s’osgnt dans la CoullPascal
1991: 215). Letztlich stinde hinter diesem Aktivimmdie Unfahigkeit des
Menschen, sich seiner schwachen und endlichen @eufadstheit zu stellen,
so dass der Herrscher ohne Zerstreuung ,plus maewue le moindre de ses
sujets qui joue et qui se divertiftdém 216) sei.

Poe steht ndher bei La Bruyére. Der Hintergrundhaerscherlichen
vita activaist nicht einmal als Kontrastfolie mehr prasenséainer skeptischen
Parabel Uber deNerlusteben der moralischen Transparenz der Lebenswege,
von der La Bruyere spricht. Poes Anthropologie skeptisch-burgerlich.
Metaphysik wird weitgehend negiert.

Zwischen Einleitung und Schluss dbtan of the Crowdund dem
Erkenntnisanspruch am Ubergang von der Klassifikatier Menge zur Deutung
einzelner Gesichter besteht in dieser Hinsicht einge Beziehung. Eines der
ersten deutschsprachigen Gebetbiicher wird zu Begmih Ende ja mit
inkommunikablen Geheimnissen bdser Gewissen vagglibzw. mit dem ,worst
heart of the world“ (Poe: 515) eben des ,strangbds ,certain German book"
(idem 506) sei gleich unlesbar wie jenes ,worst helffamit scheitert der
Anspruch, in den voribergleitenden Gesichtern ,ewethat brief interval of a
glance, the history of long yeardti¢m 511) lesen (,read”) zu kdnnen. ,’How
wild a history [...] is written within that bosom!{iden), sagt Poes Beobachter
unmittelbar nach dem Erscheinen des Fremden zisslbkt. Sie bleibt unlesbar;
die abschlie3ende Konfrontation von Angesicht zgesicht fihrt zu nichts; die
beinahe vierundzwanzigstiindige Observation wird keihem Blick erwidert:
,He [= the stranger] noticed me not, but resumeadsblemn walk [...]°.

Der vergebliche Versuch, aus diesem Angesicht vdrsolat
idiosynkratischem AusdrucKkPoe: 511) dessen Geschichte herauszulesen,
bedeutet ein Scheitern der biographischen Theodiizege nach den Grinden
fur Tugend oder Laster in der individuellen Lebersdichte. Diese Neugier
hatte den Erzéhler beim Auftauchen des Fremdemuytanly aroused, startled,
fascinated”.(ebd) Sie bleibt unbefriedigt. An il8telle tritt eine Geschichte der
Beobachtung selbst, die zwischen Faszination, KoplEtiion und Resignation
schwankt, Elemente von Projektion zeigt und schib(¥ast paradox in einer
maRlosen religivsen Selbststilisierung erfet.
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Das Symbol des unlesbaren Gebetbuchs verweistiauhdividuelle
Moralitét in ihrer Zeitlichkeit, dient doch ein sbles Buch dem Gesprach der -
wenige Jahre vor der Reformation - sich ihrer selmwvusster werdenden
Einzelseele mit Gott. Davon sprechen auf ihre &rigch Pascal und La Bruyeére.

Mit den Wortern ,piteously” (Poe: 506) und ,hidemess” {dem
beginnt bereits im Einleitungsabsatz eine Assomaner von Adjektiven,
Adverbien und Substantiven auf ,-ous”, die sichattuden ganzen Text zieht
und den Beobachter, den Fremden und die Mengenaitder verbindet. So
gelten die Menge inner- und auf3erhalb des Lokalgpabmiscuous company*
(idem 507) bzw. ,continuous tides of populatioitifen) ,the tumultuous sea
of human heads"iden) drauRen erfillt den Beobachter mit einer ,delisio
novelty of emotion“. (ebd) Aus der Menge gilt zdRer ,tribe of clerks” [dem
508) als ,an obvious one“(idem) zu den dem Fremden zugeschriebenen
Eigenschaften zahit die ,penuriousness”, aber glei@neben auch ,caution,
von der sich wiederum die Verfolgungstaktik des leshters als ,closely, yet
cautiously” {dem 511) ableitet; der Fremde selbst ,looked anxiglisdls der
zuvor belebte ,bazaar* geschlossen witdefn 513) und verfolgt ,a great
variety of devious ways" zum Theatédem 514) Man kénnte meinen, dass
hier der ,Hortulus® ungenannt im ganzen Text wiggith z.B. in ,populous”
und ,continuous”. Eine bewusste Lautgestaltungimidkavenist ja Thema der
Philosophy of Composition

Wahrend der Betrachtung der Menge bewegt sich dgihiter trotz
scheinbarer Objektivierung die soziale und morhks8tufenleiter abwarts; mit
Einbruch der Nacht wachst sein Interesse an mohalisweifelhafteren
Erscheinungem Es wird noch gesteigert durch die ,countenance iemden
~which at once arrested and absorbed my whole t&itén (idem 511) Zur
,caution” gesellt sich die ,curiosity”, mdoglichenige eine im christlichen
Verstandnis sundhafuriositas und bewirkt den Entschluss des Erzahlers ,to
follow the stranger whithersoever he should gaien 512) dies nachdem er
.a craving desire to keep the man in view - to knmere of him* bei sich
festgestellt hatidem 511)

Die Aufmerksamkeit des Erzahlers ist veranderliebr allem bei
Briichen im Verhalten des Fremden wird sie reflektiBer Ubergang vom
Verlangen zum bewuf3ten Entschluf3 legt die psychiscermégen des
Erzahlers zumindest partiell eher offen als dimeiObjekts. Seine eigene
Psyche schreibt eine Geschichte ihres Verlangestelender des Fremden, die
‘unlesbar’ bleibt.

Die Willensentscheidung wird zweimal mit parallefeormulierungen
bekraftigt: ,I [...] firmly resolved that we shouldot part until | had satisfied
myself in some measure respecting hinde(n: 513) und ,| followed [...],
resolute not to abandon a scrutiny in which | nel/ &n interest all-absorbing".
(idem: 515) Entschlossenheit und Absorbiertheit von elgenen Faszination
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halten hier einander anscheinend die Waage. Am Ecidégt das unbefriedigte
Interesse wiederum in ,contemplation umijdgm) nachdem es sich
zwischendurch bis zur Selbstgefahrdung steigertés mamlich der

rekonvaleszente Beobachter, den Regen miRachteind, \éerfolgung fortsetzt,
und zwar aufgrund des Reizes der Gefahr fur diesp@nte Aufmerksamkeit
seines Nervensystem#&dém: 512)

Dass die Menge in dieser Phase nur noch zahlenmafig
wahrgenommen wird, dass der Fremde den Beobaclerinrt, wo er
selbstsicher ist, ihn aber selbstbefangen machtemaie Laufrichtung andert,
das lasst Elemente von Projektion in dieser Wahmlysgeschichte
vermuten, welche der Beobachter anstelle der uiffembaren ,history“ des
,stranger* gleichsam selbst schreibt.

Zuallererst erblickt er ihn ja ,with my brow to tlggass” (Poe: 511)
der Fensterscheiben des Cafés. Wie ,splen(iigm) drauRen die Dunkelheit
auch beleuchtet sein mag - sollte er sich untesesidJmstanden gar nicht im
Fenster spiegeln? Spekulation zwar; aber der deRephysischen Nahe zum
Fremden in dieser Ausgangssituation, nur mit eingcheinbar neutralen
optischen ‘Medium‘ dazwischen, entspricht am Ende &@l3erste moralische
Distanz zwischen beiden: Erscheint ihm der Frenmdargys als kinstlerischen
Verkérperungen des ,fiend* (iberledémuind am Schluss als ,the type and the
genius of deep crime“, (Poe: 515) so sieht sich Eeéhler, indem er die
Verfolgung aufgibt, selbst als der von den Jingeernlassene Heiland im
Garten Gethsemane: ,| grew wearied unto death.{*.\)Vie der physische Weg
des Fremden zirkuldr ist, kann ihm auch keine nsmhé Entwicklung im
Sinne La Bruyéres zugeordnet werden, keine biodgsapb Ursache fir den
Wandel zum Bodsen. Seine Geschichte bleibt uneeatbidf, und insofern sie
nicht frei von Projektionen ihres Beobachters zim seheint, der seine eigene
Wahrnehmungsgeschichte an ihre Stelle setzt, bhedimt der moralischen
Spannung allein eine aulerste, aber ebenso ales&atithese ubrig.

3. Serapiontischer Blick und realistische Physiogmoik: Hoffmann
und Dickens

In der Beobachtung der Menge gelingt es Poes Bétdraewar,
Berufe, sozialen Rang und gesellschaftliches Ansehe unterscheiden. La
Bruyéres Frage, warum einzelne Menschen sich dgeddi oder dem Laster
zuwenden, wird dabei jedoch so wenig beantwortet,die hinter den Ziigen
des Fremden vermutete Lebensgeschichte entzifférd. wDies trotz der
Akribie, mit der Poes Erzdhler sich Uber die Auskagft einzelner
physiognomischer Zige z.B. der Gruppe, die er ,damb nennt,
Rechenschaft ablegt. (Poe: 509) Hier ist ein vélénder Blick auf E.T.A.
Hoffmann und Dickens von Interesse.
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In Hoffmanns knapp zwei Jahrzehnte friher erschienErzahlundoes
Vetters Eckfenste(Hoffmann 1984: 381-406) beobachten zwei Vettaingr
davon kaum bewegungsfahiger Rekonvaleszent, durdfeaster die Volksmenge
auf dem Berliner Markt. Die Titelfigur mochte denhsftstellerisch - und das heif3t
hier imaginativ-visionédr - unbegabteren Erzahleie ,@rimizien der Kunst zu
schauen beibringen“jdem: 384) und bald betreiben beide einen Wettstrait i
Beschreiben und Deuten auffalliger Marktbesucheie Beisten von diesen
erhalten dadurch ein Schicksal, eine oder mehresetiichten zugeschrieben. Dass
die physiognomisch-charakterologischen Deutungemerggitzlich ausfallen
konnen'® gilt als Ausweis des ,Schriftstellertalent[s]“. eswegs geht es namlich
hier um den jeweiligen ,cours de leur viefddm 397) und um dessen
/Abweichungen von sich selbst'(La Bruyére 1990: )38®ndern um poetische
Produktion. Jochen Schmidt verweist auf die Bedepter Projektion in diesem
Vorgang, den er auf Hoffmanns ,serapiontischeszitinzuriickfihrt (Schmidt
1988: 1-39, bes. 11f). Groteske Elemente entstdhbri aus der Kontrastierung
der Alltagsphilister mit den unter Masken verboegeridealen, poesiefahigen
Menschen. Dieser Kontrast ist Hoffmann wesentliclés jede moralische
Wertung. Ein ,groRRes, schlankgewachsenes Fraueraimmon gar nicht Ublem
Ansehen* (Hoffmann 1984: 397) wird zum ,leichtsigeiin] Kind der Verderbnis*
(idem) erklart, ohne dass es dafir substantiellere eisavwgabe als eine ,ziemlich
mannhaft gebaute Faust‘ und einen etwas sammelsafien Einkaufilem).

Poes Beschreibung einer Prostituierten - ,the nobaie of immature
form, yet, from long association an adept in theadful coquetries of her trade,
and burning with a rabid ambition to be rankedehaal of her elders in vice"
(Poe: 510) - ist wie stets viel dichter und zudleiaus groRter Distanz
geschrieben. Bei aller Detailgenauigkeit blickt nseferzéhler quasi auf
fremdartige Insekten hinab, (Person 2001: 158) afld Frauengestalten
scheinen dem zuvor benannten negativen Archetypidéan zu folgen: ,the
statue [...] with the surface of Parian marble, #veinterior filled with filth“.
(Poe: 510)En détail folgt Poe hier La Bruyeres Betrachtung in ihrentlero
Sinn: Die ,association” mit schlechten Vorbildernacht die Adeptin des
,Lasters’, und eben darin besteht die Gefahr ,dpamevoir étre seuls”. Dickens
wiederum lasst in dersketcheskeinen Zweifel daran, was Frauen in die
Prostitution treibt: die ungleiche Verteilung voriitérn und Rechten, die alle
von ihm beschriebenen MiRstiande hervorbrifigt.

Auch Hoffmann erwahnt soziale Gruppen, fast immedlogh als
Substrat flr poetisierende Projektionen. Einmaickprer aus gréRerer Distanz
z.B. von der ,Race" der ,Zigarrenjungen vor den &ror(Hoffmann 1984: 404)
im Gegensatz zu den ,eigentliche[n] Berliner StraGege[n]‘. (ebd.) Poe
dagegen benutzt dauernd abstrakie Klassifikatiomea classes, tribes,
divisions, ,the scale of what is termed gentilityPoe: 509) und schlielich
.every species of infamy“idem). Hoffmanns soziale Begriffe sollen am

110



Schluss seiner Erzahlung die These einer sittlidietioration des Volks nach
dem Ende der napoleonischen Besetzung stitmm( 403) Eine derartige
Einbindung sozialer Unterscheidungen in eineniditthationalgeschichtlichen
Fortschrittsgedanken erscheint bei Poe bereits kanginr denkbar; das Gute
kann bei ihm am wenigsten aus einer kollektivenmiaklung hervorgehen.

Die Lebensgeschichten, die Dickens den Londonesglzeibt, sind
keine poetischen Projektionen, sondern eindeutijako Antworten auf die
biographische Theodizee-Frage La Bruyéres. Von Wrderscheiden sie sich
durch die wesentlich geringere Distanz des Beokashtwo Poe seinen
Erzahler physiognomische und kulturelle Kennzeichakenntnisskeptisch
reflektieren |asst, schaltet Dickens auktorialelaiisbekundungen eil.Poe
benennt auch keine 6konomisch-soziale Kausalitat.

Mabbott u.a. weisen auf mehrefketches by Bohin, die Poe
inspiriert haben kénnteff.Ergénzend sind vor allem die beiden ersSeenes
zu nennen, die die StrafRen von London morgens baehts schildern und
andeuten, wie unterschiedlich prasent je nach Tageserschiedene Stande
und Berufe auf der StraBe sifidin den Thoughts about peoplerblicken
Mabbott u. a. eine Figur mit ahnlichen Zigen wie$gstranger“.(Poe: 517)
Dickens projiziert jedoch in diesem Fall mit eingoffmann ganz ahnlichen
Technik in die sonderbare Figur den Alltag einesoRiigestellten hinein, der
diesen als ,poor, harmless* erscheinen I45Blie Projektion kann hier jedoch
aufgrund spezifisch moderner Lebensumstande LaéBesyFrage nach dem
Gang des menschlichen Lebens beantworten. Die Moieseines Buroalltags
reduziert diesen Lebenslauf namlich auf einen swdderholenden Lebens-
Alltag: ,There was something in the man’s mannest appearance which told
us, we fancied, his whole life, or rather his whdésg, for a man of this sort has
no variety of days.” ilem: 216) Dieser Satz wird zum Katalysator der
realistischen Projektion dieses ereignislosen Tauesfs.

Dickens erscheint aufgrund dieser gesellschaftliobgriindeten
Diagnose des Implodierens monotoner Lebenszeitzmstgemal. Dennoch ist
Poes generelle Skepsis gegen die physiognomischensgarenz von
Biographien noch moderner. Innerhalb seiner nastisthen, skeptischen
Klassifizierungen gibt es allenfalls summarisch edeutete moralische
Lebensgeschichten der Beobachteten, neben digseise Selbstbeschreibung
des Beobachters tritt. Von der parabelhaften Plgysimik im Stil La Bruyeres
ausgehend, folgt Poe weder der sozial-empathisétealistik von Dickens
noch den poetischen Projektionen Hoffmanns. Vielmskizziert er eine
Konstellation, die noch in der deutschen Gegenvlitarstur ihr Echo gefunden
hat. Der projizierende Selbstbezug des Beobachtiedsdort weiter verstarkt,
ebenso wie die Skepsis gegenuber benennbaren Maotiga fir das Bose.
Dies soll der letzte Abschnitt zeigen.
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4. AuRenseiter, Projektionen und Angste: Schrodersund
Richartz’ Romane

Sowohl Richartz' Noface als auch SchroderBronte zeigen den
Lebensausschnitt eines Aulenseiters, der wie ddtagAlvon Dickens’
imaginarem Buroangestellten die biographische TizeedFrage zuspitzen
kann. Der Mediziner John Reiter im Roman des gedwlftskritischen Autors
und Chemikers Richartz (1927-1980) befindet sicheiner erzwungenen
Auszeit. Durch die versdumte Abreise in die USA &aslich eines
Stellenwechsels und weitere ungltickliche Zufalle Erwerb und burgerliche
Identitat gebracht, schlagt er sich als Gelegeskrineller durch, nachdem er
entdeckt hat, dass niemand sich sein Gesicht méwkem ,Noface".

Dagegen ist die Figur ,Dronte* des Autors und Ubtgsrs
Schrodet offenbar taglichen Verwandlungen ausgesetzt; digige leicht
surrealistische Randbedingung des sonst abbildengsgn Szenarios.
Wahrend des knappen Tages erzéhlter Zeit strednterals tbergewichtiger
Mann ohne Herkunft, Angehdrige und Beruf ziellogaflueine westdeutsche
GroR3stadt: ,Er hatte sich vorgenommen, kreuz uner glurch die Stadt zu
fahren und der Bevolkerung bei ihren Verrichtungeizusehen. Was er gut
fande, wirde er nachmachen®, heil3t es von ihm,audh: [...] der Mensch
war sein Hobby" (Schroder: 1980 54-62).

Drontes Suche nach Kontakt, Erlebnissen, Gluck,fibebet teilweise
eine Art Erfillung. Er wird in die meist 6den oddyeklemmenden
Lebensgeschichten ebenso einsamer Stralenbekaafteacherwickelt. Am
Abend wartet er betrunken, aber innerlich unveréndeif die néachste
.verwandlung".

Drontes Selbstbewusstsein hangt stark von dem ab,anw von den
anderen hort und sieht. Gegenilber Poe erscheingmimer Beobachter der
Passanten und der potenzielle Gewalttater gleichgarinigt: Die Blicke der
anderen starken vortbergehend seine ,Préasenz“ Brmmjnenz®, als er sich
unter den gaffenden Zeugen eines Verkehrsunfadism(: 10-12) lediglich
verbal hervortut. Von einer flichtigen StraRenbekschaft, dem friiheren
technischen Zeichner Charlie, fiihlt er sich dageggendlos so bedroht, dass er
wiederholt Gewaltakte phantasiert, aber sich auelbss als mdgliches
Uberfallsopfer ,einer alten Frau* sieht in grotesk&mkehrung von
Verbrechensklischee&ém: 19, 20).

Auf der Aussichtsplattform eines Hochhauses empftin®ronte
zugleich ,SpalR an der Austauschbarkeit der Mensctidem) und wiinscht
sich wie ein Voyeur, ,ein Verbrechen mit[zu]erlebeder doch eine Paarung
oder sonst irgend etwas, das einem selbst sel®ieuwnd das man sich gar
nicht vorstellen konnte‘idem).

Charlie hat sich kurz vor Drontes Eintreffen vormdelben Hochhaus
in den Tod gestirzt; da Dronte nichtsahnend aufies@iiitze getreten ist,
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bekommt er am Fernrohr stehend in einer Art ToHBithere vom Wachter der
Plattform Charlies letzte Lebensminuten erzahlar@id verkorpert in Schroders
Roman tatsachlich einen ,man of the crowd": Er vieigt seine Tage damit,
andere Passanten ‘einzuladen’, um so ,Vorhanders®&nstauen“idem: 60)
und sich den anderen dank kurzzeitiger Projektibeige berlegen zu fuhlen.
.Fraher hatte er sich in seiner Freizeit oft Spealsgedacht, war um das Centrum
einen moglichst exakten Kreis gegangen oder eiRegaG’ “, also ahnlich
Ziellos wie Poes ,stranger“idem: 80) Noch am Tage seines Selbstmords
erinnert er sich: ,Friher hatte er sich einmal gemgen, in seiner Kammer aus
dem Fenster zu sehen, den Hof zu beobachten, dkiok gtwas tun zu wollen.
Aber er hatte es nicht lange durchgehalten, mit Zéatration und Ubung
hochstens funf oder sechs Minutendefn:108)Die Stelle kann wie ein Echo auf
Pascal gelesen werden. Der Vergewisserung seitiist sell Charlie auch die
Gewohnheit dienen, sich jede Woche fotografieren lassen, ,um die
Auswirkungen der Zeit auf belebte Korper zu stugher (dem: 17) Ebenso wie
in Drontes Uberlegung, es sei ,traurig genug, aas fiir schlechtem Material die
meisten Menschen bestandentiefn: 7) zeigt sich hier eine vollig auf Empirie
reduzierte Variante der biographischen TheodizemvoBl Dronte als auch
Charlie kénnen nicht allein sein, und sie beziehea Uberlebensenergie einzig
aus moralisch indifferenten, nicht schopferischesjeRtionen.

Der auf Zeit gesichtslose und deshalb  unbehelligte
Gelegenheitskriminelle ,Noface" fihrt die Vorsteily einer speziellen
Physiognomik des Verbrechers ad absur@urRichartz’ Hauptfigur Reiter
verbringt seine erste obdachlose Nacht in Hambwwischen Angst vor
Menschenleere und noch gréRerer Angst vor der MesseKorpern' an der
Reeperbahn. Im gleichen Halbweltmilieu gelangt ar der grundlegenden
Erkenntnis, dass ihn die anderen nicht wiedererkeriRichartz 1973: 10-30).

Richartz Versuchsanordnung beantwortet die biogjsaghe
Theodizee-Frage klar: einige unglickliche Zufalledudie voribergehende
Anonymitat in der Menge genigen, um einen Menscheam
Gelegenheitsgauner zu machen. Urheber der Prajegital hier die anonymen
Anderen: ,In den Augen der anderen - und die ssnchal3gebend - war ich ein
Krimineller, bilanziert Reiter schon friih gleichmain einer Umkehrung der
Poeschen Beobachtungssituatiadein: 14)

Reiter gerat in eine Mafia-Affaire um Menschenhalas fir Pertcken
auf hochst grausame Weise beschafft wird, provodiechahmungstaten und
wird schlie3lich selbst beinahe skalpiert. Ebenatss lasst ihn gleichsam in sein
frlheres Leben und seine Identitat wieder ‘einrdsts ware nichts gewesen.
Mit einem Jahr Verspatung tritt er seinen Job im d8A an.

Zuvor geht Reiter mit einer wissenschatftlichen Blaizu Werke,
welche die Klassifikationsbemihungen von Poes Herdteit Ubersteigt: Nach
Studien lber das Gedéachtnis testet er an einer tetiérsoude die
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.vergessenszeit® (ebd.: 70), also die Zeit, in dmrdere sein Aussehen
vergessen, indem er in planmaRlig verkirzten Zd#aben als unzufriedener
Kunde auftritt. {dem: 65-73) Er folgert aus seinen Studien die Modeh
eines ,wissenschaftlichen Verbrechens’, des ,Varhea[s] der Zukunft®, das
mit technischen Gedachtnismanipulationen und Coenppékulationen
arbeitet, [dem: 67f) und spekuliert Uber das ,wahre’ Verbrechdas sich
zuféllig oder spontan ereignet und weder an Indizimoch an
,Zusammenhangen’ erkennbar iglgm: 143f). Denkbar, dass Derartiges auch
einen Poe des zwanzigsten Jahrhunderts interedsi¢ie, der ja als ein
Begrunder der Science fiction gilt (Tresh).

Schréder und Richartz kénnen vavian of the Crowcher produktiv
gelesen werden. IBronte tritt die dort nur angedeutete Tendenz hervorsdas
Beobachter die Geschichte ihrer Beobachtung sdmeistatt der in die
Physiognomie des Gegenlbers eingeschriebenen.aggem existentiell von
ihren Projektionen und Gewaltphantasien ab, diehtaicmehr vom
serapiontischen Prinzip ahnen lassen. Richartkahsiert die empiristische
Weltsicht Poes und beantwortet La Bruyeres Theedtzage noch skeptischer:
Die Hinwendung des Menschen zum Verbrechen kantickthauf Zufall
beruhen. Beide Beispiele zeigen tber 130 Jahre sewhErstdruck delglan of
the Crowddessen ungebrochene Aktualitat und Vielschichtigke

NOTEN:

! Edgar Allan Poe wird i.f. zitiert nach der Ausgafiéomas O. Mabbott (ed. with
assistance of Eleanor D. Kewer and Maureen C. M#blfollected Works of Edgar
Allan Poe Hier: Tales and Sketchd8831-1842 Cambridge / Mass., London: Belknap
P. of Harvard U.P., 1979 (1978), S. 506-518.

2vqgl. allg. fiir frihere literatur- und kulturgeschiliche Stadien Kauser (1989)

% vgl. Poe,Tales,S. 505: ,Poe’s story [...] is in particular a kinflanswer to a passage
in ,The Drunkard’s Death.™- Vgl. Dickens, S. 4844, hier 485f.

4 .The progress of evil in a human soul* sieht Quale Thema inWilliam Wilson
Quinn, S. 77.

®vgl. S. 516 fiir den Nachweis.

®Ebd., S. 330: L homme semble quelquefois neuéire pas a soi-méme [...]".

"Vgl. Pascal, BlaisePenséesEdition établie d’ aprés la Copie de référenc&iberte
Pascal. Texte établi [...] par Philippe Sellierri®aBordas 1991 (= Classiques Garnier),
hier S. 215f.

8 Ebd. S. 506, 515: ,[..8r lasst sich nicht lesdsic]*; S. 518 n.19.- Vgl.Hortulus animae
Straburg: Gruninger 1503. Digitalisiertes Expt. Bayerischen Staatsbibl., Minchen.

° Ebd., S. 515.- Der Fremde erwidert also nichtategeblich omniprasenten ,public gaze*;
vgl. dagegen Renza, S. 182. Zu Elementen der Fimjek beider Beziehung vgl. u.
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10 Es erscheint insofern irrefiihrend zu sagen, deéliier habe ,repressed his own
private spirit; vgl. Renza, S. 182.

11" Descending in the scale of what is termed gentli..], (S. 509); ,As the night
deepened, so deepened to me the interest of the gcg (S. 510).

12 vgl. Thoms, S. 133, zum Befund eines ,challengihg investigator's innocent or
objective viewpoint of the world" in Poes Detektaaghichten.

13 Ebd.- Renza ibersieht diese Passage, wenn er demdénh als figure of
redemption” sieht. Vgl. Renza, S.182.

1dem- Vgl. Matth. 26, 38.

5 So habe ich den widrigen zynischen deutschenhégimeister augenblicklich zum
gemitlichen franzdsischen Pastetenbacker / [39¢ksohaffen [...]“jdem, S. 396f.

¥ vgl. S. 516, n.8 fiir einen Hinweis althe Pawnbroker's Shon Sketchesals
Vorlage fur die zitierte Beschreibung bei Poe; Bitk, S. 194.

7vgl. z.B. den Ausruf ,poor girls!. Dickens, S. 51

®*Poe, S. 505; S. 516 n. 8; S. 517 n. 15, 17.

9 Dickens:The streets - morning. 47-52, u.The streets - nighS. 53-58; bes. S.51f.
2 Dickens,CharactersChapter I:Thoughts about peopl8. 215-219, hier S. 217.

2L Geb. 1947. Vgl. Killy, S. 406.

22 ygl. Kauser, S. 85.
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POE’S ENGLISH DOUBLE: BULWER-LYTTON AS A
TRANSATLANTIC HAUNTING PRESENCE

Marta MIQUEL-BALDELLOU,
Universitat de Lleida
mmiquel@dal.udl.cat

Abstract: In the year of his bicentenary, Poe is still viydenown due to his
tales. Nonetheless, Poe was eminently a man efdettoncerned about unraveling his
poetics in his essays “The Poetic Principle” andhéTPhilosophy of Composition”,
editing his own journal, as well as publishing esige reviews of many contemporary
American and English authors. Poe reviewed manufver-Lytton’s works, thus
acknowledging he knew the Victorian writer's novedgite in depth. From a
comparative and postmodern perspective, takingmae@dent works by critics such as
Burton R. Pollin, this article aims at exploringethvay Bulwer's works, especially
Rienzj may have influenced Poe, as well as the way Psiatsis as an American writer
may be re-evaluated through transatlantic reception

Keywords: literary reviews; postmodernism; intertextualitgpmparative
analysis; poetics of creative writing; transatleistin

Despite Burton Pollin’s, Allan Conrad Christenserdad George H.
Spies’ attempts to establish links between Poe Buldier-Lytton, not many
scholars have contemplated this literary transtitlastonnection as a departure
for a comparative analysis. Pollin analysed thduerfce Bulwer-Lytton’s
Rienziexerted over many of Poe’s tales, and he alsoreef¢o several thematic
links that could be established between Poe’s “Ti#-Tale Heart” and
Bulwer-Lytton’s minor shorter piece “Monos and Daines.” In any case, it is
acknowledged that Poe had read not only some of@tiLytton’s novels but
also some of his allegedly minor writings. Firste Wiave Poe’s reviewof
Bulwer-Lytton’s Rienzi (published in theSouthern Literary Messengdn
February 1836), in which Poe states: “We have l@agned to reverence the
fine intellect of Bulwer. We take up any productiohhis pen with a positive
certainty that, in reading it, the wildest passiasfsour nature, the most
profound of our thoughts, the brightest visionsoof fancy, and the most
ennobling and lofty of our aspirations will, in duen, be enkindled within us.
We feel sure of rising from the perusal a wisendt a better man. In no
instance are we deceived” (Poe 1836).
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Nevertheless, not all of Poe’s reviews were pasitite also reviewed
Bulwer-Lytton’s gothic novelNight and Morningin Graham’s Lady's and
Gentleman’s Magazinen April 1841, claiming that “In regard tblight and
Morning we cannot agree with that critical opinion whiamsiders it the best
novel of its author. It is only not his worst. & not as good aSugene Aram
nor asRienzi— and is not at all comparable witnest Maltravers Upon the
whole it is a good book. It merits beyond doubtrbe¢ance its defects, and if
we have not dwelt upon the former with as muchioncas upon the latter, it is
because the Bulwerian beauties are precisely ofstondary character which
never fails of the fullest public appreciation” @hpson 2004: 624-625).

Through his “Review ofThe Critical and Miscellaneous Writings of
Sir Edward Bulwer Lyttofi published inGraham's Magazinén November
1841, Poe seems to reach a balance as regardswgson the Victorian writer
stating that “Mr. Bulwer isieverlucid, and seldom profound. His intellect [is]
rather well balanced than lofty — rather comprehlenthan penetrative. His
taste is exquisite. His style, in its involutiondanbscurity, partakes of the
involution of his thoughts. Apart from his merediéct, however, — or rather as
a portion of that intellect — we recognize in higmly written word the keenest
appreciation of the right, the beautiful and thestrThus he is a man worthy of
all reverence, and we do not hesitate to say tlatowk upon the charges of
immoral tendency which have been so pertinaciowslguced against his
fictions, as absurdlijttle and untenable, in the mass” (Poe 1841a).

Moreover, there are other reviews of Bulwer-Lytoomorks which
have been attributed to Poe by different scholarkis article “Bulwer-Lytton’s
Influence on Poe’s Works and Ideas, EspeciallyaforAuthor’s ‘Preconceived
Design™, Burton Pollin considers Poe as the authithe review of Bulwer-
Lytton’s Zanoni (published inGraham’s Magazinen June 1842). A notice of
Bulwer-Lytton’'s The Studenfpublished in théAmerican and Daily Advertisén
July 1835) was tentatively ascribed to Poe by TM@bbott in his article “A Few
Notes on Poe.” Furthermore, an especially harshhewewf Bulwer-Lytton,
entitled “Bulwer Used Up”, published ilexander’'s Weekly MessengerMay
1840, was attributed to Poe by Clarence S. Briglankdgar Allan Poe’s
Contributions to Alexander's Weekly Messend®42). Moreover, Poe referred
to Bulwer-Lytton in some of his letters, such as dime addressed to T. H. White,
showing his reaction to Bulwer-Lytton’s publicatiad his ghost story “The
Haunted and the Haunters” in these terms: “thectods heightened into the
grotesque; the fearful coloured into the horriltkee witty exaggerated into the
burlesque; the singular wrought out into the steaagd mystical [...] You may
say this is bad taste. | have my doubts aboutitMulvey-Roberts 2001: 86).

In spite of Poe’s ever-changing appreciation ofAutLytton’s works, it
is undeniable that the American author not only el many of the Victorian
writer's novels, but on several occasions, he afgaoreciated and showed esteem
for Bulwer-Lytton’s style, as the excerpts quotéd\& corroborate. In any case,
despite their different economic circumstances retibnal origins, both authors
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examined similar lines of fiction during their pratdive years. Tenets of Bulwer-
Lytton’s early Newgate fictions resemble Poe’s gotiales to a certain extent;
Bulwer-Lytton’s historical romances find their céerpart in Poe’s taste for the
classics; Bulwer-Lytton’s late domestic novels b&s@ame resemblance to some of
Poe’s tales such as “Landor's Cottage” (1849); Ruaytton’s occult and
metaphysical novels are remindful of some of Ppigses. As a Victorian man of
letters, Bulwer-Lytton wrote extensive three-deakavels, while Poe preferred the
short-story, or rather, the tale, as the most lsleitgenre to achieve his unity of
effect. Throughout Poe’s evaluation of Bulwer-Lyte novels, the American
author praised Bulwer-Lytton’s themes and ideasdizagreed with his treatment.
George H. Spies lists a series of features thatéta@ded as some of the Victorian
writer's most remarkable weaknesses. First oPalg disliked the extensive length
of Bulwer-Lytton’s novels, claiming that “narrats/eeven one-fourth as long as the
one now lying upon our tabl&ljght and Morningy are essentially inadapted to that
nice and complex adjustment of incident at whicfBuwwer-Lytton] has made this
desperate attempt” (gtd. in Spies 1976: 3). Mored®ee refers to the disunity of
place that characterises Bulwer's novels statingt tthe author [Bulwer]
“floundered ‘in the vain attempt to keep all hisltibudinous incidents at one and
the same moment before the eydiid.). On the other hand, Poe praised Bulwer-
Lytton’s style, but complained about his languagel &is complex mode of
expression, which led Poe to admit that “beautgimiplicity is not that which can
be appreciated by Mr Bulwer-Lyttonib{d.: 4). Moreover, Spies also remarks that
Poe despised Bulwer-Lytton's use of melodrama, iaggthat the “refined and
delicate sensibilities of the characters populatiisgesteemed romantic novels are
obviously much too acute for Poe’s critical tas(dsid.). Poe also referred to
Bulwer-Lytton’s excessive use of metaphor, claimiag Spies points out, that he
“could not ‘express a dozen consecutive sentemces ihonest manly manner”
(ibid.). Finally, Spies also mentions Poe’s referencButwer-Lytton’s suspected
literary theft stating that “his novels are all eeR.” (bid.: 5) In any case, despite
Poe’s remarks about Bulwer-Lytton's weaknessegsSailmits that the American
author was “still greatly enamoured of Bulwer-Lyttas an author’ilfid.: 4) and
concludes that “It should be made clear that Pdendi end his days as a literary
critic altogether negating the artistry of the nan had at first so highly and
unreservedly praised. Although his flattering eation of Bulwer-Lytton modified
considerably on specific points after 1836 and lagzame what a modern reader
would consider more realistic, Poe continued td fleat there were ‘many fine
thoughts’ in Bulwer-Lytton’s novels and that his nk® should always be
considered a ‘valuable addition to our imaginalileeature™ (Spies 1976: 6).

After the success oThe Last Days of PompgiEdward Bulwer-
Lytton determined to finish the manuscriptRienzihe had set aside after his
return from Italy. Both works were the result of Bar-Lytton’s journey to
Italy in a last attempt to save his marriage toiR®oyle. Initially, Bulwer-
Lytton intended to write a non-fiction biography Micola di Rienzi, the 14th-
century ltalian political reformer, as a protesaiagt Rienzi’'s representation by
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modern historians such as Gibbon and Sismondi, &t a8 Mary Russell
Mitford's play Rienzi: A Tragedypublished in 1828, which primarily focused
on the love plot between Adrian and Irene, bottetevbelonging to different
factions. Bulwer-Lytton finally decided to writeveork of fiction based on the
thesis that Rienzi was a political genius in adeaothis time. It was not many
years afterwards that Richard Wagner would admiBubwer-Lytton’s son that
his first operaRienzj came directly out of the Victorian writer’s rontanof the
same name (Campbell 1986). However, Wagner wasonigt to be deeply
influenced by Bulwer-Lytton’s novel. Edgar Allan &drequently reviewed
Bulwer-Lytton’s complete works in the American mslicals of the time.
Burton R. Pollin (1970; 1996; 2000) identified t&ey connections between Poe
and Bulwer-Lytton, and particularly pointed at Riems a major source in
Poe’s tales. Similarly, Allan Conrad Christensefi7@; 2004) has argued that
Bulwer-Lytton was one of the most powerful influesmn Poe’s early prose.

Despite the fact that Bulwer-Lytton was a great iaémof Walter
Scott's romances, he did not share his methodabdiistorical approach.
While Scott employed fictional heroes, represewm¢atof the society, who
observed historical change, Rienzj Bulwer-Lytton focused on an actual
historical character as the hero of his novel.his tespect, he shared Thomas
Carlyle’s view of history primarily understood asography: the study of
private and public events in the hero’s life. Aseault, Bulwer-Lytton’s novel
quite faithfully depicts fourteenth-century feudtdly, focusing on his thesis
that Nicola di Rienzi was a political genius in adee of his time. The son of
an innkeeper and a washerwoman, he rose to politicger in Rome in 1347.
In an attempt to establish just laws for the Rompeople, he became the idol of
masses as he intended to unite all ltaly as a matate independent of the
German Empire. Bulwer-Lytton'Rienzialso underlines the author’s transition
from the portrayal of Romantic and Byronic heroegvdards the prototype
featured in Thomas Carlyle’s novels, that is to, $ay the first time, Bulwer-
Lytton portrays a protagonist that moves beyondBigr alienation to take part
in social activism (cf. King and Engel 1981: 288).

In Bulwer’'s novel, Rienzi shows political skillspywerful intellect and
vision of the future, but he is also described @sigh insolent and pretentious.
Nonetheless, it is argued that his final defeabtsrooted in his personal flaws, but
rather in the spirit of the age. Rienzi is defedbedause he tries to raise the
common people of Rome to supremacy, while the pmeuls deprived of Rienzi's
vision, which ultimately leads them to betray theader (cf. Campbell 1986: 76-8).
Consequently, it can be inferred that Bulwer-Lytteemted the national movement
in as far as it was led by the social elites (atchell 2003: 158).

In this respect, Leslie Mitchell asserts that b@&hlwer-Lytton’s
Italian novels,The Last Days of Pompgiil834) andRienzi(1835), depict the
consequences of decadence (Mitchell 2003: 157Ri#émzj the tribune calls
into being the very same “people” that become tis¢rument of his downfall
(Esther Schor, gtd in Christensen 2004: 13), pgiricathe degraded state of the
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aristocracy and the perils of a state that is ‘veelldo its people (Christensen
2004: 125). Nonetheless, whereas the Pompeiianswem to imperial
absolutism is the unleashing of violent instintie Romans refuse to fund a
defensive army. Consequently, over people’s laclpadsion for their state,
Rienzi ultimately loses his power in Rome (Esthehd, qtd in Christensen
2004: 127-8). As is observed, one free mind seeneffect the liberation of
other minds, and so Rienzi appears to reform Rdmaugh “the energy and
effect of a single mind [which has never] been merearkably felt than in the
sudden reformation of Rome by the Tribune RienBuljver-Lytton 1835:
178). However, since the people still fear the doof arms, Rienzi must fall,
through his rival, Walter de Montreal’s avenging ¢€hristensen 2004: 124).

Despite Bulwer’'s accurate historical accountR¥¢nzj he was also
well aware of the tastes of his readership, and,tiiunecessary, he was willing
to sacrifice certain historical facts for the saiehis audience. As Andrew
Brown argued, Bulwer's knowledge of the facts seesubservient to his
conception of the kind of man that Rienzi shouldéhbeen, to the kind of hero
that the paying public of the 1830s wanted to raaolut (Brown 1981:263). A
case in point is the opening scene of Rienzi, wi@kdon relates that Rienzi
was “stimulated by the loss of a brother”, Bulwereg a detailed description of
the young man’s brutal murder. Moreover, accordimchistorical accounts,
Rienzi was brutally murdered, stabbed to deathehedd and disembowelled.
The hero’s actual end seems unacceptable to Bulber, instead, portrays
Rienzi's death as falling to the ground, as Broayss without a groan.

According to Burton R. Pallin, Edgar Allan Poe madeied uses of
Bulwer’s popular and numerous texts for their efadj wit, sophistication and
their display of diverse genres. A series of mistudies underlining the Poe-
Bulwer relation have appeared over the years, tatiin went as far as to call
Bulwer a “touchstone or standard of taste for R@ellin 2000: 1). Actually, Poe
became an early admirer of Bulwer. Scholars sucRalien have analysed the
influence Bulwer-Lytton’s novels exerted over soofid’oe’s tales, as is the case
with The Last Days of Pompe&ind “The Cask of Amontillado”, arfdelhamand
“Lionising”. According to Killis Campbell, Poe rafe to Bulwer “some forty
times in his collected writings, quoting him in seal instances, and he reviewed
at one time or another hRienzj his Night and Morning his Critical and
Miscellaneous Essayand hidPoems (1933: 386).

It is argued that Poe’s concept of arranging aegirated composition
to attain the unity of effect came form Bulwer-lorits essay “Art in Fiction”,
which Poe reviewed iraham’s Magazinén 1841. There are also traces of
Bulwer’s works in Poe’s ideas, style and mannerjsasswell as in his diverse
allusions, such as Poe’s appraisal of William Gadttirough Bulwer himelf.
To a lesser degree, Poe’s links to Bulwer's wonkslude the use of key
phrases, mottoes and quotes, such as the thiewesgology in Bulwer’s first
Newgate novelPaul Clifford Moreover, as noticed, Poe reviewed many of
Bulwer-Lytton’s works, mostly with approval, althgiu he also recognised
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some of his faults. As editor of ti@®outhern Literary Messengd?oe published
a long review of Bulwer-Lytton’®ienziin 1836, just one year aft®ienzihad
been published in England. Thus, it is assumedRbat made reference to the
volume published in Philadelphia by Carey and Hactually, in a letter to this
publishing house, dated 1836, Poe requests a copylwer-Lytton’s Rienzi
for the February 183Blessenge(Ostrom 1952: 358).

As Burton Pollin asserts in hiBiscoveries in PogPoe’s reviews have
been a key resource for scholars dealing with thdiplicity of origins and
influences that contribute threads to the totakitalbbf Poe’s works. In this
particular case, Poe initiates his review praidgdudwer-Lytton’s earlier works
that had been already published in the United Statech as his tale “Monos
and Daimonos”, and his novdkelhamand Godolphin Poe begins his review
of Bulwer’s Rienzj praising the Victorian writer in the followingrtas: “We
have long learned to reverence the fine intelldcBawer. We take up any
production of his pen with a positive certaintytthia reading it, the wildest
passions of our nature, the most profound of ooughts, the brightest visions
of our fancy, and the most ennobling and lofty af aspirations will, in due
turn, be enkindled within us. We feel sure of gsirom the perusal a wiser if
not a better man. In no instance are we deceiveoé (L836: 198).

Poe, as a critical reviewer, also focuses on Bulweton's prologue,
remarking that the Victorian writer composBéenziin an attempt to give an
accurate account of the Roman tribune, as it wasyfiintended as a “work of
history rather than fiction”iljid.). Poe also defines Bulwer-Lytton’s novel as
Epic rather than Dramatic, thus justifying the lagkany story in it. In any case,
Poe’s review oRienziis entirely positive, as his next statement assé&What
else could we say of a book over which the minddstightedly lingers in
perusal? In its delineations of passion and characin the fine blending and
contrasting of its incidents — in the rich andlkaiit tints of its feudal paintings
— in a pervading air of chivalry, and grace, andtisgent — in all that can throw
a charm over the pages of Romance, the last ndvBlulever is equal, if not
superior, to any of his former productionbigl.).

In addition to Poe’s summary of the novel and lisifive evaluation of
Bulwer-Lytton’s work, it is of primary importance notice that, after his review,
Poe included Bulwer-Lytton’s chapter five from Bo@ix in all its entirety,
which was published in the novel under the titl@é&TError” and which extends
over twelve pages in Bulwer-Lytton’s original nov&loe very often included
excerpts from the texts he reviewed to supporatfgsments. However, once his
reviews were compiled and published, these extraete often omitted, and the
editorial treatment of Poe’s review of Bulwer-Lytts historical noveRienziis a
case in point. The mentioned excerpt was firsthitieeh in J. A. Harrison's
Complete Workg£1902) through a row of asterisks, and then iRGThompson’s
Edgar Allan Poe: Essays and Revie{@984), where an endnote indicates the
omission. According to Poe himself, he decidedhttuide this particular extract
so as to highlight Bulwer-Lytton's resemblance, aeden superiority, to
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Boccaccio’'sDecameronespecially his depiction of the plague. Nonetbg|¢his
selection must have also responded to Poe’s prédite since the episode
presents important thematic links with some of tles he would write in the
years to come. Actually, Pollin claimed that “Po&de of the plague derives
considerably from Bulwer’s work” (Pollin 1996: 67).

In Poe’s selected chapter, Irene, Rienzi's sistdrteetrothed of the noble
Roman Adrian di Castello, being in Florence duthegytime of the Great Plague, is
sought by her lover at the peril of his life. Ovesgred by a fever he meets with
Irene - but his delirium prevents recognition. Slmaveys him to one of the
deserted mansions, and officiates as his nursemtdatle, which she had thrown
aside under the impression that it retained theciidn of the Pestilence, is found
and worn by another, which ultimately prompts Adigebelief that Irene is dead.

As Burton R. Pollin notices, Poe’s selection ofsthong extract
included in his review has often been omitted & rprints of Poe’s works, thus
delaying the identification of Poe’s sources in saoh his tales. Close thematic
links can be established between Bulwer's chapt&iénziand Poe’s tales “The
Masque of the Red Death” and “The Pit and The Rendy both published in
1842, as well as his poem “The Haunted Palace’lighdad in 1839, which the
narrator recites towards the end of “The Fall efffouse of Usher.”

In the first lines of Bulwer-Lytton’s chapter, Iremttends to Adrian as
he lies dormant in a state of slumber. In the midishe abodes of darkness, the
twilight of the room is described as follows: “Themp was removed to the
further end of the chamber, and its ray, shadethéydraperies, did not suffice
to give to her gaze more than the outline of thantenance she watched”
(Bulwer-Lytton 1835: 373). This excerpt presentdase resemblance with the
disposition of the rooms and the light that Poeésrator portrays in “The
Masque of the Red Death”: “There was no light of &md emanating from
lamp or candle within the suite of chambers. Buthie corridors that followed
the suite, there stood, opposite to each winddweay tripod, bearing a brazier
of fire, that projected its rays through the tintgass and so glaringly illumined
the room. And thus were produced a multitude of dgaand fantastic
appearances” (Poe 1984: 270).

As the chapter proceeds, and Adrian awakes alonedome his
search for Irene, he leaves for Florence, wherexpects their long-awaited
encounter to take place. When Adrian arrives irrdfloe, the place is termed
the City of Death, since the plague has entirelyadtated the city. There
Adrian is ushered to the well of the palace, wHigréhe corpses of those who
contracted the plague. The place is describeddrfdtiowing terms: “It was a
large, deep and circular space, like the bottoraroexhausted well. In niches
cut into the walls of earth around, lay, duly coefi, those who had been the
earliest victims of the plague [...] But on thediobelow, there was the
loathsome horror! Huddled and matted togethermesnaked, some in shrouds
already black and rotten — lay the later guests, uhshriven and unblest!”
(Bulwer-Lytton 1835: 381).
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Bulwer-Lytton’s portrayal of the well where the timos of the plague
were entombed resembles Poe’s depiction of theetumgvhere the narrator is
enclosed in his tale “The Pit and the Pendulumérrified by the terrible fate
awaiting him, the narrator describes his surrougslias follows: “It was a wall,
seemingly of stone masonry — very smooth, slimyl eold. | followed it up;
stepping with all the careful distrust with whickrin antique narratives had
inspired me. This process, however, afforded meneans of ascertaining the
dimensions of my dungeon, as | might make its d@irand return to the point
whence | set out without being aware of the fazparfectly uniform seemed the
wall” (Poe 1984: 249).

Impotent at such desolate perspective, Adrian [finbéholds what
appears to be his beloved, lying amidst the resh®fictims of the pestilence.
In his sheer desolation, Adrian assumes his possilss and despair in
believing his betrothed dead, exclaiming: “But wétmall detail the ineffable
and unimaginable horrors that reigned over the dealghere the Great King
received the prisoners whom the sword of the Restd had subdued” (Bulwer-
Lytton 1835: 382).

In Poe’s “The Masque of the Red Death”, Prince s seeks refuge
within the walls of his castle to find it is thedRBeath who finally exerts dominion
over his Palace. As Poe’s narrator contends towaedend of the tale: “And now
was acknowledged the presence of the Red Deatha#leome like a thief in the
night. And one by one dropped the revellers inkloed-bedewed halls of their
revel, and died each in the despairing posture i®ffddl” (Poe 1984: 273).
Similarly, in his poem “The Haunted Palace”, whigthoes Madeline’s awakening
from death in “The Fall of the House of Usher”,|d@ings assault the monarch’s
estate to penetrate the walls of his castle ardidwhinion over the king’s palace.

The literary relation between Bulwer-Lytton and Roelerlines some
important factors in nineteenth-century Anglo-Argari relations. In his time,
Bulwer-Lytton became an extensively well-read autliis success with a huge
circulating-library audience paid for his extravagaocial life and helped him
fund his political career, once his mother, Ladytdy, menaced to disinherit him
when he married Rosina Doyle against his motheighwHis fame was also
well-acknowledged on the other shore of the Atanfctually, in 1834, the
American Quarterly Reviewad described him as “the most popular writer now
living” (“Novel Writing”, American Quarterly Review6 (1834): 507). As a
result of Bulwer’s transatlantic popularity, in At835, Harper Brothers of New
York signed an agreement with the English authottfe publication in America
of all his forthcoming works (Barnes 1966: 35).Barnes asserts, “the key to the
Harpers’ interest in Bulwer was his extraordinaopylarity in America” (Barnes
1966: 36). Published at the end of 18REenzisold well in America, especially
taking into consideration that the Philadelphianfiof Carey and Hart had
procured a copy of the book before all the shaers Bulwer had reached the
Harpers (Barnes 1966: 40).
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In the case of Poe, his fame rather transcendedianeboundaries to
reach Europe instead, especially due to the paputErhis poem “The Raven”.
An acknowledged admirer of Godwin, Poe tried tcetaklvantage of Dickens’
stay in New York to help him publish in England, the three letters Dickens
wrote to Poe reveal. Moreover, some scholars, asddario Praz, have pointed
at Poe’s decadent taste as fairly representatil@@ihineteenth-century Europe,
arguing that Poe’s ‘terror’ was not so much of ‘swul’, but indeed of Germany
(Praz, 1933; gtd. in Young 1951: 453). The Frenghimlists’ rediscovery of
Poe also proves his decadence was in tune witBuhgpean sensibilities of the
turn of the century. It has been estimated thatsPdifering appreciation in
England and America was due to the biographiesghdd shortly after his death
on both sides of the Atlantic (cf. Hutcherson 194&jswold’s negative vision of
Poe, attributed to his moral weakness and alcahpbgerted a deep influence on
the American readership. Actually, as Rosenheim Rachman assert, “in the
country of his birth [...] Poe can hardly be sadbe at home” (1995: ix). As
opposed to Griswold in America, the Englishman Jbhringram was mainly
held responsible for the arousal of Poe’s reputatid=ngland, especially through
his biography of the American author, published880. Poe’s increasing appeal
in England was also due to the British widespresatlership oBlackwood’s
Magazine where Poe published many of his tales (Lease :188L Thus,
initially Poe’s contributions had not been adegyasppreciated in his native
land, and it has often been assumed that his farAenerica significantly rose as
a result of European appraisal.

In any case, Bulwer-Lytton’s success was more peavan both his
native England and, through his reception, in Aosrihan Poe’s fame in his
native country. As Robert Weisbuch asserts, “Angtoerican literary relations
[often] concern the joys and sorrows of both Brittsiltural stability and American
instability” (1986: xiii), taking into consideratio that, at the dawn of the
nineteenth-century, “the American writer begingrira defensive position and that
the achievements of British literature and Britishtional life are the chief
intimidations against which he, as American repregive, defends himselftkid.:
xii). In a way, American writers could not escapganf comparing the condition of
their country to that of England and Europe (cer&er 1974: xii). Actually, Paul
Giles went as far as to assert that “conceptiomatibnal identity on both sides of
the Atlantic emerged through engagement with 4..tfansatlantic imaginary [...]
from a comparative angle of vision” (2002: 1). Thas Giles asserts, it is precisely
at that time, in the eighteenth and nineteenthudest when, focusing on British
and American cultures, it becomes possible to dectiee emergence of
autonomous and separate political identities. Threselings may well aid in
underlining Poe’s stature as an American writ¢hatime, as he inevitably seemed
to cast a suspicious, and yet admiring, glancéether shore of the Atlantic.
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NOTE:

! Poe’s reviews have been extracted from two maitste5. R. Thompson's edition
entitled Selected Writings of Edgar Allan Poe: Poems, Talessays, and Reviews
(2004), and The Edgar Allan Poe Society of Baltie®wronline text entitledThe
Literary Criticism of Edgar Allan Poe: Edward Bulwkytton, which provides access
to most of Poe’s reviews of Edward Bulwer-Lyttomerks.
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THE SIGNIFICANCE OF INCEST AND THE GOTHIC
MOTIF IN EDGAR ALLAN POE’S “THE FALL OF
THE HOUSE OF USHER”
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Abstract. In Poe’s “The Fall of the House of Usher,” the ariging intimation
of the incestuous union between twin siblings, Rim#teand Madeline, serves as an
extension of Poe’s use of the doppelganger motff.pdper explores this insinuation of
sibling incest, apparently left out of the scholarbnversation on this particular tale, as
an ingredient of the Gothic mode. The allusionrteest in “The Fall of the House of
Usher” is directly related to the characters’ slamd withering demise. More
importantly, it is outright related to the violestaths of both brother and sister.

Keywords: Poe, Usher, doppelganger, Gothic, incest

One of the most interesting literary motifs presenthe short fiction
of Edgar Allan Poe is his infusion of diverse eletseof the German Gothic
tradition. The Gothic literary tradition is a syaflis of two genres: the romantic
and the horrific; yet the origins of Gothic influemnin literature and myth can be
traced back to ancient folklore. Traces of the @ottadition in literature are
often found in stories and novels that employ tke af tropes such as eerie
supernaturalism, haunted or cursed houses ancegastbrms and darkness,
decadence, and of course, the formidable doppetgangtif.

In Poe’s “The Fall of the House of Usher,” the uhdag intimation of
the incestuous union between twin siblings, Ro#teaimd Madeline, serves as an
extension of Poe’s use of the doppelganger motie Word “doppelganger”
translates literally from the German to mean, “dewkalker.” Thus, the twins
Roderick and Madeline are “double-walkers” of a;sibvey are a close version of
each other despite their differences in gender. iBoendeniably employing
conventions of the Gothic tradition in “The Fall die House of Usher,”
incorporating elements such as the dark settirg,hunted house, characters
who exhibit madness, the motif of doubles, or thppglganger. Yet what has
seemingly been left out of the scholarly conveosatin this particular tale is an
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exploration of the insinuation of sibling incest time story and how it relates
specifically to the doppelganger motif and thusaasextension of the Gothic
mode. The allusion to incest in “The Fall of theude of Usher” is directly

related to the characters’ slow and withering demidore importantly, it is

outright related to the violent deaths of both heotand sister.

The influence of the Gothic tradition in Europeanidn took nearly a
century to reach America (Hume 1969: 282). The pemo origins of Gothic
literature are often attributed to™8entury novels such as Horace Walpolgie
Castle of Otrantoand Charles Robert Maturinfglelmoth the WanderefThe
American Gothic literary tradition, which was pogtited in America nearly a
century later is often credited in its popularityauthors such as Poe, Nathaniel
Hawthorne and later, William Faulkner and Flann@Yonnor. In his essay,
“Gothic versus Romantic: A Revaluation of the GotNiovel,” Robert D. Hume
writes that the tradition “can be seen as a widsgprshift away from the
neoclassical ideals of order and reason, towaahemtic belief in emotion and
imagination” (1969: 282). Certainly Poe’s short iemploy elements of the
romantic and as an author, he aims to excite readeagination and in exploring
their deepest fears, he seeks to consequentlytbritireir emotions.

In “The Return of Negation: The Doppelganger in udie ‘The
Uncanny,” Dimitrius Vardoulakis writes that, “Thi#oppelganger as a motif arose
within German Romanticism and became a canonieah¢hin ‘Gothic’ literature.
The term was coined by Jean Paul in his n&iebenkaspublished in 1796”
(2006: 100). Vardoulakis' explains that “Doppelgangharacters” in literature
“tend to be associated with evil and the demonic.nation of the
subject/subjectivity that is defective, disjointeglit, threatening, spectralib{d.).
While this description is certainly more applicabidePoe’s short story “William
Wilson” wherein the main character discovers hiecteze moral conscious is split
into two personalities and he attempts to murdentdrally superior half.

However, Vardoulakis’ description of the “spectralement of the
doppelganger motif can certainly be applied to “Trel of the House of
Usher” (bid.). Madeline is often described as “ghostly” whea ttarrator first
notices her passing slowly through the halls aedidrrator’s initial description
of Roderick describes his “ghostly pallor” (Poe 20@03). The spectral or
supernatural element in fiction is perhaps mostroonly associated with more
general Gothic fictional conventions.

In “The Fall of the House of Usher,” the infusioh the Gothic
tradition is established immediately as Poe credeslark and macabre setting:
“During the whole of a dull, dark, and soundlestsuean day...when the clouds
hung oppressively low in the heavens, | had beasipg alone, on horseback,
through a singularly dreary tract of country; atdeagth found myself, as the
shades of the evening drew on, within view of tredamcholy House of Usher”
(Poe 2004: 199) .
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Upon arriving, the narrator reveals that “with firet glimpse of the
building, a sense of insufferable gloom pervadedsmiyit” though he expects
himself to be excited by the exalted architectdrthe House of Usher. Instead,
gazing at the house, the “bleak walls” and the &jed trees,” he feels an “utter
depression of soul” which he associates with anraopvithdrawal. He likens it
to a comedown of sorts, when the user experierfoeslapse into everyday
life—the hideous dropping of the veillb{d.: 199). Hereto, within the first
paragraph of the story, the perfect chilling settias been established.

The narrator discloses that the closer that he wethe house, the
more anxious he grows. The house itself appeadnsve an influence on those
who approach it. It is surrounded by an atmosploérgloom and thus, any
passerby or visitor who enters its vicinity is ifably cast into a frightening
“depression of soul”iid.). As the narrator grows closer to the House ofddsh
he reports a change that comes over him. He fewlerued, depressed; he
grapples “with the shadowy fancies that crowdedniigom as he ponders his
imminent and regrettable visit to the Ushers. Taeator has entered a different
and unfamiliar world, a world of imagination, sugttion and one that is
permeated by supernatural essences.

The narrator reveals that he has received an urlggr from
Roderick Usher, one of his “boon companions in lowgi but with whom he
has subsequently lost touch. The letter's naturellisded to as “wildly
importunate” and expresses a “nervous agitation’it®fauthor ipid.: 200).
Roderick writes that he has been afflicted with “anute bodily illness...a
mental disorder which oppressed hindid.). This quote is an example of Poe’s
inclusion of the melancholy element of the Gothiotifn Two vital elements
have thus been established: the dark and gloortiggetith a cursed house and
the madness of one of the characters. The sourRedsrick’s mental illness is
later suggested to be attributed to his incestliauesfor his sister.

Interestingly, the intimation of the incestuousatiginship between
Roderick and Madeline Usher is also alluded toegesrly in the story. The
narrator, giving readers a back story to the Uslexglains that he had learned,
“the stem of the Usher race, all time-honored asas—had put forth, at no
period, any enduring branch; in other words, that ¢éntire family lay in the
direct line of descent, and had always, with veiflitg and very temporary
variation, so lain” (Poe 2004: 200). Here, the atmmr is implying that the
physical marriages of the Ushers have primarilynbeéh each other, that is,
within the family, presumingly so as not to endangecontaminate the royalty
of their bloodline. As an extension, by defying theest taboo, the Ushers have
added emphasis to their belief in the propagatibrihe superiority of the
“Usher race” ibid.). In their familial sexual union, they preserveithsacred
bloodline and race by not allowing others with umkm or dubious origins into
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their family. Yet, what they do not know is thatisthkind of hereditary
preference ultimately weakens the bloodline andieartte of their race.

The powerful and distinguished pedigree of the Usle ascertained
in the story. The narrator notes that the Usharsaar‘ancient family” who has
been displayed “through the long ages” in famousrks of exalted art” and
participated in “repeated deeds of munificent yebhirusive charity,” as well
as a passionate devotion to musitd;). Here we begin to understand that not
only are the Ushers quite inbred, but also thay #we an illustrious family
depicted in revered pieces of art. They are alsb, s0 much so they have
enough to spare for charities. Further, their “asgte devotion” to music
reveals that they are both educated and cultutgd.)( The combination of
factors indicated by the narrator: the family cdess itself (and is considered
by others as) royalty, they possess (or did possessiderable wealth and their
genetic inclination to create beautiful music, @albgest that the Ushers would
go to great lengths to preserve the bloodline arwist on its purity. Had
Roderick or Madeline married outside of the familg Usher bloodline would
have been weakened by what would have been coaedidiferior or
substandard genes, which would have ultimatelyelesd their power.

In her article “The Ambiguities of Incest in LaweenDurrell’'s Heraldic
Universe: A Rankian Interpretation,” Sharon Spenwétes that “An ordinary
couple who defy the social taboo against theirdgngris union are asserting their
superiority, enacting a private myth in which tlegpower themselves to imagine
that they have elevated to royal stature” (Speh®87: 443). Relating this idea to
the Ushers of past generations when the family avats apex, the Ushers likely
choose incest to preserve their already establisbgaty. Yet, Madeline and
Roderick are the last of the great race of Uslsersheir incestuous union is then
perhaps more aligned with a preservation of whaitefr@ady been lost. The Ushers
royalty has already begun to fade and decay, wietln house, the “mansion of
gloom” metaphorically represents (cf. Poe 2004)200

In the article, “Royal Incest and Inclusive Fitnésauthors Pierre L.
Van Den Berghe and Gene M. Mesher note: “Royalsh¢mostly brother-
sister; less commonly father daughter) represemet ltigical extreme of
hypergyny. Women in stratified societies maximizeess by marrying up; the
higher the status of a woman, the narrower herearigprospective husbands.
This leads to a direct association between higtustand inbreeding. Royal
incest is a fitness maximizing strategy if the duling conditions are met:
polygyny, patrilineal succession, and parental @dnof royal succession.
Under those conditions, the genetic risks of clodweeding are more than
accounted for” (1980: 300).

This more scientific study of incest relates clggel “The Fall of the
House of Usher,” as it has been established bydh@tor that the preservation
of the royal bloodline was a primary concern foe tishers. As the narrator
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notes, they were once a great family and the stbjekigh art which implies

that they were well known beyond the small villageere they resided. Thus, if
the Ushers were the most successful and promirsanilyf throughout their

existence, who would then be suitable for the Usltaeighters to marry? If no
suitable husband is available to marry on thesmdethen the only suitable
union would be with another Usher. This is of ceurgresumably, from the
parent’s point of view. Alternatively, from the mbiof view of the Roderick

and Madeline, it is possible that a different kinfl motivation served as
additional impetus to their union.

The narrator discloses that the twins were solgpenions for many years.
The two likely grew up with extensive knowledgettodir sacred lineage and were
perhaps also brought up with nostalgia for the pastesses of their ancestors.
Having pride in their tradition of intellectualiswealth, and music talent, the two
perhaps saw no more fitting suitor or partner toosk than each other. Yet, their
parents are now dead and the pressure to fornoa unto themselves would have
also expired along with their parents. Thus, pesliag ancestral pride installed in the
twins created a sort of narcissism, a love fordsker race and an insistence in not
forming a sexual union outside of its realm or leous

Narcissism is consistently associated with doulaled the twin or
doppelganger motif, its most obvious extension gpehe twin that Narcissus
saw as he looked in the mirror. As Spencer expldihss the ambivalence of
the creative or ‘productive’ individual when hestre must choose between the
comforting reassurance of union with one cast is/hH@r own likeness
(sameness) and the challenge offered by allyingsalhavith the other, the
contrasting qualities (a condition characterized difference). The former
choice provides a soothing, womb-like ambiance fbsters peace, harmony,
and unity, but if one remains there too long, tbasequences are narcissistic
stagnation and death” (1987: 445) .

Incest has a connection to narcissism, as someboeparticipates in
an incestuous sexual relationship is extendedlynigagex with a version of
themselves. The “underlying nature of the incestuband: erotic energy is
transferred from the narcissistic individual to thigect most like himself, his
sibling” (Finney 1983: 243). “Like the related thenof the doppelganger,
incestuous narcissism is particularly prevalenRomantic and neo-Romantic
literature, where is appears as an image of isolatibid.). As Finney observes
in the works of Thomas Mann, Ludwig Tieck, and Wexg(yet ignores in Poe),
“narcissism in the guise of incest is a particylaffective expression of the
individual's exclusion from society, since it adasthe solitude of self-love to
the guilt of a sexual tabooih(d.).

Spencer goes on to explain that “difference cresitegtions that are
characterized by tension, rivalry, challenge, apposition, but also provide for
stimulation, growth, and for real love, love of aifg who is more than a
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reflection of the self, a being who is an autheatitonomous individual’ilid.:
445). When Roderick and Madeline are left alonth@éworld as the “last of the
ancient race of Ushers,” (Poe 2004: 204) they mredf from the “consequent
undeviating transmission, ... of the patrimony witte tname” ipid.: 201).
However, they still chose to stay in the House eh&fr and be together. While
this is a logical inaction by the characters, tieeuld have left the House of
Usher to find other partners, but did not. Theydad chose each other as a
manifestation of their narcissism. Although thensvimay have desired a union
outside of the race of Ushers, what they truly mesmore essentially, is a
reflection of the desire for the self, which th@ydfin each other, their twin.

Spencer’s explanation of the “womb-like ambiancegated by an
incestuous union is certainly an interesting deson in reference to Madeline
and Roderick, as they are twins, and they did stheresame womb at the same
time (Spencer 1987: 445). It is also reminiscenthef myth of twins Isis and
Osiris, who, as the myth goes, fell in love in Wremb. This myth also describes
Isis, the sister of Osiris, being the life-giveidagavior of her brother. After he is
hacked to pieces by his jealous brother Set, és&ssand finds him, collects his
parts, and gives him eternal life. The fact thatdMae and Roderick are twins
adds emphasis to the idea that incest is an egtens$ithe doppelganger motif.
Perhaps they too fell in love in the womb, but makevantly, perhaps they
perceived their union as a means of transcendargateway to eternal life. The
myth of Isis and Osiris associated with incest d&astinctly spiritual undertone.
As Spencer explains, “In its spiritual sense, lep8ister incest, whether acted
out or not, can represent an ideology or faith thahortality can be obtained
through the divine intervention of the sister” (19839).

Zia Hasan, in her article “A Castle of Sand: Therk of Incest irTis
Pity She’s a WhorandThe Alexandria Quartgtwrites: “In African burial rites it
is the sister who brings the dead king back to lifeEgypt, as well as in Peru, the
king who was considered a god took his sister te.\iut the motive was ritual and
not sexual, for they symbolized the moon and tinairstheir conjugation. The king
marries his sister because he, as god the stadeviag on earth, is immortal and
may therefore not propagate himself in the childbea strange woman, anymore
than he is allowed to die a natural death” (Ha££8322)

This passage is most interesting when applied e ‘Hall of the House
of Usher,” as Madeline is perhaps the sister whasponsible for propagating
the dying race of Ushers by having her brother'sdctiHowever, Roderick
perhaps realizes how inbred their bloodline hasimecsince their race is in fact
ancient and because of this, his child with Madelras the potential to have
severe problems or deformities if born. Extendeglyen the narrator first arrives
at the Usher house, Roderick exclaims enigmaticéllymust perish in this
deplorable folly. Thus, thus, and not otherwisallshbe lost. | dread the events
of the future, not in themselves, but in their isS5{204). This appears to be one
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reason for which Roderick tries to entomb her aligecither hide her pregnancy
or to erase any chance of having a deformed chilthe end of “The Fall of the

House of Usher,” Madeline ultimately takes life gwather than gives it to her
brother when she falls “heavily in ward upon thespa of her brother, and in her
violent and now final death-agonies, bore him ®ftbor a corpse” (216).

Hereto, Usher again falls into the category of ithgestuous union
being more ritualistic than sexual. He fears thenéw of the future because he
knows not only that his death is imminent, but thatwill not die a natural
death. Roderick Usher is essentially, the last @fca of ancient kings, and just
as Hasan explains from the tradition of Africaniélurites, “The king marries
his sister because he...may therefore not propaggatseh in the children of
strange women” (Hasan 2003: 2).

Hasan describes how many brother-sister incestnanio literature
create an “interdependence and isolation from sooigtact” which inspires the
characters to “build a world of fantasy of theirmgva microcosm with its own
layer of reality {bid.). This is certainly applicable to Roderick and Mk, as
they were each other’s “sole companion for longgeéPoe 2004: 204). They
have created their own microcosm within the waflshe House of Usher and
just as their race is dying, so is the house.

The house as an architectural structure and theehas a family are
used interchangeably in the story. Interestinglye nharrator notes at the
beginning of the story that the family and the leoitiself were “so identified the
two as to merge the original title of the estatethe quaint and equivocal
appellation of the ‘House of Usher'— an appellatidrich seemed to include, in
the minds of the peasantry who used it, both th@lyaand the family mansion”
(201). Thus, along with the race of Ushers andhihgse itself, the microcosm
created by Roderick and Madeline is similarly dying

The house’s exterior decay is described in detgilthe narrator,
“Minute fungi over-spread the whole” of the housijle it also reflected “The
discoloration of ages” (Poe 2004: 201). Yet, intérgly, the lack of
dilapidation on the interior of the house is whatpsises the narrator and
likewise surprises the readers when its collapseésthe end. The
interconnectedness of the house and the twins idemtvin their mirrored
collapses. From the outside, some discrepanciebearisually perceived, yet
what really is going on behind closed doors, wittie walls of the house is not
so explicit. The narrator senses danger and iuénmty terrified, yet he never
really understands why.

Only when Madeline falls “inward upon” her brotteerd bears him to
the ground as a corpse in her own death-agonyeasarrator flees “aghast,” he
turns to look behind him only to find a “fierce btk of whirlwind — the entire
orb of the satellite burst at once upon my sigy-brain reeled as | saw the
mighty walls rushing asunderib{d.: 216). Just as the narrator witnesses the
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twins collapse on each other, an ultimate demigbdiv ancient race, the house,
so closely connected with the family, likewise apBes. The kinship of the
house and the family is a mirroring of the physeatl blood-related kinship of
Roderick and Madeline.

Just as the twins Madeline and Roderick are an pbeanf Poe’s use
of the doppelganger motif, perhaps the house is alsloppelganger of the
family itself. The house is often personified by tharrator. He describes the
“eye-like” (ibid.: 200) windows of the house, and relays to usttimtevidence
of the sentience — was to be seen...in the graduwaeytin condensation of an
atmosphere of their own about the waters and thiés'wébid.: 209). The
strange world of the house had “no affinity witle thir of heaven” and “reeked
up from the decayed trees” exuding “a pestilentragdtic vapor” ibid.: 201).

A footnote in the Norton Critical Edition dfhe Selected Writings of
Edgar Allan Poesuggests that in earlier versions of the story &uphasized
“the resemblance of Roderick and Madeline” (Poe42@D5; n. 4). They are
cast as doppelgangers in the scene when Rodequaksts that the narrator help
him entomb his sister. Gazing at the lifeless Miagelthe narrator notices:

A striking similitude between the brother and sistew arrested my
attention; and Usher, divining, perhaps, my thosghturmured out some few
words from which | learned that the deceased anwéii had been twins, and
that sympathies of a scarcely intelligible natueal talways existed between
them (bid.: 211).

This “scarcely intelligible nature” is likely a de bond that goes
beyond a simple love for one’s sibling. Althouglistts an obvious allusion to
Roderick and Madeline’s incestuous union, the quwds® implies that their
unholy union was born out of more than purely ptgismeans and loneliness.
The “scarcely intelligible nature” seems to hint at more spiritual or
supernatural affinity between the twins, one thasntertainly extends to their
incestuous relationship. Being the realist that ibe the narrator cannot
understand or comprehend this affinity. This fusidithe supernatural nature of
the connection of the twins extends them into thkegory of Gothic writings
and their sexual relationship is thus an extensf@uch Gothic conventions.

The narrator’'s description of Madeline is most riegting. She is
described as having a healthy, even sexually &iiteaglow. She possesses “the
maturity of youth” and “a faint blush upon the bosand the face, and that
suspiciously lingering smile upon the lip which wsxs terrible in death” (Poe
2004: 211). The narrator’s description of the ditadleline is akin to the Fuseli
paintingNightmarewhich is mentioned in the tale. The subject ofgiamting is
a sleeping woman in a white gown who is preyed upgra succubus who
intends to violate her in the night as she dredrhs.demonic mare that comes
to invade her dreams and her body is similar toeRol's relationship with
Madeline. As Madeline lies catatonic, she appeanset sleeping. Though the
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narrator presumes her dead, she is smiling perddagpaming of Roderick
coming to visit her in the night. In her state witleay bury her, she is blushing,
which suggests that she may be sexually arouseddng of her brother’s
nightly visits to her chamber. The narrator evescdbes her as smiling, which
certainly hints at the mutuality of their union. dewick does not descend upon
her in the night and violate her, for she insteatteames the union. The kinship
of the descriptions of Madeline being entombed #redpainting by Fuseli are
linked intentionally by Poe to make the sexual @mtion between the
frightening relationship between the twins andrthehtly trysts.

An archetypal intimation that incest results in mass permeates the
mythology surrounding the practice of incest. Tikignteresting to remember
when reading “The Fall of the House of Usher” athiddadeline and Roderick
are affected by mental illnesses. Roderick is #ftdoy what the narrator
assumes is an opium or drinking habit while MadeBoffers from catalepsy, a
nervous disorder associated with hysteria and gphiznia. While Madeline’s
sense are slowing down, Roderick’'s senses areashimgly speeding up. This
collective madness of the Ushers imbues the hagsejuch so, that even the
narrator himself as he nears the house, fallsantdepressive melancholy. This
is yet another connection with the Gothic motifdwubles (or doppelganger)
fused with the element of incest, resulting in mesdn and is reminiscent of the
motif of madness in Gothic literature.

Roderick tells the narrator that the “particulaoagh” that he is
experiencing is directly related to the illnessisf sister, Madeline. Madeline is
afflicted with what Roderick describes as a “sevand long-continued illness”
and is indeed “approaching dissolution” (Poe 20R@4). Further, Roderick
confides to the narrator that Madeline is his “scdenpanion” of “long years”
and “his last and only relative on eartiiid.). The Ushers are about to die off
because they have insisted on the preservatiomeofrace, the “consequent
undeviated transmission, from sire to son, of th&imony with the name”
(ibid.: 201). That is, they are dying off because Ro#teaiied Madeline have not
had a child, and if they were to have one, the dilne would be so inbred that
the child would surely be formidably unhealthy.

The narrator relays to us that the illness that éllad is suffering
from has “long baffled the skill of her physician®id.: 205). It is described as
a “settled apathy, a gradual wasting away of thsq® with a proneness to
“cataleptical” episodes il{id.). Interestingly, Madeline makes only one
appearance before her brother Roderick mentiondémtise to the narrator.
When the narrator arrives, he notes that she “dasiesvly through a remote
portion of the apartment’il{id.: 204) before disappearing. Roderick tells the
narrator that the very same night she “succumbéldetprostrating power of the
destroyer” {bid.: 205). It seems more than coincidental that Madetlied the
very night that the narrator arrives. This suppdies theory that Roderick’s
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invitation was merely an attempt to affirm a witedsecause he planned to
entomb his sister, who may or may not be carryfiagy tchild.

The twins Madeline and Roderick appear to haveahegat Spencer
refers to as the “reassurance of union with one icasis/her own likeness
(sameness)” the consequences of which are oftertissestic stagnation and
death” (1987: 445). These formidable consequeneebath found in “The Fall
of the House of Usher.” The stagnation of the Uslaad their house is felt by the
reader in the story. They live alone, with only @eevant, and they do not work.
They exist in a world unto themselves. Althoughythee the last of their race,
they ultimately die as a result of their unholyami

After Madeline has been entombed for eight days thedstorm has
started, Roderick begins reading a story to theat@r Theorists suggest that the
“uplifted...mace” that the protagonist in the storyelds against the storm is
essentially a phallic symbol representative of Riole The storm then can be
seen as death coming for the family. Then, theat@rhears a scream which
occurs at the exact same moment as the scream dfdgon in the story. Finally,
the guilt of burying his sister alive overcomes lind he screams, “I hear it, and
have heard it...We have put her living in the tomBaid | not that my senses
were acute? how tell you that | heard her first feeble movementshie hollow
coffin” (Poe 2004: 215). Roderick fears his sistexrath, as he knows she is the
life-giver and also capable of taking it away. hkere considers hiding from her.
He shrieks “whither shall I fly? Will she not bereeanon? Is she not hurrying to
upbraid me for my haste? Have | not heard her upenstair? Do | not
distinguish that heavy and horrible beating of heart?” {bid.: 215). Here
Roderick reveals that he knows his sister is corhamk from the dead for him.

As Madeline finally reaches the door to the chamlee narrator
describes her as a “lofty and enshrouded figuitgt{ 216). She has “blood
upon her white robes, and the evidence of somerbitruggle upon every
portion of her emaciated frameibid.). Her white robe is evocative of a
wedding dress. The narrator's language is of padicinterest here, as
Madeline’s bloody robe is distinguished from thédewnce of the bitter struggle.
The narrator’s description implies that the streggl escape from the tomb and
the bloody robe are unrelated. Madeline’s bloodyperahen suggests a
miscarriage. Perhaps Roderick wanted to kill off thce of Ushers intentionally
to avoid propagating his family with such strongedgispositions to mental
illness and of course, because of the inbreedinghénline of Ushers, the
likelihood that the child would be deformed.

The climactic scene in which Madeline falls inwangbn her brother
is almost reminiscent of a sexual climax. They embras in a mirror and she
lets out a “low moaning cry” upon which they fatiéavily inward” on each
other’s bodies. This language is reminiscent afxaial orgasm they experience
as they die together in their embrace. Her viotbrath-agonies scare Roderick
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to death, and he falls as a corpse to the floorth&snarrator flees, the house
collapses in on itself, just as the twins have. Tbase is left in “fragments”
(ibid.). The house, a personified version of the Ushmil§a has collapsed in on
itself and died along with the ancient race of Ushe

Poe’s employment of the twin motif of the doppelgenis fascinating
in its manifestation in “The Fall of the House oshér”. The doppelganger
motif is a convention in Gothic-inspired literatuiehas clearly influenced the
works of Poe who himself integrated the motif is Bhort works. Poe enjoyed
the Gothic mode, a popular motif during his epoltitest has an obvious
connection to the doppelganger motif. If the doppeber motif is
representative of two parts or selves of one iultigl, then the fraternal twins
Madeline and Roderick are a perfect example. Asgwsharing one womb, and
at one point, one zygote, they were essentially emgle cell at their
conception. They then split apart in the womb aedaime two complementary
people. Just as some suggest that a man and worhanhave sexual
intercourse become one person, Roderick and Madelere doppelgangers in
that they were literally born twins and doublestliémselves, yet then also
chose to become a single identity once again thrdgir incestuous union.

Poe’s infusion of the Gothic mode in “The Fall dfetHouse of
Usher” is seemingly unparalleled in its demonstratbf such motifs. Namely,
the most overt demonstration of the motif is thekdand stormy setting in a
decrepit and decadent home that once flourishedlingdemphasis to the
Gothic motif is the apparent madness of the charsi¢hat reside in the house
and the narrator’s ability to sense the impendiagna of coming events. The
doppelganger trope is embodied by the twin charaaié the story and their
incestuous union is thus a formidable extensionactombination of the
madness motif and the twin motif, as traditionakimgnd literature suggest that
incest is either caused by madness or results imess.

The reality that Roderick and Madeline created tf@mselves, their
private universe and microcosm in the house praval&ind of reality for them in
which they existed with their own rules and sexpedctices. Only when the
narrator arrives, a man from the world outsidéhefilouse of Usher, do the events
start to unfold and ultimately their microcosm aphes. Incest as an extension of
the doppelganger motif has a frightening underian&he Fall of the House of
Usher.” While the family likely practiced it to erve and protect the sacred Usher
bloodline and its ancient prestige, it ultimatedgl ko the violent deaths of Madeline
and Roderick and likewise the death of the entgkddlineage.
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Abstract: The paper overviews Vladimir Streinu’s perspectiveEdgar Allan
Poe’ aesthetic ideas. In two articles, the Romalitarary critic integrates Poe’s poetic
principles into European modern poetry, detectinfuences and differences in
Baudelaire’s, Mallarmé’s, and Valéry's, or devel@msunxpected comparison between
a rather traditional Romanian critic, Titu Maioresand the American poet.

Keywords: Romanian literary criticism, modern poetry, VladirSireinu, Titu
Maiorescu

Teoriile poetice ale lui Edgar Allan Poe au intresteptat de repedg
in spaiul literelor roméangti, chiar daé ele nu au cunoscut intotdeauna un ecou
considerabil. De altfel, Mateidlinescu, In pref@a ce insgeste ediia din 1971 a
Principiului poetic schteazz momentele semnificative ale receptlui Poe in
Romania. Din variatele moduri, mai greu sau mar wecelabile, in care Poe a
influentat literatura/critica romaneasmoi ne vom opri asupra interpielor pe
care esteticianul american le cugteain opera istoriculuii criticului literar
Vladimir Streinu. Prezentarea noéasua face referire, mai ales, la dostudii,
Tradifia conceptului modern de poezieTitu Maiorescusi E. Poe chiar dag
cerceiitorul roman urriireste si analizeai avizat inclusiv traducerile de care
beneficiaz Edgar Poe 1n sgal romanesc. In acefatimp, in comentariile sale la
poezia sau critica romanedsdarsi straina, Vladimir Streinu a uzat de congp
teoretice lansate de Poe sau prelucratdistgpolii sii europeni.

Interesul lui Vladimir Streinu pentru Edgar Poeeasle intimgitor si
nu tine doar de imposibilitatea igriwii unui reper teoretic esaal, cum este
scriitorul american. Exi8t cu rezervele de rigoare, o stranie similaritage d
destine neprielnice intre cei doi; de vreme ce taifigg lui Edgar Allan Poe e
indeolte cunoscut, vom detalia citeva elemente dinteidui Vladimir Streinu,
mai ales din perioada ce urmeazlui de-al Doilea Bzboi Mondial. Gici si
existena lui s& sub semnul vicisitudinilor postbelice care au raanmmai tai
intelectualii marcath ai perioadei interbelice. Fost deputat H.Nde Dimboua,
Vladimir Streinu era pe listele negre ale comgtilair. Inlaturat din Tndtamintul
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liceal, bolnav de TBC, se vede pus in giaude a nui putea intréne familia.
Mai mult, in 1959 este condamnaté&pte ani de inchisoare. Tn mod remarcabil,
are puterea de a dgp plin de demnitate capcanele istoriei oficiale sau
personale. Prietenii aprogidsi aminesc cum, in timpul operai prin care i-a
fost scos un gimin, el recita versuri di€orbul lui Poe. Este un ainunt care
demonstreak ca apropierea lui de scriitorul american nu avea daééicini
livresti. In ambele cazuri dimensiunea de poet se imhimonios cu cea de
teoretician, cu necesara precizafiePoe &mine in mod fundamental prozator
(poet), in vreme ce numele lui Vladimir Streinuesgi mai ales de criticsi de
istoria literaturii. Autorul volumuluiClasicii nostri a debutat sub semnul
poeziei, iar discursulas critic va fistra adesea urmele acestei prime mari
pasiuni; de aceea, va aborda poezia nu decojinektiemititile reci, ci
asimilindu-i esefa. Unul dintre cei mai profunzi hermenie@i lirismului,
excelent cunogtor al teoriilor poetice europene, dafin analist al textelor, el
sondeaz lumile poetice in &utarea fiorului poetic prim, cu care incqpeezia

Articolul Tradisia conceptului modern de poeZi#938) are in centru
detalierea rolului pe care il are Edgar Allan Rosdhimbarea paradigmei poetice
n secolul al XIX-lea, Vladimir Streinu oferind, ident, o perspectiivpersona
asupra acestui subiect. Ca-n toate cazyiibgest comentariu se constitigeprin
selectarea anumitor elementejzmte ca fiind semnificative, iar pe noi ne
intereseax ce anume t&ée autorul roman din teoriile poetului americarcum
integrea aceste idei in sistemul propriu. Interesat de rhivdoare gtrunde Poe
pe continentul europeagi, mai ales, de ramifigéle franceze ale ideilor sale,
criticul roman, uzind mai ales de bibliografia frad, analizea cu luciditate
treptata diseminare a principiilor scriitorului amgan. Elementele selectate au
relevana atit in contextul poeziei rométe cit si pentru a defini specificul
sistemului teoretic al autoruli&rincipiului poetic Dupi doctrinele clasicismului
(care a fomat natura poezieiasintre intr-un ,,complicat sistem de penigeitogic
formale”) si ale romantismului (care s-a dnmit dintr-un ,,strat impur de
pasionalitate”), Edgar Poe e primul care restringenceptul de poezie la
elemente proprii”. Sinteza pe care a o face cfitimman perioadei pre-moderne a
poeziei se integredzaunei sfere mai ample de preodtpaxate pe problematica
poeticului. De altfel, teza de doctorat pe caredwiar Streinu o va sume la
universitatea igeard, in 1947, se va ocupa Wersul liber romanesc

Abordarea nu are forma unei expuneri reci, preddugmrigoarea ideilor
susinte de autoruCorbului. Punctul de plecare este o sdkdihalogie intre destinul
eroului din poemuEldorado si modul in care Poe crede in viitorul esteticiiesal
Existi o discret evocare a nefelesuluisi repudiatului de contemporani poet, dublat
de incercarea de a reda publicului celoradoonferine in care Pogi-a expus
principiile poetice. Criticul romaniiimagineaz sala plira de ,,capete sferoidale de
americani cu suflete milimetrafetare se distaeaz treptat de cuvintele rostite de
Poe. Exergiul acesta de vizualizare a atmosferei este rédtitrteo not artistica, dar
si putin nedreagt (paré@ onorabilii junimiti reagionau mai bine cindsil citea
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Eminescu textele la adinie iesene!). Selectarea elementelor de noutate din gandir
lui Poe esteatuti prin unirirea (ipotetid) a readgilor silii; de cite ori Poe inir pe
terenul ideilor cunoscute, de atitea ori saladlliiscu interes; cind poetul sfideéaz
asteptirile contemporanilor, agta incep, conform scenariului propus de Streiau, s
se gindeasc, la mai pasionante socoteli personale”. Grijastaoi in manevrarea
ideilor richmontezului se traduge in frica de parafrax, de aceea, prefercitatul,
cum se intim@l Tn definirea absolutului, definire ntéa cireia autorul roman
exclanmd: ,,nu cunogtem o formulare mai cupriditbaresi 0 mai nei percegie a
absolutului®. Efemeritatea intilnirii cu frumusa, urmat de suferira cotientizirii
acestei eterne neimpliniri le vom #isgin specificul &utarii esenei poetice la Streinu.
In acest sens, arturisete: ,,...am dorit % scriu dintr-un sentiment de veckie
nesatisfcuts pand varitoreasé in ceea ce prigee natura #batica a poeziei. [...]
Céand o sirream, totdeauna neimblagzifnarmandu-m cu cele mai complicate
prevederi, gutam 4-i astup fugile cu ocoluri, aleir lungimi de cerc le reduceam
riguros paa ce vanatul, fie £ fulgera prin stufrisul inextricabil, fie &, in centrul
calculat al trudnicei incercuiri, constataidsasedcomiei omengi — cum , nutiu,

— culcyul cald cu mirosul tare al trupul dispt.”

Nu doar ideile promovate de Poe drim ateia lui Vladimir Streinu, cii
modul Th care acestai iconstruigte, din punct de vedere retoric, textul. Astfel,
identifici marcile oraliiti sau modul in careizbate grija de a fi ieles de
auditoriu. Definind poezia drept ,,cteege ritmici a frumusei”, Poe simte nevoia
si explice afirmga, insistind asupra efectului poetic. Inainte dediacuta
elementele considerate definitorii pentru estdticRoe, pe care le vom rigjsi in
cekhlalt articol, Titu Maiorescusi E. Poe Vladimir Streinu lanseézo ipotea, pe
care, din pcate nu o dezvdif legat de eventuale influga ce stau la baza teoriilor
lui Poe. Cea mai importaht se pare, evident, ,,structura pers@halici orice poet
defingte in abstracto poezia plecind de la expenele proprii. Dincolo de
Coleridge, numele care a fost vehiculat cel maivieat in dutarea izvoarelor
esteticii lui Poe — reamintimicacest articol a fost publicat Th 1938, deci exagez
poesé la care avea acces Streinu era mai te@lusomparge cu cea existeit
astizi — , autorul roman amingee si numele lui Novalis, primul, crede el, care a
ridicat poezia la rangutealului absolut Din picate, cum remarcam anterior,
aceadt fecund filiatie nu este exploatgtel mutumindu-se doaraso enute. Si
relgia dintre Poai Baudelaire este diferit nugati de Streinu: considica este o
exageraredasse afirme & fara Baudelaire Poe ar fimas necunoscut.a@ dinamica
epocii, tentat de a defisi monopolul romantismului, ar fi adus cu siguggim prim
plan astfel de idei atit de adecvatgeptirilor momentului. Baudelaire a pit,
probabil, momentul populatidgi acestor idei. In continuare, articoldlradisia
conceptului modern de poeziamireste nuargrile pe care ideile lui Poe le cunosc
n gindirea lui Baudelaire, Mallarmé sau Valéryadiinir Streinu transforénaceste
gindiri estetice (aproximativ) as@nitoare intr-un joc afecunoaterii citatelor,
multe dintre tezele autorul@iinerei Parcesenanind pira la confuzie cu citatele lui
Poe. Concluzia surprinde metamorfozele inceputysib@ziei moderne, sintetizind
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ramificgiile principiilor promovate de poetul american. Red citatul pentru
capacitatea lui de a generaliza (prin omiterea tel@n evident) conceip si
universuri poetice greu rezumabile: ,,Edgar Popye un ideal metafizic de @rt
de poeziesi 0 imagine de poet-inginer; Baudelaire prapage suprafe
impresionante acefaideal, fird augmenitri, si aceea efigie de poet, nealtetat
Mallarmé amplifid, Th sensul metafizic, estetica priiniti se extenueaz
studiindu-i posibilitile de realizare intr-o operunici; iar Valéry transforr
voluptatea studiului acestor posilafit studiu pe care il extinde asupra tuturor
functiunilor sufletati, in modalitate de existef in stil de vigi.”*

In 1943, Vladimir Streinu publica Tn volum@lasicii ngtri un detaliat
articol, Titu Maiorescusi E. Poe Tn care dezvolta similitudinile de gindire esteti
dintre cei doi teoreticieni. Aturarea era inevitaliil de vreme ce Vladimir Streinu
era un comentator fidel al mentorului junimigt simultan, un cunoétor al
teoriilor prozatorului american. fsin acelsi timp, apropierea celor dawnume,
Titu Maiorescusi Edgar Poesocheaz. In primul rind, la nivelul personatifior
diferite ale celor doi. Mentorul junimist, domirdg rigoare acadeniigi sobrietate
— dei, In acest caz, exisimulte prejudeiti care s-au perpetuat, unele dintre ele
infirmate de apatia jurnalului maiorescianinsemuri zilnice —, scriitorul american,
plasat sub semnul abuzului de stupefiaintalcool. Apoi, pentru £ 1l recepim
indeote pe Maiorescu ca pe un estetician format in demitradie a gindirii
estetice clasiciste, deci indeat de fenomenele moderne ale principiilor poetice
Vladimir Streinu extrage aceadiliatie din chiar textul maiorescia® cercetare
critica asupra poeziei romane de la 18@&xt in care autorul include o aparent
nesemnificati¥ noti de subsol: ,,CompauEdgar Poe, analiza poeziei s@lerbul,
publicati In traducere francén Histoires grotesques et extraordinaitésFaptul
ca Maiorescu a avut acces la scrierile lui Poe, flimtie francez, evident, are
consecife nu doar la nivelul propriuluag sistem estetic; prin Maiorescu, Poeaintr
si la Junimea Eminescu insii devenind interesat de scriitura fantastia
congenerului american. Acest articol este unaealimodalistile prin care Streinu
polemizeaz cu concefile redugioniste legate de sistemul estetic maiorescian,
demonstrind cit de modern este, de fapt, acesta.

Tn acest studiu, Vladimir Streinu enuriefteva dintre detaliile biografice
care erau alipite Tn mod curent figurii scriitoiiidmerican deatre cititorul roman;
astfel, ,,se curstea despre Edgar Poe furia lui alcagliceva din raitele europene,
ajunse pia la Petersburg, dédpe mai intii 1l duses&ica pe Byron&lupte adituri
de greci in contra turcilor, vagi tuani despre o frenetic biografie, oarecare
indicaii asupra gustului macabru rezultind numai din ateipovestiri fioroasgi
Corbul, in traduceri de-a dreptul asash®lu este unica instahin care criticul
roman, mare traddtor din limba englex, va lua atitudine Tmpotriva abuzurilor
asupra operei lui Pogidute de traduttorii roméani. Pentru o mai barcomparée
intre ideile estetice ale lui Titu Maioresgiucele ale lui Edgar Poe, criticul roman
detaliaz sistemul estetic maiorescian transpus in pagstieiului O cercetare
critica asupra poeziei romane de la 186¥opunind o etajare a ideilor estetice
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existente Tn textul mentorului junimist (idei deetisa general, a romantismulugi
clasicismului), Vladimir Streinu le pune in dialdgar pe cele de estetia poeziei.
Nu avem de-a face cu o copiere a ideilor autoRrimcipiului poetiG de vreme ce,
la 1867, respectivul text nici nu fusese traduBdadelaire. Maiorescu avusese
acces la textul celei de-a doua conferitraduse n francg&sub titlul Geneza unui
poem sau la ideile pe care Baudelaire le transpupsofiria opet.

Cele dod estetici consunin citeva puncte: ambii propun o estetic
negativi a poeziei, traddsprin disocierea aftstiinta, eliminarea perceptelor
morale si a maniei epice Importana pe care cei doi 0 acdrgasiunii, cu
semnificative nuae, totwi, 1i permite autorului & descopere un alt principiu
comun, ,,fundamentarea esteticei poeziei peaadele psihologiei”. Akturarea a
doua citate concludente stise compargia si demonstreaz o daii in plus,
modernitatea gindirii estetice maioresciene. Stégati de efemeritatea pasiunii,
de fapt, determinatde aceasta, esiengimea poemulyitez care apare la ambii
esteticieni. Dat opiniile lui Poe sint indegt® cunoscute, tmem afirmaia
junimistului, si pentru umorul ei: ,,cu cit poetul este mai,rcu atit poezia este
mai lungi”®. Tn acest moment ar trebuiciite citeva obsertialegate de condile
recepirii operei de a#, pe care, din nou dirapate, Vladimir Streinu nu inskst
O astfel de abordare ar fi trebuit @ extrag din chiar cuvintele maioresciene,
care condioneaz existema poeziei de polul recepii, de ,,fantazia auditoriului”.
n acelai context, am putea invoaaopiniile lui Roman Ingarden (ve# citi, a
reciti, de Matei Glinescu, p. 4%i urm.), unde eficieta modelului de lectédr
propus, de sorginte clagjdepindesi de lungimea textului.

Abandonind, pentru scurt timp, demongrdui Vladimir Streinu, i
permiindu-ne o scuit paranteZ, remardm o alf posibik paralei intre Edgar
Allan Poesi ... Eugen Negrici, cu a sa extrem de disdutatte,lluziile literaturii
roméane Luciditatea cu care poetul american analizgaxtele lungi, canonice,
precumlliada sauParadisul pierdut o vom regsi la autorul roman in modul Tn
care dinamiteazcultul capodoperelorCu sigurat, demersul lui Negrici are in
spate o bogat bibliografie st#ina, dar ambii aduc, ntr-un anumit context, o
perspectii indiizng-demitizand.

Alte idei comune celor doi esteticieni se réf@rimportara refrenului, la
densitatea sensurilor poetice, twoate de text sau generate de intguaea
cititorului cu textul. Refuzind gleul romantic al inspitgei divine, dgi Maiorescu
nu este extrem de explicit in acéagtestiune, ambii privesc textul poetic drept un
construct r@onal, rascut printr-o irdntuire de procese logice. Dapoetul din
Baltimore exemplifi@ pe textul propriu, Maiorescu vorte despre importaa
,,gradirii Tn culminare”, despre modul in care poetul tiebs: intrgina (si sa se
joace cu) gteptrile cititorilor. Spre finalul articolului autoruClasicilor nastri
recunogte limitele aproape incheiatei abanid unele se leagde existeta altor
posibile conexiuni, asuprarora nu a insistat. Celelalte, dimpofriaccentuediz
diferernta, foarte mare, togiy intre cei doi teoreticieni. Maiorescu a fost tnukai
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temperat in ideile sale, asta pentitstarea de dezvoltare a poeziei rorghiain a
doua junitate a secolului al XIX-lea cerea o astfel de at@dnai cuminte.

Rolul pe care I-a avut Poe instexea lirismului modern e indiscutabil, iar
faptul @ influena lui este coviitoare o demonstreazsi faptul & si-a pus
amprenta asupra unei culturi mici, cum este ce@ambrvladimir Streinu a surprins
atit ezitirile omului, citsi intuitiile remarcabile ale teoreticianului, g vizibila si
in portretul pe care i-l face fradifia conceptului modern de poezjgdgar Poe,
rarisim acord al contrariilor §a cum se Tncheaglin opera sa compit natui
dubk, n care misticitatea se intrgge firesc de rigoarsstiintifica, visul se
disciplineaz logic, intutia merge Tn pas cu luciditatea de amaliar impulsia
spontad Tmbrad un calcul glacial, afirdestinul metafizic al poeziei, indrumind-
o citre eterngi dosite suprareaiit’ . Nu ne indoim&in imensa exegezledicai
lui Edgar Allan Poe se vor fi spus lucruri mai debtlecit acestea, dar, pentru
spaiul romanesc, ele sint de o incontestabiégar.

NOTE:

! Streinu, Vladimir Tradifia conceptului modern de poezia Pagini de critici literard,
vol. 1, Editura pentru literatiy 1968, p. 321.

Zibidem,p. 321.

% ibidem p. 336.

* Maiorescu, TituCritice, Editura Albatros, Bucusé, 1998, p. 56.

® Streinu, Vladimir, Titu Maiorescusi Edgar Poe in Clasicii nostri Editura Ideea
Europeas, 2008, p. 110.

® Maiorescu, TituCritice, Editura Albatros, Bucugé, 1998, p. 46.

" Streinu, Vladimir,Tradisia conceptului modern de poezia Pagini de critiai literara,
vol. 1, Editura pentru literatéy 1968, p. 327.
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THE MISSING LINK: PARODY, POE AND NABOKOV
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Abstract: The distinctiveness of Poe’s style is one of ttefining
characteristics of his work. Questions of intentiogenre, tone and aesthetic
achievement are inextricably bound up with it. Argtlike “Loss of Breath” is typical
in this regard. This style has often made Poe tbgst of parody, yet in order to write
successful imitations of Poe one must conjure withcomplex questions that his style
raises. Nabokov’s treatment of Poe is instructivéhis regard. Nabokov’s critics have
helpfully pointed out the innumerable links betwebe two writers, but his multiple
concerns as a novelist and his dismissive attittehis great nineteenth-century
forebear prevent him from writing the sort of pardu is often given credit for.

Keywords: Poe, Nabokov, parody, intertextualityglita

Nineteenth-century American literature is full ofriters with
strikingly idiosyncratic styles. Figures such asefson, Melville, Hawthorne,
Dickinson and James would obviously be easy totifjein a “guess the
author” contest, but far and away the most distrecin this regard is Edgar
Allan Poe. Not only that: this single fact abous ork may also be its most
important attribute, in view of the effect thahds had on how he has been read
and how his achievement has been assessed. Prabalilest way to assign a
writer an idiosyncrasy quotient is to use some tlgt is manifestly not a
masterpiece, to choose something other than, bayppening paragraph of
Natureor a sinuous sentence frorhe Scarlet Letterin Poe’s case this means
avoiding “The Fall of the House of Usher” or “Ulate” or The Narrative of
Arthur Gordon Pymand looking instead for all the telltale indicatafsa Poe
text in something distinctly minor.

Consider the opening paragraphs of “Loss of Bredth”example, a
tale first published in September 1835 in ®authern Literary Messengeit
begins with the narrator’'s coolly informing us ofjaasi-psychotic episode: he
has been screaming nasty epithets at his baffladg/bride and is preparing to
whisper something even more vile in her ear, whesuddenly realizes that he
has lost his breath, not in the formulaic or metagal sense of that expression,
but for real, like Collegiate Assessor Kovalov dnsl nose in Gogol's famous
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story. The incident is accented with the obligaterglamation marks and the
requisite references to the narrator’s “consteondtand “despair.” Things look
bad until he is temporarily “saved” by his “goodhges,” which gives him the
power to alter his countenance “from its bepuffed distorted appearance, to
an expression of arch and coquettish benignity éngbipon he gives his wife a
kiss and “pirouette[s] out of the room irPas de Zephyr(Poe 1984: 151-52).
So far, so strange, and so typical: the casualrbgfe the variations in lexical
register, the mock-seriousness, the bizarre détaiv does one exit a room
using a dance step in which one leg must rematiostay?), the sense that we
are witnessing the workings of an estranged psyttla¢ human puppetry is on
show and that there is a goofy attractivenessabshow — all these ineluctably
identify this as Poe’s work.

What follows simply confirms this impression, fietopening section
concludes: [tlhrowing myself upon a chair, | remained for sonneetiabsorbed
in meditation. My reflections, be sure, were ofaumsolatory kind. A thousand
vague and lachrymatory fancies took possessioryafoul — and even the idea of
suicide flitted across my brain; but it is a tiaithe perversity of human nature to
reject the obvious and the ready, for the far-distand equivocal. Thus |
shuddered at self-murder as the most decided ofitdrs while the tabby cat
purred strenuously upon the rug, and the very waddgr wheezed assiduously
under the table; each taking to itself much menitthe strength of its lungs, and
all obviously done in derision of my own pulmonargapacity” {bid: 152).

Yes, this is the typical Poe hero and no mistaké. cOurse
breathlessness is the perfect subject for the mwiteo came to be identified
with this sort of breathless tone, and Poe’s del/odaders can instantly conjure
up all sorts of situations like the one describesteh with madness and
premature death always somewhere breathing hotclrseé. These dramatic
effects are exacerbated by the earnest, willedmality of the narrative voice as
it tries to keep things under control even whiledtnmunicates their subversive
power. There is also the weirdly comic specificitye effortless hyperbole and
exotic diction (“a thousand ... lachrymatory fancieshe sense of the uncanny
in the ostensibly ordinary (those smug pets, fangxe), the inclusion of the
occasional dispassionate generality (“it is a tmaithe perversity of human
nature ...”) to balance all the histrionics — “Log$Boeath” is by any reckoning
an impressive collection of Poe’'s most famous tephes and devices, and it
was chosen more or less at random from his lesskmark.

Is there any emotive force to this psychologicédisy or is it just a
collection of clichés from an overwritten romancltere is in fact no simple
answer to this. Of course the initial premise ameltone make the frivolity of
the passage stand out in sharp relief, yet it'sl haisee how we could object to
someone’s getting interested in why our erstwhédetchooses to lock himself
into his “private boudoir” and contemplate suicidéde answer may not be
entirely clear, but the young woman seems thorguighplicated, even though
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her status in the end proves epiphenomenal. Is dbiee kind of sexual

impotence or fear of being cuckolded that Poe ngirng at, or a self-reflexive

reference to a loss of creativity, the wordsmittésperation at being forced to
deal with a lack of words? What follows merely ieases the reader’s
bafflement. There is a botched execution — theagantist is condemned to
death for murder and hanged but to no effect — soche subterranean
explorations that make the tale grow taller andkelaby the minute. Yet they
help to reinforce the sense that, despite all thalefy, this is one more

extraordinary venture into a world where humanti@tes, and more specifically
sexual relations, keep threatening to go badly grdnis also a tale told by a
denizen of the murky domain of the undead. Precisetause it functions in

that borderline area between sanity and madnessgdend repulsion, the one
where Poe loves to work his magic, it invites #aders to conjure with such
things, even as the humour invites them to keeip distance.

This capsule summary of the first page or two obst of Breath”
should make clear not only how distinctive Poeidests and how securely it
locates us in his world, but also how compellingliurns his early work into a
prolegomenon for his best fiction and how many taas it inevitably raises.
That style also helps explain why Poe has so difeam parodied and — what is
perhaps more interesting — why he often figurescentrally whenever the
subject of parody in American fiction is discussed.

Anyone interested in creating a comic imitatiorsomething needs a
clear sense of what that something is. This makesaPtricky writer to parody,
precisely because as | have been suggesting ledsfisult to categorize. A
perennial problem in commenting on his work andiriftuence turns around
guestions of genre and intention. Thus a text sash“Loss of Breath”
inevitably prompts the following sorts of questicas well: Is it best read as a
short story, a tall tale, a prime example of Amamigothic, a capricious mix of
madcap humour and infernal mystery, or a spoofngf@ all of these? What
exactly was Poe aiming for when he penned it? lleteer concerning this
particular tale, Poe’s benefactor John P. Kenneabeahim in February 1836, a
few months after it was published: “Some of ydirarreries have been
mistaken for satire—and admired too in that charatheydeserved it, bugou
did not, for you did not intend them so.” Poe regted: “You are nearly but not
altogether right in relation to the satire of soofieny Tales. Most of them were
intended for half banter, half satire—although | might nbave fully
acknowledged this to be their aim even to mysejf'if Quinn 1941: 240-41).

As so often with Poe’s critical comments, this ¢eeves the situation
more intriguingly cloudy than ever. Just why is Kedy “not altogether right”,
for example? If “banter” and “satire” are separedgegories, two halves of an
idiosyncratic whole, how are we to separate thenreiading the texts in
guestion? After all, satire, particularly Poe’steof contains a lot of banter and
his teasing witticisms at the expense of populeticin are often satiric, as in
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“Loss of Breath.” Note too that Kennedy’s main gai@mains unanswered, for
his observation clearly implies his concern thasame way Poe wanted the
text in question taken straight (whatever that repathat at a certain level
banter and satire don’'t come into it at all, wheréarror and nightmare do.
Kennedy felt the former but not the latter; otheaders might well have a
different reaction. Also the emphasis throughoetdéikchange between Poe and
Kennedy is on crude effects, since the humour afs4 of Breath” is pretty
broad. But burlesque is only one of the technigBes uses, and the subtler
effects of parody are arguably more relevant andeniateresting when one
considers his best fiction and poetry.

The fact that Poe’s own practice and his theorketinaditations
comment so intriguingly on literature’s self-refieaness also complicates
things, making representational fiction a parodyaafotional primary text, and
the doomed search for a lost beauty or harmonyatted and flawed subject.
The way that recent criticism has tended to depeette importance of notions
like genre and intention adds significantly to ttretic’s difficulties as well.
Who is this Poe in whose intentions we're interésieinvites us to ask? How
are we to infer them, particularly given Poe’s @iey remark about how he
might have been hiding them from himself? Whatustato they have, even if
they can be discerned? And are they not best underas details in a tightly
woven literary tapestry that implicates Poe’s entieuvre?

I have raised all these questions, not becausenk tiney can be
answered in a short article, but rather to remigalders how many different
things are at play when one sets out to discuds awsubject. In what follows |
propose to shed some light on the issues raisededhoconsidering a specific
case of Poe’s influence on a single twentieth-agntwriter, a case that turns
around this subject of parody and Poe’s style.reisvance for the modernist
sensibility and the European avant-garde havecéttiaa good deal of attention
in Poe criticism, for obvious reasons, and he rtagdy near the top of the list
of nineteenth-century American writers whose wbds been revisited by an
impressive range of twentieth-century writers. Yeant to explore some of the
ways he has been misunderstood or misrepresentisimegard. Sometimes
the limits of the links between him and his twethtieentury descendants turn
out to be as revealing as the links themselves.

If it is hard to calculate writers’ indebtednes$me because we are not
always clear on just what he is actually doing,diféculty is compounded when
the writer in question denies ever having beemanfted by him or — crucially —
claims to have outgrown a youthful infatuation fois work. The work of
Vladimir Nabokov constitutes a particularly intdieg test case in this regard.
For Nabokov is on record as having said both safridismissive things when
asked about Poe’s influence, yet Nabokov oftendaluto Poe, cultivates an
equally recherché vocabulary and distinctive stylakes creating obsessives and
grotesques his life’s work, espouses an aestheig of art, has every bit as
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complicated a relationship with romanticism as faimous forebear did, claims
that intimations of aesthetic order in this wontd hound up with the timelessness
of that order and its subtle manifestations, andgingilarly fascinated by the
problems of conjuring the past and the dead wittd&.d/Nhat's more, Nabokov’s
style, tone, estimations of other writers, and ta&jon for inventiveness have
excited as much controversy as Poe’s distinctiaitigs. In short, given all these
important similarities we should be on the lookfmutlots of parodic possibilities.
For reasons of space | shall confine myself hera taecurrent problem in
discussions of how Nabokovian parody works in ganand what it reveals
about his reading of Poe in particular.

The links between the two writers have been notgd\bBbokov's
commentators for half a century. As early as 188i@abeth Phillips pointed out
the importance of references to Poe in Nabokov&sedierLolita, and some of
Nabokov's most insightful critics have identifiadd annotated the echoes of Poe
in Nabokov’'s work, most notably Carl Proffer, Alddé\ppel, Jr., Lucy Maddox,
Dale E. Peterson, and Susan Elizabeth Sweeney. Fésc argument is, as one
of them puts it, that “parodies of Poe kept reagrithroughout the career of the
Russian conjuror who specialized in producing vemaages of lost love
objects” (Peterson 1995: 463). But | want to artha these critics, as crucially
helpful as they have been, particularly in ideinidy a host of semi-cryptic
allusions, have inadvertently created an errondoywession of just what
Nabokov is doing with Poe’s work and of how he ustinds it.

Peterson concludes that “the purpose and tone lwbld&’s conspicuous
mimicry of Poe remain very much in disputeilfid: 464), without going into the
reasons for this, beyond suggesting that Naboktdigsissive comments on his
precursor should not be taken seriously. A recenstibn of the evidence suggests
that, despite all the references to Poe in thatlremd elsewhere, Nabokov has not
engaged seriously with Poe’s seriousness, andhithatffhand dismissals of Poe’s
work might well have been entirely sincere. Theeeaanumber of reasons to think
that when Nabokov’s invented poet John Shade sdyale Fire“l tore apart the
fantasies of Poe,” he is speaking for his crea@shg does elsewhere in the poem)
and communicating Nabokov's own scepticism abowt'Potherworld and the
devices he uses to create it. Where Poe sees lagbuiyysteries, macabre desires
for total possession, and hideous revelationsragans of studying psychological
and metaphysical questions, Nabokov sees a tendemagiulge in hypertrophied
excess and the ersatz phantasmagoria, a dessergationalism and overwrought
prose. It is hard to write good parody if one’ssseaf the writer one has chosen to
imitate is already a bit of a parody.

The best way to marshall evidence for such asserti® cite some
specific cases. For example, Appel points outttitHumbert-Quilty doubling in
Lolita is a conscious parody of Poe’s ‘William Wilson”etause “Nabokov is
assaulting the convention of the good and evil I'dselves’ found in the
traditional Double tale” (Appel 1970: Ixiv-Ixv). #ough it is true that the
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Humbert / Quilty duality is one of the most intrigg features of an astonishingly
complex novel, and critics like Appel are right goint out how their pairing
relies on and mocks the “traditional Double talejoes not necessarily follow
that Nabokov had Poe’s story as his target or fleasucceeded in writing a
successful parody of it if he did. For such a judget ignores all the intricacies
of Poe’s tale, its meticulously described settitgyself-conscious staging of the
confessional mode, its sexual implications, théredlexive play with Poe’s own
birthdate, the narrator's ambiguous feelings abigitdouble, and so on. Whereas
Appel's comment makes “William Wilson” sound a ke Pilgrim’s Progress

at least insofar as its moral didacticism is conedy the tale is too complex to be
reduced to a simple homily about good and evil.ubfoNabokov and his critics
may have thought that Poe never got beyond churoutgvariations on the
doppelganger tale, a more sustained engagementwhilh Poe actually wrote
might have left them with a better sense of its dlabokov-type subtleties.

Appel also suggests that “Pavor Manor on Grimm Rbadesques
the Gothic castles of fairy tales, Poe’s moulderihguse of Usher, and the
medieval settings in Maeterlinck” (Appel 1970: 438§ one item among three
here, the famous mansion looks plausible enougthignshort check list, and
what better place to try to kill off one’s doubleah a structure whose dark
corridors mimic the owner’'s guilty secrets? Yet revéhe most casual
comparison of the text that is ostensibly beingoged and the parody itself
shows just how misleading such a suggestion can Here’'s Nabokov on
Humbert Humbert's first sighting of Pavor Manorhét sun was visible again,
burning like a man, and the birds screamed in thaadhed and steaming trees.
The elaborate and decrepit house seemed to stankinal of daze, reflecting as
it were my own state ...” And here, by way of compan, is Poe:

“I know not how it was—nbut, with the first glimpsd the building, a
sense of insufferable gloom pervaded my spiritay snsufferable; for the
feeling was unrelieved by any of that half-pleablea because poetic,
sentiment, with which the mind usually receives revbe sternest natural
images of the desolate or terrible. | looked ugangcene before me—upon the
mere house, and the simple landscape features afdimain—upon the bleak
walls—upon the vacant eye-like windows—upon a fankrsedges—and upon
a few white trunks of decayed trees—with an utegprdssion of soul which |
can compare to no earthly sensation more propkdy to the after-dream of
the reveller upon opium—the bitter lapse into edesy life—the hideous
dropping off of the veil. There was an iciness,ir&kiag, a sickening of the
heart—an unredeemed dreariness of thought whichgoading of the
imagination could torture into aught of the subli(Ree 1984: 317).

| have to stop quoting here, never an easy thimptwhen Poe is in full
flight, but that is actually only about half of tipassage in question. (Poe sets
aside six long paragraphs to describe the hou$&/iiliam Wilson” in order to
establish the physical and psychological sceneeh&v that, what are we to make
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of the comparison between the two arrivals at tefdl house? How does
Nabokov's comic imitation play off the original? We really like that “burning
like a man”, which is remarkable for its stark gnzling simplicity (what man?
how is he burning?), and those “steaming treeshaey evocative too, but that
is really that, as far as descriptive inventiverissoncerned. Let's face it: Poe’s
astonishingly intricate and comprehensive depictainhis symbolic house,
replete with a theory of how aesthetic distance damesticate most forms of
terror, some provocative suggestions on the naisaperilous mental state, a
tribute to the shaping powers of the imaginatiorirat that we will soon be
exploring some sort of (drug-induced?) nightmarsiovi that involves the
conflation of identity between characters and thas their senses seize on —
this description is by far the more interestings thore ambitious, and the more
profound of the two. Perhaps we could call the openf “Usher” a proleptic
parody of the passage in the twentieth-century texhe same way th&ureka
contains premonitions of the spacetime of PoinaadeMinkowski, but even that
hardly does it (0Eurekd justice.

Nabokov’'s commentators are in part responsiblghi situation by
consistently giving the impression Nabokov’'s paradyPoe’s work offers a
more subtle and more insightful commentary thamdtually does. This is
particularly true when they use “parody” to implycamplex, literary-critical
type imitation, a study in the use of complex to@ad devices, when what
they actually mean is a congeries of glancing alhssthat occasionally puts us
in mind of the original, however different the twexts actually are. The
reader’s enthusiasm for Nabokov’s genius is suppeésédill in the rest. If that
sounds unduly harsh, here is one of his most hedpics pretty well admitting
that this is exactly the process he is describifgrwhe praisetolita as a
parody of Poe: “The texture of Nabokov's parodymsque because, in addition
to being a master parodist of literary styles, s1@ble to make brief references
to another writer’'s themes or devices which arteimg in effect that Nabokov
need not burlesque that writer's style” (Appel 19%i).° Few leaps of faith
have been articulated so clearly, or with such rngesness. And it is worth
remembering that this comment was made in thedaottion toThe Annotated
Lolita, a text that has served for decadesesde mecurfor students interested
in Nabokov's most famous novel. Hence the very gjuead notion that
Nabokov’s parody of Poe is so interesting, so dewiag and so profound.

A less exciting but | think more accurate accouhthese writers’
intertextual relations is that, like Poe, Naboksvkeen to generate affective
links and to set up resonances with echoes of various titenaodels and
precursors. He chose not to write the sustaindgcb$parody that Appel feels as
an absent presence precisely because he is nos Jayee or Max Beerbohm,
i.e. not a skilled and dedicated parodist but aefistvwith a multitude of other
matters to attend to. He certainly did busy himseth finding what he could
use in other writers, including Poe, and he was aejuainted with the relative
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few whom he praised extravagantly. But he was haipyply to use the rest of
them, bundling many off to oblivion because herid in the end think highly
of their work. That relative lack of interest insabstantial number of writers,
their idiosyncracies and their different approactesvriting fiction militates
against great parody.

The beauty and humour of the Beerbohm sort of peisod product of
his deep knowledge, sympathy and admiration forietims, one that instills the
sense that the qualities of the original have lsssessed at their true value and
found, not wanting, but essential. The same is inugoyce’s bravura tour of
English prose in “The Oxen of the Sun” chaptetigsses In such cases, the
originals actually benefit from the whole exeraigebeing decontextualized, and
the novel is so sprawling and comprehensive thgtelaean take them time
needed for such digressions. In contradistinctibe, treatment of Poe (and
others) in Nabokov’s fiction suggests that Nabokéien used parody in exactly
the way he said, as a springboard, eschewing ttaledk critique in order to
create his own range of complex effects in therdiBve sort of parodic games he
enjoyed playing. Of course there’s no problem vdfieaking dismissively of
authors whom one is temperamentally averse to.abt, fthat is almost an
inevitable occupational hazard for a writer wittosg aesthetic views — think of
all those polemical reviews Poe wrote, for exampleth he and Nabokov were
too busy plundering all sorts of works for what ytheould use to be
comprehensive, fair, or dispassionate in theirssssents of them.

There are other aspects to the argument that resechsideration as
well. Peterson argues — convincingly, | think —ttfar Poe and Nabokov
“genuine art was both a supremely conscious vextiality and the mysterious
utterance of an intuition beyond common sense amdnwn morality” (Poe
466). He goes on to make an intriguing case foir tlubsessive fascination
with reweaving of lost textures of experience” (R&@s8), for the resemblances
between one of Nabokov's early lyrics and Poe’stigp@nd for the centrality
of the “Annabel Lee” allusions ibolita. He is not quite so convincing when he
suggests that “The Conversation of Eiros and Cluarin Poe’s hauntingly
chiliastic account that mixes biblical apocalygioi with scientific specificity —
at one point Poe notes the percentages of oxygeh rémnogen in our
atmosphere before he describes the consequencide @&arth’s inhabitants
overdosing on pure £- is “not so far removed from the fantastic peticeys of
Nabokov’s lyricists and sleepwalkers who superingpose world on another”
(Peterson 1989: 102). In any event, this is panisclaim for “larger affinities
than the obvious play with allusions would suggé¢B&terson 1995: 463). Such
affinities are well worth looking into, even thoug this particular case the
texts in question, their cultural reference poirsd their authors’ modes of
proceeding are so different, that the list of tls@mnilarities seems a little thin at
times. Even if those similarities can be shownéarbportant, they don’t have
much to do with parody in the conventional sensihat term.
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A different way of discussing the question of Pga'esence in a text
like Lolita (and the work of Nabokov more generally) involvefogting a
somewhat more generalized approach to the probdeeording to this view,
the play of echo and quotation, imitation and baing, sweeps up not just Poe
but dozens of writers in a text that constitutefarciful fusion of disparate
voices rather than a detailed commentary on any ianearticular. Thus
Nabokov’'s novel uses Baudelaire, Dante, T.S. EM#eterlinck, Merimée,
Petrarchet al. to remind readers that the events it describes td#ice in a
world of texts that have already been written.

Some versions of this thesis, most notably the ioeaelf-parody
articulated by Richard Poirier and Daniel O’Haraadical parody”, tend to see
such a device as primarily a subversive affair.rioiinsists that parodic
literature “proposes not the rewards so much afirtiies of its own procedures:
it shapes itself around its own dissolvents; itlscahto question not any
particular literary structure so much as the emigep the activity itself of
creating any literary form, of empowering an ideithva style” (Poirier 1971:
27). Reading Nabokov's novel this way entails sgdfoe’s presence in it as
something that helps make it a comic masterpieoe, that, like Joyce’s
Ulysses “makes fun of itsels it goes along O’Hara describes radical parody
as an attack on the notion of an authoritativeglstgext, one that naturally calls
into question the status of the parody itself, Wwhiecomes “a recognizably
self-contradictory conceit of defensive hyperboleatt arises from the
exuberance of critical productivity, as if the pdish were almost beside himself
with self-opposing forms” (O’Hara 1992: 49). Bottitics make a strong case
for the way that this sort of parody has changel fdatures of the current
literary landscape and both postulate ways in wktih undermining can help
us reconstitute some kind of collective or commurision. Frederic Jameson
has famously taken such notions one step farthiéxr i contentions about the
relentless ubiquity of pastiche in a postmodernldya pastiche that he defines
as parody without ulterior motives, “amputatedted satiric impulse, devoid of
laughter” (Jameson 1991: 16). He goes on to dramesdairly gloomy
conclusions about what this means for the futuritefature, which he sees as
propelled by consumers’ omnivorous hunger for nigvahd late capitalism’s
obsession with encouraging that hunger.

Like “death of the novel” theses and their ilk, tlaglical formulations
outlined above are crucial for helping readersee jsist how dramatically the
traditional certainties have been called into qoastand it is of course salutary
to shock those who seek to comfort themselves ynalith cosy notions of the
sanctity of verisimilitude and reassuring qualiteésmimetic literature. Yet the
temptation to cast these new understandings in sachategorical and
deterministic form should be resisted. And the f@ob with using such
concepts to understand how intertextuality fundiona particular novel is that
they tend to deprecate the importance of sped#ciand subtleties, not to
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mention the importance of humour and alternatiterdry histories. For those
who tend to see realistic, romantic and parodicdeesies as a kind of
simultaneous presence in western fiction since 1f#08b, there are still other,
equally useful ways of thinking about this question

In the story we started with, such a reader migét Happy to
acknowledge that Poe sees the excesses of a rentaletiin Blackwoodsand
invites us to mock its pretentions at verisimilidyudeven while he produces a
fiction in which those emotional excesses are iocgpiid, admittedly in rather
desultory fashion. According to this view, Nabok®/ working the same
territory, making casual and intermittent use oéPat least the Poe he knows,
to register his own fascination with the romanticagination and its dark
underside, to acknowledge the limits of language & formulas even as he
attempts to re-energize them. Blankness and dewdlit #0e’s heroes just as
surely as they do Nabokov's, just as surely as theyur own heroic self-
creations for that matter, which makes these v&itattempts to conjure with
such a fate that much more engaging.

The objections to the idea that Nabokov's parodPoé can be seen
as an exercise in sustained and insightful liteaiycism still stand, | think,
but a more flexible, less specific notion of parditly quite well with the verbal
universe that Nabokov’s fiction inhabits. It alselgs explain the extraordinary
variations in responses to both Poe’s work and Kaie. Both writers speak
to our secret selves, the ones that dread deatldiasolution, or are intrigued
by the idea of seductive innocence, or compel uadioit that we sometimes
find the perverse attractive precisely becauss parverse. Yet both writers
make fun of the formulaic ways with which literatunas worked at depicting
such situations and eliciting such emotions. Tl flaat they often do this by
employing narrative voices that are erudite, aldiiy playful, satiric and
duplicitous is obviously another complicating facto

Like Nabokov, then, Poe is one of those writers wdaches us how
exciting it can be to rethink innocence once one feached adulthood, to
reimagine one’s relations to childhood and youtlthim light of experience. He
is very good at making unattractive people hypmdiicattractive by giving
them a power over language that militates agaiasjumging them too harshly
for moral reasons. And he makes the temptatiorskofee-jerk didacticism that
much more resistible. For all these reasons it dusee sense to think of Poe’s
work in conjunction with that of his Russian-Amenic descendant, and to
describe as accurately as possible the extent ichvtabokov's fiction can be
seen as building on what Poe created. Simply thinkiow Poe’s tropes and
special effects comes into play when we try to medwese of a novel such as
Lolita shows how many complex issues their fiction raiaes the complexities
thus generated are made that much more intereftynghe echoes and
resonances that juxtaposing these two authorstatgyisets up.
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In an essay on Nabokov, Thomas Frosch calls thisegs of comparing
two writers the “dialectic of identification andff@irentiation”, and claims that
“Nabokov uses the energies of his style — its paritsl centering of language, its
flamboyant self-consciousness — first against fbigt ©f romance and then in
behalf of it” (Frosch 1982: 183). I'm happy enouaith this formulation, as long
as we apply iutatis mutandiso Poe’s work as well, given the skill with which
he engages in similar play with a range of psydjiold and linguistic
uncertainties. Armed with such formulations, we earive at a more accurate
sense of the relations between these authors.3demee of the critically incisive
parody that Nabokov has often been credited witdsdo be pointed out; the
way that a matrix of resonant resemblances enriobesinderstanding of both
Poe and Nabokov suggests that they will continueetoead in conjunction.

NOTES:

! For studies of how terms such as parody have beéined and of the way satire,
burlesque and travesty have been associated wijthseié Dwight Macdonald,
“Introduction,” Parodies: An Anthology from Chaucer to Beerbohng after (New
York: Random House, 1960); Henryk Markiewicz, “OmetDefinitions of Literary
Parody,” To Honor Roman Jakobson: Essays on the OccasiohiofSeventieth
Birthday, Vol. Il (The Hague and Paris: Mouton, 1967), pp64-72; Margaret A. Rose,
Parody // Metafiction(London: Croom Helm, 1979); and Beate Miiller, d®hrody:
Dimensions and Perspectivesmsterdam and Atlanta: Rodopi, 1994).

2 See, for example, Ruth Sullivan, “William WilsorD®uble,” Studies in Romanticistb
(Spring 1976), pp. 253-63; Charles E. Maggar Allan Poe: A Study of the Short Fiction
(Boston: Twayne, 1991), pp. 97-99; Michael L. BukluGrim Phantasms: Fear in Poe’s
Short Fiction (New York and London: Garland, 1992), pp. 75-7& Poe’s stylistic
experiments in “William Wilson”, see Brett Zimmermddgar Allan Poe: Rhetoric and
Style(Montreal and Kingston: McGill Queen’s UniversiRyess, 2005passim

¥ Many Nabokov critics use “burlesque” and “parodyterchangeably. For example,
Appel writes that “Nabokov is a virtuoso of the wirart of literary burlesque, which is
at best a kind of literary criticism” (liii).
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THE SECOND DEATH: A
E. A. POE'S “THE MYSTERY OF MARIE ROGET"
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Abstract: The present article argues that Poe’s “Mystery @fri®l Rogét”
exceeds the bounds of a ratiocination story ofdiete, straying from its nominal aim
to examine a crime and expose a murderer, focusstgad on the victim’s body with a
manic minuteness that can be attributed to the wtyebsorption rather than to the
detective’s inquiry. Since flesh is made text, wBaipin scrutinises with the aim of
normalising is not actually the body but the telarough the mutilation of the text,
both murderer and woman are engulfed within theteahof oblivion, which is, for the
former, a confirmation of his instrumentality arfok, the latter, a second death.

Keywords: ratiocination, woman’s body, cautionary tale,ei¢ive, pleasure,
patriarchy, normalisation

But the fearful, and unbelieving, and the
abominable, and murderers, and whoremongers,
and sorcerers, and idolaters, and all liars, shall

have their part in the lake which burneth witrefir
and brimstone: which is the second death.
Revelation 21:8

Poe scholarship has conceded with good grace e Mystery of
Marie Rogét,"published in serial form iBnowden’s Ladies’ Companidetween
the years 1842 and 1843, is the least thought-gnogaf the short stories built
around the self-reliant detective, Le ChevalieAGguste Dupin, the ratiocinative
crime-solver who is also the protagonist of the Imumore acclaimed “The
Purloined Letter” and of the rewarding “Murderstire Rue Morgue.” In fact,
“The Mystery of Marie Rogétivas meant as a sequel to the latter which became
immensely popular immediately after its publicatemd brought the author the
colossal profits of nearly $50.00. Encouraged leysiliccess, Poe committed what
numerous critics consider to be the offense of ingita follow-up which
“carries,” as Leroy L. Panek asserts in Imsoduction to Detective Fictigriall
the marks of the typical sequel: loss of energyglwindedness, and confusion of
purpose” (1987: 27). Yet, the short-story has tleeitnof introducing at least two
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essential narrative ingredients for the detecteerg that Poe invented, as Joseph
Wood Krutch writes, “in order that he might not gmad” (1926: 118): the
incorporation ofdocumentsnto the storyline, aiming at validating its figbus
fabric, and the figure of thdetached detectivevho does not have to visit the
crime scene himself to be able to evaluate objelgtialso intuitively, what has
happened there in actual fact. The explanation tf@r concoction of the
documentary narrative and for its first employmienthis story lies, on the one
hand, in Poe’s association with the business ofaziag writing and, on the other
hand, on the fact that he based his narrative oeahmurder case that was
covered by most New York journals for a long periodtime and which
challenged Poe’s own detectivistic flair. The vittof a rape-murder assault, a
cigar-store saleswoman, Mary Cecilia Rogers, besomePoe’s story Marie
Rogét, the lovelyrisettewho works in gparfumerige in the same way in which
the Hudson River is changed into the Seine and ek into Paris, the location
where the detective has already solved the Rue wdomuzzle. Dupin, who
resides at No 33 Rue Dun6t, Fauburg St. Germathgateart of the gritty world
of metropolitan violence, is summoned once agairstted light on a brutal
murder that is exceedingly sensationalised by flists.

It is true that the story of Marie Rogét is not arfiéts kind on the topic
of fierce killing of woman in the fiction of Poe whwas “especially prolific in
creating images of violently silenced women” (Jorde993: 249). In “The
Murders of Rue Morgue”, Madame L’Espanaye is bebdaahd her daughter is
strangled and maimed; in “Scheherazade”, the ssltaifie cannot save her life
anymore by means of storytelling; in “Berenice” afithe Black Cat”, women
are axed and disfigured in irrepressible fits ofndstic violence whereas, in
“Morella,” “Legeia,” and “The Fall of the House bfsher”, some of Poe’s other
homicidal fantasies are translated into fiction. Beth Ann Bassein warns
readers, “anyone searching for relief from the llezft woman in Poe’s tales
should not turn to” these works of fiction, in whithe author's major interest is
“to relegate women to the world of the dead” (1983). However, the depiction
of woman’s dead body, reiterated compulsively tgrmut the tale of Marie
Rogét, is not surpassed in its voyeuristic intgrisitany other writing of his:

“The face was suffused with dark blood, some ofcWwhssued from the
mouth. No foam was seen, as in the case of thelyraén@vned. There was no
discoloration in the cellular tissue. About theotitrwere bruises and impressions of
fingers. The arms were bent over on the chestyamd rigid. The right hand was
clenched; the left, partially open. On the leftsviivere two circular excoriations,
apparently the effect of ropes, or of a rope inentban one volution. A part of the
right wrist, also, was much chafed, as well ashhek throughout its extent, but
more especially at the shoulder-blades. In bringimg body to the shore the
fishermen had attached to it a rope, but noneeeieoriations had been effected
by this. The flesh of the neck was much swolleRdg 1912: 417)

Inspection of bodies will become in later detectiiion a conditio
sine qua norof the genre itselfYet, here it is presented as a typical indiscretion
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of the press that appears to be motivated exclydyefinancial gains. As Dupin
observes blandly, “in general, it is the objecbof newspapers rather to create a
sensation — to make a point — than to further ¢hese of truth” (Poe 1912: 416).
Nonetheless, it is in the newspapers that Dupiresnfor information concerning
the circumstances of the murder, the suspectgdiee findings and their course
of investigation, for all kinds of rumours and splations. His investigative
enterprise largely consists of perusing the Parigiriodicals as he sits
comfortably in his armchair. The story he reads tadsfers via the narrator
proper to the reader is made up of juxtaposed regvesscraps seasoned with his
sardonic display of logic, exactitude, and apathythe privacy of his study,
Dupin examines the multitude of stories with thearresponding storeys of
meaning and listens to the congregation of nagatnices before releasing his
own version, which is insistently revised and aneghdself. He is a reader of
Marie's story, “able to read beyond the surfaceaatae [and perceive the gap
between text and reality” (Jordan 1993: 260), utshconcurrently a narrator as
he attempts from time to time to reconstruct theimi's frame of mind (“We
may imagine her thinking thus: ‘Il am to meet aaiarperson™ — Poe 1912: 416)
or to relate the criminal’'s deeds after he committee murder though he has no
proof to support his account. There are many alhssin the ratiocinative tales at
the detective’s reading competence but the fa¢tRba’s hero is a much-skilled
reader does not make a reliable narrator out of Qivite the opposite, the more
trained as a reader, the less consistent as aotfaet narrator he may be
precisely on account of his awareness of storiesity of effect.” In fact, both
Dupin-the-reader and Dupin-the-narrator are brotmgther in a joint effort to
slow down our reading experience, to postpone tatifigation of a long-
anticipated disclosure that will be never attain@t. commenting upon hard-
boiled detective fiction, Gertrude Stein makesghgprising confession: “l never
try to guess who has done the crime and if | diddild be sure to guess wrong but
I liked somebody being dead and how it moves al¢hg73: 4).

The surprise awaiting Poe’s readers, too, is thgiiiddoes not seem
to be interested in divulging the murderer’s idgntir the motivation beyond
his terrible deed. Instead, and this is what we tirydemonstrate in what
follows, he enjoys “somebody.¢. the woman] being dead” and is preoccupied
with the way in which the story “moves along.”

Hence, the corpse that suddenly bobs up in theeSgipears to be the
only unambiguous act of disclosure in the storginsing the elucidation of its
own import and meaning. It is true that the bodingantly set under the siege
of suspicion: it is thoroughly examined, and theastlly buried, to be
disinterred and scrutinized once again. In ture, diead body, swollen and
mutilated, casts suspicion on everything and ewybon storytelling, reading
practices, writing conventions, narrative voicexial rituals, gender positions,
tellers, tales, and readers. As Peter Thoms consm@ntthe blurring of such
demarcations, “the popularity of the stories of Rmo& his successors partly
derives from this intense engagement with thewdre, in the scrutinizing of
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evidence and interpreting of clues, the reader inesoa detective and the
detective a reader” (1998: 133). Still, in thistmadar short-story, ambiguity is
all-embracing and is augmented by the intertraabferfunctions of narrators
and readers or suspects and victims, besides shartdid relationship between
factual and fictitious. Dupin, who claims “to fueh the cause of truth,”
specifically the truth of woman'’s story imprinted ber body, fashions with the
aid of his friend-narrator the misleading selftpait of a crusader of the mind,
a man of genius who wilpin downthe solution to the moral and narrative
commotion caused by the murderer. Dupin’'s narrdiomks highly of the
investigator’'s brainpower and especially of higghsinto other people’s mind,
for the description of which he employs a symptacatetaphor of bodily
mutilation: “most men, in respect to himself, wavendows in their bosoms”
(“The Murders in the Rue Morgue”; Poe 1912: 338).

However, Dupin eventually brings no murderer tohtjg his
sophisticated ratiocinations, or better yet, miadags, proving either him to be
a dupe or his undertaking a merdupery The reason why Poe’s narrative
conveys the demoralizing perception of loose bortiegdas generated precisely
by this indistinctiveness of the detective’s ané thurderer's narrative and
epistemological function as they both disembody wwman, only that in
opposite directions. The only graspable differebetveen the two is divulged
by the subtle demarcation between repression artdxtual representation. The
murderer mutilates the body of the woman, disfigmiit and giving it to decay;
the detective does not examine the body in itsghitie but fragments of its
sinister image that he finds scattered in each erety newspaper. Dupin’s
action is not one ofputting together of rememberingwhat has been
dismemberedon the contrary, it is a means od-de-structuringwhat the
murderer hagle-structuredbeforehand. The reader eventually acknowledges
the fact that he is to make sense of a provisiordgr which has been attained
through pedantic gathering and listing of (bodjgrts. Dupin takes no interest
in woman’s bodyad integrum as it used to be before the maiming or as it
would have remained had any male intervention Heeestalled. What the
detective actually examines is the body as recordig) through the murderer’s
atrocious desire and the former’'s act of solving thystery does not stand
whatsoever for corporal restoration. Quite the ajtpo it stands for a close
reading of the process of disembodying, whichhm absence of a concluding
moral compensation, is a reiteration of the muitetf.

Detective fiction, as Peter Thoms remarks, “emptessthe potential
comforts of narrative: the apparent provision oflasy of meaning, of a
metaphoric map in time (with beginning, middle, amdl) that seems to tell us
where we are” (2002: 133). The ratiocinative tales customarily believed “to
posit a vision of reason and order not elsewheideat in Poe’s fiction”
(Kennedy 1993: 173). This is definitely not theeca$ Poe’s “Mystery of Marie
Rogét,” which ends with a vague epiphany of thectate who urges the police
to look for a “lonely assassin” and for his boat:
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“This boat shall guide us, with a rapidity whichllwsurprise even
ourselves, to him who employed it in the midnighthe fatal Sabbath. Corroboration
will rise upon corroboration, and the murderer bdltraced.” (Poe 1912: 453)

Such a lax attitude towards the necessary closuee roystery tale,
which leads in turn to the omission of the vill@ntapture, also of the
detective’s well-earned triumph, reminds one ofdh&® classic that owes a lot
to Poe’s tenebrous fiction, StokeMracula, where the punitive expedition
against the devilish foe constantly looses eneithyhe conclusion, when the
killing of the vampire is depicted anticlimactigalas a trivial disagreeable
incident. Since there is no murderer to be revemdde ending, given that Poe
“ignores almost entirely the issue of justice aades little about the social or
psychic causes of crime” (Panek 1987: 24), it mehas the interest of the
narrative lies somewhere else, iia. the bod§/. Poe’s tenacious detective
“fashions the ritual of reassurancébid.) only at a declarative level but, in a
sense, he is the one who has carried the atrotiyoman’s defilement even
further. He examines, by way of the column&énSoleil the victim’s garments
and all other articles that are found on the must®ne with the avid and
gratuitous concentration of the fetishist:

“The dress was much torn and otherwise disordeliredhe outer
garment, a slip, about a foot wide, had been tpmand from the bottom hem
to the waist, but not torn off. It was wound thtemes around the waist, and
secured by a sort of hitch in the back. The drnesaddiately beneath the frock
was of fine muslin; and from this a slip eighteeches wide had been torn
entirely out — torn very evenly and with great cdtewas found around her
neck, fitting loosely, and secured with a hard k@ter this muslin slip and the
slip of lace the strings of a bonnet were attactteglbonnet being apprehended.
The knot by which the strings of the bonnet westeflaed was not a lady’s, but
a slip or sailor's knot.” (Poe 1912: 417)

Apart from these garments, two children discovethi@a woods near
the Barriere du Roule “a monogrammed handkerchiefdring the victim’'s
name. Just like Desdemona’s, the lost handkerdfilfarie Rogét symbolizes
the young woman’s depravity or at least a sortatdlfcarelessness that makes
her move about areas that are as a rule inacoessiblvomef “sites of
possible (even likely) harassment, molestatiomape” (Cahill 2000: 55). That
is why the body has been stigmatised, its scarmbigg the hetero-patriarchal
modus operandin maintaining institutionalised chastity normsiatfisciplining
the différance The fact that scars and bruises as well as tocth szattered
clothes imply unequivocal forewarning of woman’sdiplinary agony is made
clear in Mme. Deluc’'s response to events. On se#iagappalling place that
“indicated signs of a struggle” (Poe 1912: 422\imich Marie was supposedly
abused and killed, the innkeeper’s attention angfely attracted to what is left
of the dead girl's dress “on account of its resembé to one worn by a
deceased relative” of hertbid.). Such aporetic instances as this occur at times
in the short story so as to point to the patridraelvawal that it is woman and no
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one else to be blamed for the rapist's assail. AilCputs it, “the truth
inscribed on woman’s body is not that, biologicalgll men are potential
rapists. It is rather that biologically, all womeme potential rape victims”
(Canhill 2000: 56). Woman is incriminated whenevée dails to recognize
gender as positioning, her body being the site yohim®lic monitoring of
normative gender codes. For instance, when M. Baaugne of Marie’'s many
admirers, is required to identify her body, he ddesn account of having
“found marks [on the corpse] which satisfied himtleé identity” (Poe 1912:
419). On inquiry as regards the nature of these&ksndwe gives the perplexing
argument that “he rubbed the arm and found haindugo(ibid.). Even more
perplexing is Dupin’s conceding that Beauvais “mhave spoken of some
peculiarity in this hair. It must have been a pegity of colour, of quantity, of
length, or of situation” (431). In the Transylvamigastle, Jonathan Harker
examines furtively Count Dracula’s appearance asdogers the strange detalil
that “there were hairs in the centre of the palmhhis host (Stoker 1996: 18).
The discourse of power that describes woman aslimangerior and socially
replaceable will be reinforced in Stoker's novel the perception of both
woman’s and the vampire’s body as correlated wilkiam and degeneracy.

Marie Rogét, with her name’s undertone of “rouget drougir”,
seems to be the one who has no shameergugir de rief), the woman who
disregards limitations and goes beyond the Barder®oule as she defies any
rule and most likely enjoys to roll upoller) in the grass or in the mud,
cheating every person about her true self. Un#l ishfound dead; when dead,
she is identifiable again. Once she ventures aaitdid walls of the confined
feminine space she becomes invisible: nobody séernave seen her walking
down the streets in broad daylight, nobody remember face or her clothes
and that is because she has already been eraseddhective memory. Dupin,
the masculine authority in the text — the man déwafi a body, but with a
brilliant mind — mimics great consternation at yleeing woman'’s invisibility:

“It is impossible that a person so well known t@ukands as this
young woman was, should have passed three blodck®wtisome one having
seen her.” (421)

Since she has endangered her bodily integrity thestonce she has
given up life-preserving vigilance “she is brusquédid open,” in Georges
Bataille’'s words, “to the violence of sexual urge$ie is laid open to the
impersonal violence that overwhelms her from witho(1986: 90). The
physical attack “reinserts woman’s body within thmasculinised circuit of
power because in the specific moments and movenoétiés body are written
the defence of the sexual offender: she was sonrewstee should not have
been, moving her body in ways that she should meehcarrying on in a
manner so free and easy so as to convey an atlicdther responsibility and
self-protection, that is, of self-surveillance” (@h2000: 56). Dupin is the first
to acknowledge the triviality of such an aggressie the one committed
against Marie Rogét, aimed at silencing and disgigy woman. “This is an
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ordinary, although an atrocious, instance of crirdeipin comments. “There is
nothing peculiarlyoutré about it” (Poe 1912: 423). He consequently poiits
the inept belief that woman’s defacement would tvextraordinary occurrence
as the explanation for the inefficiency of policgéstigation:

“The proper question in cases such as this is mghgch ‘what has
occurred?’ as ‘what has occurred that has nevarpet before?" ipid.)

Indeed, the scars on woman’s body indicate a reguthibition and
the whole story reads as a cautionary tale andaessstory of ratiocination. Or
if it still is a story of ratiocination, what itiegs to determine is not who is guilty
of a commonplace crime against a preftisette but who is responsible for a
much more serious offence against patriarchal rijgdor a transgression in
its midst. From this standpoint, Dupin’s effort &ucidate the mystery of
breaking down the bodily structural unity of thergtis meant to recuperate the
textual order of the patriarchal system. The redaoemains a sense of mastery
through the comprehension of the body’'s disfigumremaend of how this has
been done, a mastery of both text and oneself.

Nonetheless, the putrid amorphousness of womarlg goes against
such a reading that addresses “the visible ci@fuinisogynist violence [and]
serves the construction of masculine authority éoblopp Dupin” (Derrick 1997:
67), or at least points towards other, more or ¢esgiguous, modes of meaning
production in Poe’s short story. For instance, oasnot ignore the fact that
rape is first and foremost a sexual crime (in spitd-oucault’s claim of the
opposite), apart from embodied patriarchal violetitat forces gender and
social identity upon the individual. Given that mestoration of order is
prefigured, the proclamation of the detective’simiph over the vector of
disorder is rendered unconvincing by the fact thiat investigation consists
mainly of a repetition automatism. He performs amless ritual of body
scrutiny which brings forth no comprehension andcds the reader to
acknowledge the substantial pressure of libidinduses. Poe’s erotic and
neurotic universe is populated by such heroesDikgin who are, as Simone de
Beauvoir writes inThe Second SeXin revolt against [their] carnal state,”
against “this quivering jelly which is elaboratedthe womb (the womb, secret
and sealed like the tomb)” (1961: 135). Dupin iastantly described as a mind
and less as a body, as a bodiless spirit, yet lisabre occupation invites
something more than mere detachnfemi} to mention that he appears physical
enough to conform to Bataille’s definition: “Whabek physical eroticism
signify if not a violation of the very being... aolation bordering on death,
bordering on murder?” (1986: 169)

The “knowing, evaluative gaze” (Munt 1994: 1) ofeP detective
falls upon the body in a circuitous manner becaihse written text lies in
between his eyes and the object of desire. It ishenanatomised text that he
can survey the violence of the attack in additionthe subsequent rites of
defacement and humiliation that he reproduces tirdus ratiocinative process
of re-murdering the woman:
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“The result of decomposition is the generation a$,gdistending the
cellular tissues and all the cavities, and givimg puffed appearance which is so
horrible. When this distension has so far progiessat the bulk of the corpse is
materially increased without a corresponding ineeeaf mass or weight, its
specific gravity becomes less than that of the maigplaced, and it forthwith
makes its appearance at the surface. But decongposg modified by
innumerable circumstances (...) There are chenmfiaions by which the animal
frame can be preserved for ever from corruptioafichloride of mercury is one.
But, apart from decomposition, there may be, amyg usually is, a generation of
gas within the stomach, from the acetous fermeamtatif vegetable matter (or
within other cavities from other causes), suffititminduce a distension which
will bring the body to the surface.” (Poe 1912: 498

The reader cannot ignore the detectiyelgissancen such instances
of exhaustive reproduction of both the murdererid #he journalists’ acts of
ritual desecration, evisceration, and defacemenBdtaille’s words, “pleasure
is more acute if it is criminal and the more abhotrthe crime the greater the
pleasure” (1986: 169). This constant duplicatiorhofmicidal actions is meant
to dislocate the victim from non-standard pattesh&lentity taking advantage
of her motionlessness for the reason that “a woisamore at a loss when she is
immobile than when she is moving, for she is fixe@ne position, exposed in
her own territory” (Irigaray 1989: 136). By recoung in lurid detail the
dreadful abuse inflicted on the bodihe reader, who is “a subservient
reader/viewer” (Munt 1994: 2), is to voyeuristigakknjoy the spectacle of
punishment, but what he can actually see as adisplay of brutal power over
objectified bodies is the production of a standsdi truth. This happens
because Dupin is not a docile reader himself. WAnemée reads newspaper
articles, Poe’s detective mocks at their authotamboyant and specious
arguments, ridiculing their fake syllogisms. As bldr Bloom suspects, “that
piece of detection largely serves as a framewotkiwiwhich Poe can explore
the question, what constitutes real intelligenqd®87: 66) and, for that matter,
what constitutes aroper story Towards the end of the narrative one gets the
conviction that Dupin is less interested in the demrand in his professed task
of arresting the murderer as his mind grows moggassed in the way in which
the crime has been covered by the press. Througtiwmitstory, Dupin
establishes himself as the authoritarian and aigéabrstoryteller who expels
unacceptable versions into the abyss of derisiohdisposes of both characters
(victim, suspects, and murderer) and other tellehg) are given no opportunity
to make their voices heard. Storytelling is demicé this juncture as deceptive
since, like the body, it has this unequivocal catioa with power; therefore it
makes sense to consider the reading of both thg @od of the text as overtly
infested with its deceitful toxins. Similarly, wieas the murderer acts as a
normaliser of the body (as text), inscribing penalt it through disfigurement
and defilement, the detective acts as a normalifethe text (as body),
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committing, “as a force of surveillance” (Thoms 20@33), analogous deeds of
violence against stories that are not to be aslduch

In the course of the mutilation of the text, bothrderer and woman
are engulfed within the non-text of omission, whi¢br the murderer, is a
confirmation of his instrumentality and, for the mvan, a second death. This
second murder is of greater consequence because¢hghdetective erases in its
entirety is woman'’s story. In other words, if, omechand, we take for granted
the Lacanian aphorism that we repress that whidathns, on the other hand,
we should turn over to Foucault, who says that Kadge is not made for
understanding but for cutting, if we are to graspleast a two-dimension
semantic view on one of Poe’s most intriguing pseagfiction.

NOTES:

! peter Thoms directs our suspicion elsewhieeepn the investigative practice, when
he contends that “this switching of motive from esstible criminal to detective
suggests that (...) we should examine the act ofstiyation itself.” (2002: 137)
2 It may also be attributed an admonitory functiaspart of a cultural set of precedents,
as it happens in Shakespeare’s tragedy. Othelboirafisrs the handing down of
patriarchal customs when he talks about his witgtal indiscretion:
It was a handkerchief, an antique token
My father gave my mother.

Othello ( Act 5, Scene 2)
3 rougir, Fr. (v.) blush, flush, go red
* rougir derien, Fr. to have no shame
®rouler, Fr. (v.) roll up, (fam.) cheat, deceive
® James V. Werner claims roughly the same thingawitipursuing the idea of detective
investigation as erotic scrutiny: “Dupin arrives at clearer understanding of the
situation by ‘removing’ himself from the crime seemand focusing on newspaper
accounts of the crime. Such accounts do not gusgagénuine detachment, though.
Certainly, by ‘reading’ the crime through the meidia of the news media, Dupin
distances himself from the immediacy of the crinm/srwhelmingly violent, complex,
and sensational reality” (2001: 5).
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EMBODYING MEMORY: MEMORY AND GENDER AS
PERFORMATIVE ACTS IN “LEGEIA”
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Abstract: This study makes two arguments, regarding firktath the
performativity of memory in “Legeia” and followintpat, the performativity of gender
inferred from the female body figured as memony.Pbe’s tales, memory functions as
a medium for past experience, being its theatrtherathan an instrument for past
experience (Walter Benjamin, “A Berlin Chronicle”yn “Legeia,” the act of
remembrance, which also constitutes the narratitetakes the form of the narrator’s
macabre re-membering of Legeia’s body, a body titanhately resists the narrator’'s
attempts to confine it within the boundaries of ¢risative endeavour.

Keywords: memory, performative, body, femininity, masquerad

Poe’s tales about women “are about men who nattateinspeakable
remembrance.[...] The memorial act demands a gilurrender to an anomalous
atmosphere where one thing remains certain: thé deanot die. They will not
stay buried. In Poe’s tales these awfully corpogdaists are always women”
(Dayan 1994: 244). Poe’'s women do not however sirfigure as objects of
“unspeakable remembrance,” but embody the funatiomemory itself. That
memory is figured in terms of the feminine in Powgting, or literature in
general, is not saying anything new; in Greek migiing memory is figured as
the Titaness Mnemosyne, who, through sexual inteseowith Zeus, gives birth
to the Muses. What interests me in particular, amdch may yield some
interesting insights, is the significance of memdigured in terms of a
specifically female embodiment. Analysing “Legeibdrgue that memory in Poe
functions as a medium for past experience, rath&n &n instrument for past
experience, a distinction made by Walter Benjamirf'A Berlin Chronicle.”
Benjamin conceives of memory as the theatre whasegxperience is enacted, a
characteristic of memory declared, from the late™ 1dentury on, as
representation. As representation, memory rewitigesext that it makes available
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for rereading (Whitehead 2009: 48), representirtgancopy of an original, but a
version of it. Underlying this is a tacit acceptaraf Derrida’s postulation that
there is nothing outside the text, certainly nagtime mind can gain access to and
measure its recollections against. The singulaeaspf memory as theatrical
space where past experience is enacted (as opposetere re-enactment)
suggests that the act of remembrance is itselfoprdtive, distinct from
performance. In “Legeia,” the theatrical space iniclv past experience plays
itself out is more precisely the female body. Tétisdy makes two arguments,
regarding first of all the performativity of memony “Legeia,” and following
that, the performativity of gender inferred frone tfemale body figured as the
medium, not instrument, for past experience. Ekiday upon Austin's
performative, Butler observes that “according tougfn’s] view of the
illocutionary speech act, the name perforitself, and in the course of that
performing becomes a thing done; the pronounceimdahe act of speech at the
same time that it is the speaking of an act” (Bul®95: 197-198). In a
performative act, “the doing is less instrumerttaltit is transitive. [...] If a word
in this sense might be said to “do” a thing, theappears that the word not only
signifies a thing, but that this signification wéllso be amnactmenbf the thing.

It seems here that the meaning of a performatives & be found in this apparent
coincidence of signifying and enacting” (Butler $994.98). The performative
“brings into being what it names” (Breen and Blufieégh2005: 11).

“Legeia”: embodying memory and narrative compositian

“Legeia” typically begins with the claim to not Ibg able to
remember: “lI cannot, for my soul, remember how, myher even precisely
where, | first became acquainted with the lady l#g€62).! Where the
narrator's memory fails him not, though, is in thexollection of Legeia’s
“person,” particularly her physical appearance. Tiagrator's remembrance
literally takes the form of a macabre re-membewhdier physical attributes.
Beginning with her “low sweet voice,” “her marblerd,” “the lofty and pale
forehead,” “skin rivalling the purest ivory,” “ttemples,” “the raven-black, the
glossy, the luxuriant and naturally-curling tresséhe delicate outlines of the
nose” and its “harmoniously curved nostrils,” thewéet mouth” with the
“magnificent turn of the short upper lip — the safbluptuous slumber of the
under,” the dimples and the teeth, her smile, dxarchin, and finally, but most
powerfully ending his journey across the topographyer face at “the large
eyes of Ligeia” (63-64). While he claims to be atdeecall her person fully, he
is only able to do so piece by piece, member by begpconstructing the whole
of Legeia from her parts. In “Legeia,” “what begiren the level of
representation is worked out in a more tangible @loras these tales’ narrators
first describe in pieces, then become entrancethése, and finally allow the
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pieces to take on a certain power of independént]li.] They give way to a
palpable confrontation with the human body itselfpody that is ultimately
experienced as a vexed and often threatening sejraibsquely severed,
separately functioning parts” (Harter 1996: 25)tr&Bnced by her eyes, they are
allowed to take on, as Deborah Harter suggestsrtaic power of independent
life. Her eyes begin to function “as though ontatadly complete” (Harter
1996: 29), and at the end of the tale, it is thesegf Legeia that leave no
ontological doubt in the narrator’'s mind that thenlg corpse he sees in front of
him is in fact the lady Legeia.

Harter suggests that in Poe’s tales, “some statehofeness, whether
real or imagined, has been lost, and the desiredain this both reverberates
through and determines the narrator's account” tg¢&r996: 30). IrOver Her
Dead BodyBronfen adduces that the death of the woman &isRales is often
construed as a substitutive act, where the deayl &od its associative state of
decomposition and thus physical disintegrationuisssituted with its contrary,
the beautiful body, a process Freud identified &z of wish-fulfillment. In
Poe, this wish-fulfillment takes the form of a ‘tidation of anxiety into desire”
(Bronfen 1992: 63). In the case of “Legeia,” theiaty of not being able to
fully remember is translated into a desire for st ktate of wholeness, resulting
eventually in its realisation.

In Poe’s stories, forgetfulness alludes also tosa bf personal identity,
and the fragmentation of subjectivity. Donald Ringptes that Poe, in “Morella,”
had articulated the belief that personal identi#g wynonymous with consciousness
(Ringe 1982: 142), a conviction he shares with Jobeke, for whom personal
identity was identical to remembering one’s ownt f@aions, and being able to
reflect upon them. In Poe, the inability to rememéind to reflect upon one’s past
manifests itself ostensibly in the fragmentatiorsabjectivity (the doppelganger is
a case in point) and madness, literally the logmefs mind. What thus begins for
our narrator as the anxiety of not being able toerber, the loss of a unified self,
ultimately becomes the horror of having re-membésedvell as he comes face to
face with the resurrected Legeia. This translatfcgmxiety into desire is not merely
diegetic, but also takes place on an extradiedetel; his initial anxiety over
forgetting resolves itself in the completion of tierative, thus imposing order and
stability where disorder and fragmentation had iptesly existed. The resultant
whole, being merely a sum of parts, is of courdhing like the original whole to
which it supposedly aspires. The final image ofdiaghere uncannily resembles
the image Benjamin uses to describe the images evhary, as “torsos in a
collector’s gallery” (Benjamin 1978: 26). The swoifrparts that make up Legeia is
likewise grotesquely “severed from all earlier assions” (Benjamin 1978: 26),
attested to by the fact of her having taken possess a body not her own, but
also by the fact of the bandages that allow theatwr only to view limited
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glimpses of her. She inhabits the whole body of&w, but is known only to the
narrator through her singular parts: her mouthekhehin, dimples, hair and finally
eyes. The “bandages and draperies of the grave's€fve further to fragment the
body of Rowena/Legeia, permitting only parts of tedpe glimpsed. She is Legeia,
as the narrator so polemically claims at the entte@harrative, but uncannily, also
not Legeia, her person, like so many severed limbsihgng a collector’s gallery,
held together by the “ghastly cerements” (77).

This leads us to what is perhaps one of the mastjiing aspects of
the tale, that is, the unshakable uncertainty cggrthe actual existence of
Legeia. The reader is invited to suspect that sinkgms never existed except as
a product of the narrator's heated imagination.sTaimbiguity is hinted at
throughout, and a reader familiar with Poe’s otlverks that feature similarly
forgetful narrators, often inebriated or under beavy influence of opium (as
our narrator is), or simply experiencing statessoéh emotional or physical
distress that they lack presence of mind and éaddin the full confidence of
the reader, would reasonably come to suspect thiatarrator is in fact making
Legeia up. As such, what we read of the narraterisembrance of her may be
construed to be the moment of creation itself, nisoent of Frankenstein's
monstrous creation, as a piecing together of geattend individuated parts. If
Legeia exists simply as a product of the narratonagination then she does not
exist prior to the act of remembrance that constiuhis particular narrative
act. He fantastically conjures up her body withrdgp and if the performative
is that which brings into being what it names, tliRoe’s narrative is indeed
performative. To use Butler's words, we withesseheecoincidence between the
processes of signifying and enacting. Legeia is stoey, and her body the
theatre upon which the narrator's memories unfdlsl.text, her body is the
narrative that constitutes the act of remembraSte. is memory itself, both a
representation of the narrator’'s desired paststaie of wholeness, but also the
medium upon which this past unfolds. The narrat@sembering of Legeia’s
body is thus a literal translation of the act omesnbering itself. The act of
remembering is thus conceptualised as artistic arule, a trope also explored
in “The Oval Portrait,” where the young woman igfally transformed into a
memory, the completion of her portrait marking fieal breath. In this tale too,
it is the female body that performs the workingsnefmory.

The Gothic body: re-membering as spectatorship

| would now like to turn my attention to the remesribg subject,
which, in Benjamin’s characterisation of memonytteeatre, would thus figure as
both the spectator of, as well the performer inmoiy. In his study of the
politics of pain in Romantic fiction, Steven Brulprovides a working definition
for the gothic body which | find to be of use in rayalysis: “the “Gothic body” is
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that which is put on excessive display, and whaskent, vulnerable immediacy
gives the Delacroix painting and Gothic fiction ithieautiful barbarity, their
troublesome power” (Bruhm 1994: xvii). Bruhm’s esfnce is to Eugene
Delacroix’s 1827 canva3he Death of Sardanapalusn analysis of which opens
his study. Without going into too much detail, Inagimply to highlight one of
the more pertinent observations made by Bruhm dagarDelacroix’s canvas:
“What Delacroix has chosen to present is a king whtches others die, a king
who, in the paintingiemains untouchedPoised with seeming insouciance on his
bed, surrounded by riches and lushly attired, Semp@us watches the
assassination of his concubines by the soldierbioftreasonous satraps. The
painting is not about the death of Sardanapalusmsmh as it is about
Sardanapalus’s contemplation of dea#imphasis mirjé (Bruhm 1994: xiii).
Sardanapalus, Bruhm goes on to observe, tempodisgngages himself from
the violence and pain surrounding him, a “poisedtadced spectator” who
“think[s] about pain rather than thinking it [original emphasis]” ipid.: xvi).
The king occupies a “contradictory space buiithin and outsidé [original
emphasis]ibid.: xx) the object of contemplation. He is “an inteal, and yet a
disinterested, spectatoribid.: xiv). His characterisation of the Gothic bodydan
the contradictory space such a body occupies ia¢hef distanced spectatorship
and contemplation, is certainly useful in examirtimg workings of memory. One
of the peculiar aspects of memory is the abilitythid remembering subject to
both thinkaboutits memories, but also to thirk them. Ostensibly, Bruhm's
observations can be drawn on usefully in examiniggnory as theatre, since in
such a case the subject who remembers is botHfarmer, as well as a spectator
in his memory.

The dual aspect of remembrance is the key to Paaisative
technique: in each of the tales, the reader isroatdd by a first person
narrator, who is at once a charagtethe tale, but also a survivor of its horrors,
and therefore able to stand outside of it and tita story to the reader as a
memory. Like the king in Delacroix’s painting, tmarrators of Poe’s tales
perform the roles of distanced spectators thateroplate the re-membered
bodies of their women. Although the narrator rema distanced spectator of
Legeia’s image before him, by the same act thaheefthis distance, the very
act of narrating itself, he also becomes a pahi®imemory of Legeia. To this
end, he occupies that contradictory space of beotg within and outside the
object of contemplation, and is thus an “interestgdt a disinterested,
spectator” (Bruhm 1994: xiv). Now, it is argualihat the remembering subject,
because he occupies the position of the distanpectator, in addition to being
the performer in the theatre of his past experigntteus makes of woman an
object of contemplation, a mere spectacle. Talegtheatrical metaphor to its
logical conclusion, one can however argue thasgectator is only situated by
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the performance that unfolds before him. In otherds, the spectator does not
exist prior to the performance, since the notiospdctatorship is only possible
if there is something to be seen, a spectacle holbgin the first place. But
because the spectator atso the performer, neither does the creation of the
spectacle (of which the performer is a part) tli@aases the spectator, precede
it. What seems clear, then, is the presence girmsty between spectacle and
spectator that neutralises any hierarchical piuig of the spectator over the
spectacle. Having said so, Bruhm’s Gothic bodyjctwhraverses the space
within and without the spectacle, remains a speadiff male body. The female
body never occupies the position of the specthaiarpnly that of the spectacle,
even as the male body oscillates between the twaitias. Where the
relationship between spectatorship and spectadenserned, the gaze is often
“coded as masculine in its objectification of femaictims, and this poses a
problem at the level both of female readership oth@® fiction, and of the
female spectators portrayed within Gothic fictiofWright 2007: 110).
Wright's observation, as well as that of othericsit on the gaze in Gothic
fiction (Wright 2007: 108- 117), resonates with ttlaims of contemporary
feminist film critics, who postulate an active, tmtling male gaze, which
takes pleasure in the contemplation of women atscesbjects (Mulvey 1997:
440). As Bronfen properly points out, in Poe, tublation of gender can be
figured, ironically, “only over a gendered body’r(Bfen 1992: 63).

Even as a product of the narrator’s heated imagimategeia, like
Frankenstein’s monster, resists attempts at beiogtamed within the
boundaries of its creation. If the gothic body isecof excess, in Bruhm’s
words, a “body put on excessive display,” then fiémale body is certainly
excessive. This is crystallised in Legeia who widit only remain dead, but
literally breaks free of the “ghastly cerements ebhhad confined [her]” (77).
Hers is a body that cannot be contained, one thehpes all attempts at
delimitation. This is certainly the case even assee the narrator struggle to
comprehend the mystery that is Legeia, capturedifggly in her eyes, at the
start of the narrative: “And thus how frequently, riny intense scrutiny of
Legeia’s eyes, have | felt approaching the full\tezlge of their expression —
felt it approaching — yet not quite mine — and steagth entirely depart!” (65)
His failed attempts to know her, to capture sonmgttif an essence of Legeia,
also account for the excessiveness of imaginatingdage used to describe her.
His piecing together of her, member by member,ideyadetail, recalls in part
the kind of ratiocination performed by Poe’s fanastective Dupin. Where
Dupin succeeds in solving his mysteries, our narrat course fails miserably,
and can only leave the reader with his deferredesgons of her. This excess
of the gothic female body might be construed imkeiused by contemporary
feminist film critics, as a form of masquerade, ethiflaunts femininity, and
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holds it at a distance (Doane 2003: 66): Womas$irie a mask which can be
worn or removed. The masquerade’s resistance t@pial positioning would
therefore lie in its denial of the production ofmi@inity as closeness, as
presence-to-itself, as, precisely, imagistic. [..NMlasquerade [...] involves a
realignment of femininity, the recovery, or more@ately, simulation, of the
missing gap or distance. To masquerade is to metuéaa lack in the form of
a certain distance between oneself and one’s irfibige).

In short, the woman uses her own body as a disgDisane 2003: 66)
to represent herself as image, thus deliberatedkieg an over-presence of her
image. Such masquerade “is aligned with the femmwald and [...] is
necessarily regarded by men as evil incarnatg By..destabilizing the image,
the masquerade confounds this masculine structutheolook. It effects a
defamiliarisation of female iconography... a typeepresentation which carries
a threat, disarticulating male systems of viewifigid.). Because masquerade
manufactures a distance between the woman andragei while giving the
illusion of proximity (woman as image for the congation of the male gaze),
masquerade in fact masks or hides nothing. Hidotging, masquerade may be
conceived as a performative act. Its success alttelepends on the illusion of
closeness between the “performing and the thing'd@Butler 1995: 198), an
eradication of distance between woman and her fgigtion as woman.
Masquerade succeeds where the female, adoptingctare gyaze, looks at
herself, and constructs herself as image to disdatie male systems of
viewing. | argue that this is ostensibly the casé'liegeia,” whose narrator
finds himself locked in a battle of gazes, captusedcinctly in his intent
scrutiny of Legeia’s eyes. Her eyes exert a cerpgiwer over the narrator,
hiding a secret knowledge he “was possessed wpidisaion to discover” (65).
As Karen Weekes suggests, Legeia is “the only feriraPoe’s tales or poems
to triumph both over death, and, more significagntlyer her narrator” (Weekes
2002: 158). But more than simply Legeia’'s animayesethat appear to
confound all the narrator’'s attempts at contairtieg within the sphere of his
knowledge, to hold her within his gaze, it is theaf image of Legeia’'s
possession of another woman’s body that conveyexaess of femininity.
Weekes reads the scene of revivication as theglerugetween “the ‘Dark’ and
‘Fair’ Ladies of Poe and crystallises the symbolisfrhis two female types”
(Weekes 2002: 159). What the narrator confroniseigeia/Rowena is thusvo
women in a single body, a result of a doubling epresentation, “a
hyperbolization of the accoutrements of femininitfpoane 2003: 66) that
characterises masquerade.

As femme fataleLegeia also disrupts the pleasure that comes tivth
realisation of desire at the moment of narrativeswle. According to Bronfen,
Poe’s “first premise is that all works of art shibldegin at the end, that the
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inanimate state of resolved narrative tensionsasitial point for the composition
of a story: ‘only with thedénouementonstantly in view [can we] give a plot its
indispensable air of consequence, or causatiorattDes, then, from the start
integral to his notion of poetics, since the innidedescribed, the tone used to
describe them, each draw their poetic power and tbgitimacy from a pre-
determined, inevitable return to the inanimate’offen 1992: 61). Bronfen is
referring here to the death of a beautiful womanewaent that provides the initial
point for composition. But what if, as Dayan notkg, dead refuse to stay dead, as
is the case with the women in his tales? Weekasearthat Poe “us[es] females
merely as a means to a (male) end” (Weekes 20@):,1dut while he idealises
their vulnerability in his poetry, the women of figion are shown to “have more
strength and initiative than the delicate modelkisfverse” (Weekes 2002: 148),
because of their capacity to live beyond the gravgut more than merely
challenging the feminine ideals of delicacy and kmeas, women who refuse to
stay dead, like Legeia, become a disruption tcatiger resolution, destabilising the
“sense of unambiguous stability” evoked by the tesgjality of [Poe’s] narrative”
(Bronfen 1992: 61). As previously suggested, tiwvifecation of Legeia may be
construed as a final realisation of the narratoesire for some lost state of
wholeness. What he encounters is however not Bisedewholeness, but a mere
monstrous piecing together of severed bodily palttsiarrative serves to impose
order where chaos had previously existed, the yledhat narrative closure offers
is cruelly denied the narrator of “Legeia.”

In spite of the power her eyes apparently assat the narrator, one
cannot ignore the fact that, as the creator ohtreative, it is the narrator who
wields control over “those large, those shiningysth divine orbs” (65). Any
resistance that takes place in the narrative iensgily negated when we
consider the narrator's dismembering of Legeia’®sefrom her person,
effecting a reversed castration of sorts. TerreMetheson suggests that our
weak-willed narrator may in fact be resentful ofge&’s strength of character,
her control and power over him (likened to thataofmother’s over her child,
perhaps even that of a phallic mother’s, which wWaxXplain his desire to return
to this original state of unity with the motherdig), and in his resentment, or
perhaps fear, murders her (cf. Weekes 2002: 199¢. removal of her eyes
might then be symbolically read as a castratiahgeia form of revenge for the
emasculation he suffered under her, or an attempgappropriate for himself
her phallic eyes. Having said so, his attemptspptapriation arguably fail as
well. The eroticisation of the female body in dbjectification through this
hybrid male/female gaze fails to deliver its fimbment ofjouissance as the
narrator is seen prostrating before her feet atlibee of the tale.

But whether Legeia ultimately triumphs over theratar, or is finally
subsumed by him, or is simply a representation Rde's ideal of himself”
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(Weekes 2002: 160) is not as significant as whaesdlreadings offer about the
possibility of conceiving of femininity as a penfoative act in “Legeia.” In the
first place, memory as medium, as mere inscriptiayyred in “Legeia” as
female embodiment, brings together representatimhbady in a relationship
that destroys the hierarchy between “the perfornaing the thing done” (Butler
2995: 197), where “the performing” might be coneeivof in terms of the
instrument, and “the thing done” its ends. Not rherstrumental to
“enlarg[ing] the experience of the narrator, hawer’ (Weekes 2002: 148), the
female body here embodies his very experiencest, NBg suggestion of
masquerade as a deliberate strategy to resist @tean containment by the
male spectator, also points to femininity beingmiask which can be worn or
removed” (Doane 2003: 66), one which, when wor@tsgically, gives the
illusion of preciselynot being a mask, but femininity itself. In other nds,
where masquerade is concerned, one is no longertabiell the difference
between a “real” woman, and a representation of Wéiile | don't entirely
dispute the commonly held view that Poe “neverytmitote about women at
all, writing instead about a female object” (WeeR€92: 150), | do think we
should acknowledge the occasional resistancesdriszew put up. To this end, |
am more inclined to agree with Dayan’'s view thabéR reconstructions
depend upon experiences that trade on unspeakggages between men and
women, human and animals, life and death. Poe atfaliély undermines the
taxonomic vocations of male supremacy and thugbatés to it a troubling,
ambiguous vitality” (Dayan 1994: 244). This troulglj ambiguous vitality is
not merely an effect of the challenge posed to rnddals of what constitutes
femininity, but an effect of destabilising the widgntity itself is constructed.

NOTE:

! All quotations from “Legeia” refer to the 2003 #di of Edgar Allan Poe'3he Fall
of the House of Usher and Other Writirflgg Penguin Books.
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A FACE SI A DES-FACE LITERATURA. PROZA
SCURTA A LUl MIRCEA NEDELCIU SI MAESTRII SAl

Simona ANTOFI,
Universitatea ,Duiirea de Jos”, Gala
simoantofi@yahoo.com

Abstract: Mircea Nedelciu's short-stories display a textstalicture inserted
by its own meta-textual hints, defining itself ag@vert Postmodern literary poetics /
poietics. Thus Nedelciu's texts may be interprdtech two points of view at least. The
first would be the parodical discreditation of d#&ure and critical discourse as well as
of the existential pattern promoted before 198% $hcond reading perpective would
focus on the literary text as meaning-producingigravithin the writing domain.

Key-words: literary poetics, textual structure, parody,icat discourse

Pe modelul parodiat ak&zisei manifegti culturale de tip Céantarea
Romaniei se constryiee, Tn textul lui Mircea NedelciuMaistrul llie llie
Razachiesi da concursul un desvésit antimodel de poeticnarativa. Dincolo
de ,kitsch-ul fira limite al «animatorilor culturali»s” si de recicirile, obisnuite in
scriitura postmode#; ale paraliteraturii, cgi ale literaturii Tnsg, textul lui
Nedelciu propune un personaj cu velgiartisticesi chiar scriitoricati, oricand
gata &-i faca concurem - sau 8- detronezesi sa-l ia in rds cu aplomb — pe
autorul prigsit pe undeva, prinesitura naratid. Sub semnul ambigdtii de
structud si de semnificdi, personajul llie llie Razachigiidovedate apartenga
la lumea mohorat — cegia antedecembrigt pe care o invesate, totyi, o
colorea cu apetitul 8u urigg pentru formele vulgarizate ale artei, pesiesul
tuturor, darsi la o practi@ semnificani — naraiunea postmode#in- in tesitura
careia se insereédduditi literare preexistente, de discurs critigeizat etc.

Pe aceasta din uthpersonajul o actualizeazi o disloc intervenind
in partile ei eseriale, prin semnele intensei partigipla facerea aanii — din
vorbesi din literatuti, puse Tn sceincu dezinvoltui — semne convertite, pentru
cititorul avizat, in mrci ale maliiozitatii auctoriale.

Un nou mod de a face literafuse insinueag cu un evidenparti-pris
auctorial, In defavoarea — sau cu excluderea +w@utdntradiegetic, pe numele
lui Mircea Nedelciu. Dedublarea - prin actorializar plasare sp#o-temporai
intradiegeti@ — a autorului devenit persongj faptura a textului este, Tas
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infirmatda prin accesul lui Mircea Nedelciu la subsolul péigiscrise.
Recuzéandu-se ca atare, autorul revine Tn sctitaragent prim al deconstruirii
literare realist - clasice sau, de ce nu?, realisbcialiste, rediremnandu-le,
amandurora, componenteje instrumentarul &re o insolif (re)construire a
vietii Tn / prin literatus si a literaturii pe coordonatele unui (anti)personaj
insolit. llie llie Razachie are, deloc intarigr, un nume cu rezongnbabhicesi
un prenume repetatiwia, tocmai de aceea, i se atenddarta refereqiala si
putinta de individualizare a personajului. Pe dé plarte, iterdga ar putea fi
consecim vreunei licori bahice — razachia sau alta -araiamplicare in val-
vartejul creat de aceshe manshowsi justifice, oarecum, goana (ne)inspirat
prin literatus a personajului.

Iintreprinztor, llie lie Razachie pune la cale o serie ghitori
literare tematice, pe care le dirij@aau ména ferma cunos#toruluui, rapsogi
artist al poporului de a@tat. Atoatecunostor, llie lie Razachie parodiaz
idealul comunist abmului noy maistrusi maestru al figunii pe care o creeaz
prin scriituéi. In fond, pastiand procedeul textual al manuscrisuldisit
naratorul reproduce secwendin Tnsemirile lui llie llie Razachie, dsate Tn
posesia bibliotecii din Sovata, la plecarea dintist®, propunandsi
deconspirand, in aceldimp, un pact de lectari convenia care-l poatt

Lisat 4 alead intre a da credit sau nu literei scrise, adig llie llie
Razachissi naratorului, ca martor al existen manuscrisului, cititorul girunde
intr-un teritoriu al multiplelor mezalia®, al unui ,amalgam de structuri
mundanei structuri discursive® de proveniete diferite.

De altfel, textul debutedizcu o secvef, in poziia tipografid a
mottoului, care reproduce un fragment dintr-un texagalian: ,Pulpa de vl
reprezini natura, lucrul Tn sine; ¢itul lui Gherea repreziatspiritul nostru; el
nu poate face alta decéttsie felii, mai mult sau mai pun suhiri, dupa cum e
mai mult sau mai pgin ascuit, mai dibaci sau mai stangaci manuit. #ato
felie, a tia cat de multe, nu vagica a pitrunde n esaa pulpei de \tel. Dup
fiecare sietura ne vom afla in f@ altei suprafe: pulpa de el nu va voi § ne
arate decat supraée ascunzandg- sistematic sinele, sa incat, cand vom
ramanea pe farfurie cu cea din drbudcitica si cu ciolanul in ma#m ne vom
gasi tot In faa unei suprafe.” Reaezarea scriituriii a vigtii conform acestui
model respedt structura feliat a realitii postmoderne, iar naianea se
repliazz ntr-o ,perpetd explorare a suprafelor, in care se intersectéaz
fictiuni anterioare’i ,fragmente decupate din redl.”

Organizarea pe secwena nargunii mertine, ing, in structura de
suprafga, iluzia realisi, susinuta si de aparenta deslrare organizét
(crono)logic — &ci o istorisgte personajul — a faptelor, dar deconsirunc o
da#, prin inserarea unor secvyerde o cu totul atnatus, fragmente presupuse a
fi fost extrase de autor dintr-o publigade limki france#, Actuel Insi citatele
sunt cand in limba roméncand in limba francéz cand mixtesi actualizeax
colajul postmodern, adunand infonialin toate domeniile, aacor relevam
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pentru poetica textului in disge rimane deschisnegocierii. Totodat autorul
reface un model de scriitliF si preia 0 mia esteti@ — cel caragialian, in care
inventia gazeireaséd a la maniere déace cu putiti suprapunerea a dbgoduri

si a dow convenii de scriituii: literaturagsi proza jurnalistia.

Dialogismul bahtinian, reinterpretat postmodernregiseste tntr-un
text care ,arat ca un colaj cubist din obiecte, vopsgeé&iieturi din ziare, unde
what you see is what you gét

Ca urmare, un (anti)model de comentariu literarcartat de
platitudini, pe calapodul discursului critic izvor&din comandamentele
realismului socialist, plin de gyeli grosolane de ortografie, este deconstruit
prin comentariul naratorial ce-l Tnggte: ,Zic acestea, iubi ascultitori si
iubitori a-i literaturii, intrucat noi nu vom puteeuprinde sau parcurggezitare
retorici intre termeni la fel de exaci la fel de inexpresivi, sintd@xcorecs,
ortografie care incepe nejustificat scataie) decat o infing particia din opera
acestui titan al literaturii noastre n@nale si Tn buni masurg interngionale.
Expresia ¥ buni masurg» este evident cheia frazei de mai sus; tautologia
«infima particica» trebuie acordat cu pledoaria pentru titanismul lui
Sadoveanu care va urma.”

Toposul umilinei, rasturnat, il plaseazpe autor, in ambele sale
ipostaze, cai pe cititorul avizat, programatigi ostentativ in afara literaturii
scrise de, desprg pentru mase: ,Deci, deasistema e felurit [...], noi, Ilie
Razachie, ne cerem scuzeru putem fi la fel de feluiii Trebuie, fatalmente,
si ne ksam zdrobti.”

Reeta unui astfel de comentariu critic prilejieeatat luarea in deradere a
~monografiei neamului romanesc” — cu seria de gencare o ingeste ntr-un
discurs critic de factérrealist — socialigtcu puternice conatida nationalistesi cu
iz populist, casi persiflarea metaforei — cheie a realismului shefidn: ,Si iata
acum o propoze care definge totalitatea Tn literatarsi culmea «oglinzii purtate
de-a lungul unui drumsxSi dupz peste 6 decenii de activitate, timp in care asscri
nemuritoarele sale povestirgdand prin ele monografia neamului romanesc de la
Thceputurisi pang in jurul datei de 19 octombrie 1961, la orele tnitiega, cand
se stinge din vid, Sadoveanu ai$at Tn urma lui 0 monumendabpet: de peste
100 volume, care vaithui peste veacuri.»”

Veleitatile artistice si slabiciunea Iui llie llie Razachie pentru
literatud, nu in formele ei rafinate, ci in acelea larg adute, pe care
personajul le poate exploata in folos propriu, m&cfiu pe fondul banal al
micilor escrocheriifcute pe seama nunii@r pe care personajul ii fotografiaz

Colajul, impresia de improvize care semnifig, fungioneaz atat la
nivelul construgei personajului, pe muchia dintrealitatea ca imaginand prin
literatura si literatura ca form@ de existeri, catsi la nivelul structurii de
suprafad a textului. Extrasele dinActuel arat ca ,preocuparea pentru
«naturalizarea» inserturilor nonfictive este mi#lifn cu atat mai mult cu cat
toate extrasele podrsuspiciunea de fionalitate. O ,estetica fragmentulugi
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a discontinuitii” urmaireste ,si submineze iluzia realistprin fragmentare”
exhibanduwsi instrumentele;,Lacan, Derrida si Barthes, la sémiologie et le
psy... Godard toujours sensible, réalise des fittasséchés, collages et plans
fixes” — Actuel 1974, sayOn ne pense plus. C’'est encore une idéologie”, ,Se
mai speti Tn O.Z.N.-uri. Pentru igrea din crizi prin progres, pentru a uita de
petrol, de foametg desomaj.” — Actuel,’78 —’79.

Tn acest context, maistrul llie llie Razachieside pragul pensiafrii de
la I.D.M.N.S.G. Bagu — sigla trimite la o intreprindere ficlivcasi personajul
nsui — ca “om de cultdi” autodidact, beneficiazde oferta gratuitde odihi
“In diverse stguni climaterice dirtara noast”, “avandu-se in vedere bogata lui
activitate cultura.” Bun organizatosi cu spirit de iniiativa, llie llie Razachie,
caresi-a comandat dauranduri de arti de vizita, in limba roméaa si intr-un
amestec insolit de franceg de germaa, se poate numi, figi cu maliiozitatea
subtextua a naratorului,maitre adi@ maestru spiritual, cel aiia i se
incredineaz, de obicei, educarea componentei spirituale acomunititi.

Ca urmare, in manuscrisul—jurnal al manifgkir artistice organizate,
patronatesi performate de personaj, apare, in sifitelesigur, prezentarea a
dowa “seri literare” de culturalizare a maselotSeara literara (MIHAI
SADOVEANU) pe 5 octsi acum «Poezigi umor», agiuni care se incadreaz
in principiul fundamentalsi implicit Tncadrandu-se in eda a doua a
festivalului cocurs CANTAREA ROMANIEI de culturaliz a maselor largi.
Asta a fost scopuli intervia noaste, cunoscand & aici In staiune sunt sogi
cetiteni din mai toate judele tarii, care, pe lang tratamentul respectiv, au
nevoie de o destindere, de o delectare, ceacecke rfai picutz odihna, fiind
cum se spune o VACAMN ACTIVA. In ceea ce priwte alaituirea materialului
ce vil (tot sic!) prezedtm, am @utat i Tmbinim vechiul cu nou n aft
considerand & sunt cefreni de varste diferite;i poate @ vom putea satisface
intr-o buni masura, exigepelesi gusturile tuturor.”

Jocul acesta ntre a fi - prin cuvant face — prin cuvant il transfoém
pe llie llie Razachie intr-un motor ep§t intr-o instama a textului ce face
concurem autoruluisi-l provoacé mereu pe naratorul duplicitar in spusén
atitudine. Mai mult, manuscrisul redactat de peaggervate unei demonstti
coerente, in pofida distorsiunilor provocate deimed) malitios — parodic al
textului, asupra a ceea ce crede autorul — ceadiegetic — & ar trebui § fie
proza literai postmoderi. Asa se face & “decupajul aleatoriu din real,
diseminarea de formg limbaje, trecerile brgte de la nivelul extradiegetic la
cel intradiegetic, [...], anularea graeii dintre realsi fictiv sunt doar céateva
dintre procedeele utilizate de prozator in vederecvirii discursului narativ
la lumea pe care o transcsietranscriind-o, o imagineaz®

in aceast lume a suprafelor si a suspenidtii ierarhiilor “Salvador
Allende moare cu arma in m#&n “Le prix du pétrole commence & montes”
se desfsoari “CANTAREA ROMANIEI de culturalizare a maselor Idrgiar
llie llie Razachie se deiituie intre“Du-ma mand la ...Sovata / &l cunoscsi
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eu pe tata’si “In primul squ volum NEDELCIU / Ne plimbprintr-o curte
interioard / In cel care urmeatzar fi cazul / G ne mai scoatsi nirel pe-afati.”
In felul acesta, cotidianul cel mai bangllivrescul coexist n cadrul unei
scriituri care §i deconstruigte Tn permangs vechile tipare.

lar autorul, dublat de ipostaza sa intradiedetic pune acesteia la
dispoztie subsolul paginii pentru a-i mumi maistrului llie llie Razachie
pentru epigrama cam stangace pe care i-0 dle@ievenit, paial, “efect al
textului €iu”, autorul se joat inteligent cu ipoteza barthesiara morii
autoruluisi lasa scriitura Tn grija scriptorului, cel care estedgusul produsului
siu: el este o mobilitate intrascriptuzaPl

Céat despre llie llie Razachie, se intoarce in Itatah de bgina,
Scoteni, si, chiar dad, dum cum pretinde, a fost plecat “cu Céantarea
Roméniei”, este luat la rost, prozaic, pentru nearea unei datorii : redactarea
unei cereri in schimbul unei damigene de vin.

NOTE:

! Mircea Girtarescu,Postmodernismul romaneddumanitas, Bucugs, 1999, p. 418.
2 Carmen Muat, Strategiile subversiuniiParalela 45, 2002, p. 243.

® Toate citatele au fost extrase din Mircea Nedel€roz: scurti, Compania,
Bucurati, 2003.

*|dem p. 244.

® Mircea Girtarescu,op. cit, p. 413.

® Adrian Qoiu, Ochiul bifurcat, limba sge, Paralela 45, 2003, p. 95.

" Gheorghe PerianScriitori romani postmoderniEditura Didactig si Pedagogig,
Bucureti, 1996, p. 206.

8 Carmen Muat, op. cit, p. 247.

® Adrian Qoiu, Trafic de frontieti. Proza genergei ‘80, Paralela 45, 2000, p. 27.
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_ MODERNITATEA ROMANEASC A,
INTRE OPTIMISMUL CANONIZANT Sl
EZITAREA SCEPTIC A

Mariana BOCA,
Universitatea Stefan cel Mare”, Suceava
mariana_boca_ro@yahoo.com

Résumé L’étude présente une vision critique sur la r@wrcanonique
originaire de la modernité roumaine, construite pagen Lovinescu dans I'horizon
d’'une mentalité philosophique et culturelle profemmént contradictoire, qui hésite entre
I'optimisme révolutionaire et le scepticisme réfista.

Mots-clés Modernité, modernisation, canon, narration cagoei

Intoarcerea la Lovinescu in anul detigr009 este cu sigurgrfrustrand,
dar obligatorie dacvrem & intelegem ce s-a intamplat in secolul XX cu cultira
literatura roméai, de unde vin implinirilgi marile eecuri. Eugen Lovinescu ne fas
mostenire primanaraiune canoni@ despre modernitatea romanéadeste chiar
povestea originaf a modernizrii Romaniei si a naterii modernismului literar.
Poveste originérpentru & sublimeai toate incefarile fragmentare ce au anticipat-o.
Poveste originarmai ales irspentru & n ea se reflegti din cAmpul ei tematic, pe
cat de generos, pe atat de contradictoriu, se tvate celelalte poyt sau lecturi
sau ipoteze asupra modeitiitromanati, fie ci sunt de natdrcanonié@ sauanti-
canonid, fie c Tsi propun 4 il continue pe Lovinescu sau se despart de Laxines
fie cd recunosc ori nu originea lovinesciagl revendi@ o alé origine, fie @ sunt
corstiente de aceastorigine epistemologi¢ sau pursi simplu au uitat-o. Este o
poveste in doi timpi, indisolubil legadeoarece mesajul ultim, figura gandirii lui
Lovinescu, se edificprin colaborarea améandorura. Lovinescu a gafditjdmsatati
de n&isuid: modernism #ra modernizare nu exist Ca 4 construim o identitate
modernismului estetici literar, este obligatoriu as vedem cum funoneaz
modernizarea sociabh Romaniei secolelor XIX — XX dad lumea romaneass-a
asezat definitiv in modernitate.

Asadar, inlstoria civilizaiei romane moderng¢1924-1925), Eugen
Lovinescu vorbgte despre cauzelg protagonstii modernizrii social-politice
si economice, pentru a extrage legile structuradepabcesului, legi descoperite
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si autoritar formulate Tn vederea legitifi modernismului literar-estetic. Cu o
anume tristge lucidi, nelipsit de gustul revoltesi al dezamigirii abrupte,
suntem constrgnsa recunogtem @ traim si azi In miezul proiectului canonic
lovinescian, atunci cand citim textufits fondator:,in veacul si de la locul
nostru, lumina vine din Apus: ex occidente lux! d?esul deci nu poate
insemna, pentru noi, decat fecundarea fondulyional prin elementul creator
al ideologiei apusene...Sentimentul irepresibil al cititorului actual ingat Tn
naraiunea lovinesciah este & proiectul moderniiti romanati, Tnchegat
epistemologic acum ceva mai tppu de un secol, dar Tnceput efectiv dnc
dinainte de 1848, este neconsumat. Energia sa quakenu e nicidecum
incheiai. Analiza textului lovinescian ne poate ajusaiigtelegem mai bine ce
ni s-a intdmplat de faplstoria literaturii romane contemporan@926-1929),
al doilea timp al nataunii canonice lovinesciene, beneficiazle energia
teoretico-conceptualizahtacumulai din prima cartesi, tesand o lectar
analitica meticuloas a textelor literare de la st#ul secolului XIX si Tnceputul
secolului XX, inventeazspaiul originar al modernismului literaturii romane.
Liberal prin formaie si convingeri, nutrit apoi din idealurile
Revoluiei Francezesi ale iluminitilor, Lovinescu, inlstoria civilizgiei...,
instaleaz ferm in limbajul intelectual roménesc conceptul deilizatie
modermi si conceptul demodernizare vorbete desprenodernitatea burghéz
revoluionara, opus forrelor reagionare pentru a impune strategic asimilarea
unei semantici social-politice tiade care exista desiuheincredere, adeseori
agresid la 1924. Convingerea lui Lovinescu este modernitatea sociale
asezati Tn Romania interbelicsi ci expansiunea ei este de neoprit. Aceast
prima delimitare ficuta de canonul lovinescian ia forma unui discurs ojsim
uneori chiar cu tge triumfaliste, dar tonurile sale se complicegteptat in
judecareatradiriei romangti si in formularea concluziilor, acelea care
deconspii diregia de adancime a gandirii lovinescine. Radicalisipotiiei
fata detradirie, dublat, paradoxal, de ezitarea lui Lovinescusia moderniitii,
greu camuflat, miscarile retractile si duplicitare din concluziilelstoriei
civilizariei... se amplifi@ semnificativ pe teritoriul literaturisi dezvol& un
orizont discursiv pus clar sub semnul paradoxsildl contradigiei. Inca din
neasocierea diregtin titlul cartii, a literaturii roméane cu termenaiodernsi de
la ogtiunea ambiguizatitpentru formulditeratura contemporai se transmite
neincrederea de fond a lui Lovinescu in existesn functionalitatea unui
modernism literar romaneasc fEomerautonomgi nu ca suré incurajatoare
de opere moderniste. Apoi evitarea cu tactite-a lungul celosase volume, a
unei asuriri frontale in discurs a ceea ce Tnseanmmodernism literarsi
modernitate estetico-filozofic (dincolo de dmuririle fragmentare, foarte
retinute Tn detalii, dar intotdea@isemnificative) instaleazmodernismul literar
romanesc intr-un imaginar critico-narativ viziomain intuitiile teoreticesi prin
demersurile conceptualizante, dar marcat de insuabde contradigi
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genetice, minat Tn exetuil critic de incertitudini esteticg convulsionat de un
militantism estetic inegal cu sine. Sintetizandpsate spune simplu: discursul
critic lovinescian aplicat literaturii nu reeste decéat paal si dea corp analitic
vizionarismului acumulat din studisil intelegerea moderiii sociale. Dealtfel
Lovinescu avertizeazsubtil si sceptic Tné& din Istoria civilizgiei... ca progresul
civilizator nu asigut si nici nu condiioneaa formarea uneidentitifi culturale,
dependert numai de hatura pesonalitfi si de individualitatea etni@’. Tn
timp ce crede in modernizarea rap@ Romaniei, Lovinescu se indgie cu
grija de a nu fi agresiv In discurs, de capacitatgaernismului cultural
romanesc de a fi mai mult decat un fenomeémitativ’, in sensul unei
creativititi subordonate adapti modelelor occidentale la datele etnice
specifice. Privind adri Tn urmi intreaga literatdr romard a secolului XX, fi
dam dreptate lui Lovinescu sau n@§P apoi, cum a influetat scepticismul
lovinescian pozionarea discursului critic fade literatus?

Inventand fea hermeneutica modernismului Tn variahtomaneast,
Lovinescu ii d o natuii paradoxal, pentru & pune Tn miezul &1 o dualitate
antinomic: temeritateversus ezitare. Figura progresist-regresia gandirii
lovinesciene tutele@izpe cat de silgios, pe atat de autoritar toate aventurile
modernismuluki postmodernismului romanesc. tkaand temerar ca reflector
si modelator al atitudinii romane fata de modernitate, naianea canonic
lovinescia@d transmite ezitarea primordiah roméanilor in fga celei mai mari
provociri a istoriei: modernitatea Ca printe fondator, Lovinescu ne promite
Canaanul moderritii. Ne povestgte, ba entuziast, ba singur neinéteg,
despre frumugée si minunatele lui bogii. Am ajuns oare nara figaduita? Si
ce ne-a oferit ea? Cine suntem noi in lumea motértierare, de plid?

Suntem, de aceea, obligai intrelam in ce nisu@ mai locuim ori nu
si as@zi In spaiul modernismului ezitant — aparent optimist, dasigur de
propria identitate — desenat de Lovinescu. Ne bhatnreapoi in ce risumi
locuim 1n teritoriile indicatesi legitimate de discursul critic lovinescian. Am
degsit nargiunea canonit lovinesciad, am igit din orizontul ei sau nu?
Apartinem mentalitii moderniste a frintelui intemeietor sau ne-am eliberat de
easi am inventat suficiente noi (auto)reprezentnoi naraiuni despre a fi
modern noi ipostazesi discursuri moderniste pentru a revendica o nbu
mentalitate, igita de sub zodia incertitudinilor identitare majore?

Istoria civilizafiei roméne modern€l924-1925) realizedzprimul timp
al naraiunii canonice lovinescine. Tematizéazmpul socio-politic, economit
cultural al Romaniei de dapl848, selectedzsi organizea temele dominante
printr-o sund de antinomii a &ror fungionalitate se bazeagprincipial pe relaa
ostili — pozitiv vs. negativ, bunvs. riu: Occidentul e opus Orientului
occidentalizarease infruni cu tradizionalismul iar forzele revolyionare se lupi
cu forzele reagionare Paradigmele se dispun rigurgislapidar: liberalismvs.
conservatorism; revofie vs. reagiune; sincronism vs. evoluionism;
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interdependgti  vs. imobilitate; burghezie vs. proprietari latifundiari /
intelectualitate junimigt iluminism vs. misticism; ideologie paptist-burghez
sau revoltonai vs. ideologie reagonar-conservatoare; imita creatid vs.
oforme fara fond”... Povestea modernidi este una a luptei dintre dateritorii
dusmane, amandaLcu identitate radical europenismu- cosmopolii vizionar,
fata n fad cu etnocentrismuk- tradiionalistsi retrograd. In nurrul 7 al revistei
Gandireadin 1925, anul finalirii Istoriei civilizasiei..., se recuncde tocmai
acesl impartire a teritoriilor, darsi tensiunea deosebidintre cele doi tabere:
“...procesul cel mare al anului a fost acel dintredifionalism si europeism.
Fireste, pentru aguni aproximativ aceleq, etichetele au fost varjii elastice. S-
a spus autohtonismgdamsyinatorism, poporanismydaranism, tradiionalism, pe de
alta parte, europeism, neobonjurisirunele curente excentrice apusene Tia airt
literatura de pe ali parte” (193).

Europenizani este burghezia roménspune Lovinescu, deoarece prin
ea se exprimsocial idealurile iluminismului, pe care Immanieint le refleci
revelatoriu pentru dis¢ida noast: ,lluminismul nu presupune nimic altceva
decét libertatea, libertatea cea mai fpuvatamatoare dintre toate libertgle,
aceea de a face uz public deivme” Asa se justifid filozofic afirmaia net a
lui Lovinescu:,Fazele regenedrii noastre se confundcu fazele burgheziei
romane’ Revoluia paoptisé este igita, prin protagontii ei munteni, din
atmosfera liberalismului burghez [parizian] Tn care refrau formulele sacre
ale marii Revoldi”, motiv pentru care ega pastrat caracterul rgionalist al
ideologiei franceze: & societirile omengti pot fi schimbate din temelie prin
legi si instituii”. Lovinescu réine semnificativ o reprezentare filozafic
iluminist-revoluiona, transformat — mai ales in a doua parte a secolului XX
— 1n (auto)reprezentare sodial axiomati@ a mentaliti europene si
participani la modelarea moderaiti occidentale casi fortad triumfatoare
asupra civilizgilor ne-europene;Nerinand seama de ras de Tmprejudri
istoricesi de tradfii, vazand Th oameni o specie unifatmCondorcet proclagm
ca ,0 lege buni, trebuie g fie buni pentru tgi oamenii, dupg cum o formui de
geometrie e adevata pentru tgi.”

Vorbind despre revoluia burghez finlauntrul Principatelof dupa
tratatul de la Adrianopol (1829), Lovinescu accemi importana ,aciunii
revoluionare a capitalului s@#in” in crearea unui destiauropeansi, implicit,
modern al tarilor romane, dar aratci nu acesta este motorul principal al
procesului, ci ideologia liberala burgheziei, da de care modernizarea s-ar fi
dovedit imposibi.. ,Oligarhia liberalz” care impune rapid capitalismul burghez
de dup 1866, s-a dezvoltat dirfgrrele revolyionar€e’ pasoptistesi e angajat in
desivarsirea operei de democratizar®egimul de dup1866 reprezint, agadar,
un regim de tranzie intre regionalismul fazei agrarté democraia burghez, in
care, probabil, suntem pe cale de a intré81) Lovinescu concepe procesul
social-istoric ca pe un fenomen in doi timgvoluie si revoluie. Evoluia este
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specifi@ unui transformism social natural, bazat gantinuitatesi cumulare
progresid. Dar, spune el, spcietirile nu se dezvait numai pe continuitate;
realitatea juridiei nu-i intotdeauna expresia redditi sociale€’. Principiul
revoluiei este, evident, discontinuitatea ruptura, pentru & ,revoluionarii
cred... In posibilitatea unei lumi create pe bazagonale” Pentru Lovinescu
unica cale de a realiza modernizarea Romaniei freflméul romanilor este
proiectareasi gestionarea teonak a procesului. Idealul iluminist Ti impune
continuarea logit a judedtii. Lovinescu §i pune problema surselor decizionale
n realizarea moderriidi, casi Titu Maiorescu. Puterea de discamént in actul
modernizrii, dar si responsabilitatea disca&imantului, controlul irtiativei
pozitive, asumarea urgemn de a discerne intre alternativele dinamice plecie
apatin, evident, elitelor, respectiv clasei politigeclasei intelectuale, deoarece
ele produc ideologie, deci energie sacrationak.

Este foarte importantigemardm la lectura actuala crtii efortul major
al lui Eugen Lovinescu de sublimare a tuturor mifielor asimilate din tezegi
ipoteze filozofice, coincidente, disjuncte sau &anig, spre definirea unui $jpa
integrator de reprezemt rationale, configurat dupo coererti teoreti@ clami si
purtdnd in sine aspifa de a instala legitimator atitudinea romanadsgi de
modernitate intr-un orizont revglonar-raional. Lovinescu vrea &s inspire
dezvoltarea unei noi mentatit intelectuale in Romania interbeligi se simte
capabil & schteze chiar cu autoritate bazinul reprezgomal al acesteia:Lgsand
la o parte controversa evglai si a revoluiei, statelor de formge recend nu li se
deschidea decéat o singurcale: calea revoliei. Revolda nu ni s-a impus prin
preferiryd, ci prin necesitatea interdependein morale si materiale a veacului
nostru. Inelegand sensul istoric al momentulii fara a mai face zadarnice
incerairi tradifionaliste, paoptistii au purces, deci, la gtlirea statului roman pe
singura cale cu putid: a revoluiei.” Lovinescu ardt fermsi realmente vizionar,
in lumea roméaneadanterbeli@, faptul é revoldia ideologi@ precede revolia
economid, motiv pentru care, potrivit legii sincronismylyienomenele ideologice
creead, prin contagiune, noi forme sociéle

Modernitatea pogei lui Lovinescu nu este nicidecum doar una dseur
superficial, ci afirma un coninut nou. BRcandsi o sintez critica a tuturor celorlalte
poztii de péam la el, faa de civilizgia roméi de dug 1800, Lovinescure-
formuleaz procesul istoric intr-o naane cu un mesaj vertebradu Nu este absolut
deloc lipsit de importaa ca un critic literar, deloc cunoscut antergoin ipostaz de
istoric, sociolog sau filozof al culturii, vrand-g creeze un context teoretic normativ
pentru o istorie a literaturii modernetdiege necesitatea urgemte a produce mai
intdi o introducere predissi critica In ceea ce inseathrmodernitate social
occidenta# spunand povestea specifimodernizrii Romaniei Lovinescu intuigte
fara echivoc @ modernismul estetico-literar nu poate fi plasahfera modernitii
burgheze, intr-o zande imposibi levitatie independesit— norvistorici si non
sociafi. Mesajul axial al lui Lovinescu porgie, de aceea, din aceagtima carte
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unde incepe nafanea lui canonit Este o mare eroaré@ sorbim despre canonul
lovinescian ignorand sau doar amintind informatiin trecerelstoria civilizaiei...
Mesajul axial se concentréadn conceptul sincronismului extras dinideea
interdependerei fenomenelgrsi reprezini cheia demonstriei din prima carte.
Hermeneutica lovinesciamplicak civilizatiei romaneti susine & nimic nu se poate
misca izolat in istorie. Cititorul e invitat la medigssi la dezvoltarea interpreti pe
care nargunea o iniazi, fara ca Lovinescuasaila nicidecum orgoliul de a fi epuizat
problematica abia deschi€xist intotdeauna o logicin dinamica faptelor sociale,
la fel cum exist un determinism vizibil Tn presiuneatiativei ideologice, atonand
intr-un context istoric dat, adatLovinescu. ldeologicul, prin urmare gandirea
filozofica transformat in atitudine politico-socia) poate determina economicil
poate crea forme social-culturaiemodele mentale colective, influénd decisiv
mentalititile, dand ngtere formelori comportamentelor estetico-artistice, la fel cum
fenomenele sociale acumulgaanergii care se pot sublima in gandire egtetic
limbaje artistice sau in idee filozaficE necesarasfim sensibili la aceastrealitate
epistemologig: parintele fondator al modernismului literar cel mai invegunat
apirator al automomiei esteticuluisi bazeaz intreaga constrtie analitié pe
conceptul desincronismmotivat deinterdependela fenomenelor care partigiga
definirea unei civilizéi. Asumarea rgonak a interdependeei dintre social,
economic, politigi filozofic, ideologic, artistic, estetic ar conaulegic la sincronism.
Interdependan si sincronism nu insearinlezarea autonomiei esteticului, ci
proiectarea acesteia in orizontul lumii din cace fpartesi pe care o exprigchiarsi
cand o neag E o inelegere extrem de acthiah autonomiei esteticului, foarte
productii si dominani in gandirea occidentaimai ales dup1980, dar care nu este
Tna nici azi numitorul comun al gandirii critice ron&ti, vulnerabii si temitoare de
pe vremea perioadei comuniste na fatingerilor cu sociologicul, ideologicul,
politicul... etc. Lovinescu introduce in nammea sa conceptul deentalitate—
burghez sauanti-burghez, liberak, revoltionai sauanti-liberak, reationas, cand

i comenteaz pe junimiti, pe Caragiale, pe Alecsandri, pe Eminescu, darumai.
El intuieste G reprezeririle sociale specifice unei mentafit pot alimenta un
fenomen literar sau o atitudine estef reciproc, & o opet litera importani
poate influera coninutul reprezerrilor colective, inducand schirab reale in
funaionarea atitudinilor care exprinmentalititile. Estesi perspectiva din care i
comenteazpe Caragialgi pe Eminescu.

Discursul criticii literare roméné a valorificatsi a dezvoltat infim
conceptul de sincronism, axut prin interdependea fenomenelor.
Contemporanii criticului, de la G. lfifeanu, G. Glinescu la Tudor Vianu, I-au
inteles prea pin, dar reagi si efecte importante exist mai ales la Emil
Cioran, Mircea Eliade sau Eugen lonescu, chia# figara lui Lovinescu este
mai degrab absent sau extrem de estompah poziiile lor. Apoi, intre 1948-
1990 supreméa absolui a ideologiei comuniste a obligat literatusiacritica
literara s iasi practic din nargunea canonit lovinesciai, rupandu-le tocmai
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de acest spirit al ei matricial: autonomia estédiicin orizontul interdependesi
fenomenelor. Neomodernismul postbelic este egtil, ca tiidarea pe fond a
principiilor Tntemeietoare lovinesciene, pentrd @autonomia esteticuluinu
nseama nici castrarea discursului narativ sau poetic ietud realului, nu
inseama parasirea ,strategi@”’ a adevrului social In discursul criticii literare,
nu e sinonird cu izolarea puritahde viga real prin ignorare asumat nu
nseama orbire voluntai Tn faa istoriei, la fel cum nu inseathautomat nici
macar ascex evazionisi. lesirea din naraunea lovinesciah pentru aproape
jumatate de secol explicrevenirea dificik Tn cAmpul ei matricial. Modernismul
literar, esteticsi filozofic european este o re&e in valuri la modernitatea
burghez europead, care se expritn istoric prin capitalism, demoaie,
liberalism etc. Fenomenele multiple din care semame evolutiv modernismul
si mutgiile istorice ale capitalismului se afintr-o reciproa relgie dinamié de
reflectaresi influentare. Du 1990, societatea romaneasscriitorii si criticii
literari deopotrid, re-intrdnd ntr-un regim al libeitii, re-invaa un imaginar
burghez, o semanticcapitalist, un circuit de reprezei sociale — interzisi
pierdut Tn timpul regimului comunist, dar care pantnaraiunea canonic
lovinesciai este chiar materia orgadia tesiturii textuale, ga cum vedem la
cea mai simpl abordare alstoriei civilizaiei.... “constityionalisnt,
“democraie burghez”, “libertate’, “regim constitgonal’, “interdependema
morali si materiali a tuturor popoarelor europefie“capitalism bancadr,
“institwiile de credit, “rerea de institii economicé etc., etc. Acest spa
reprezentgonal nu condioneaa literatura sau discursul critic, nu aduce nici o
atingere autonomiei esteticului. In schimb, el ¢iome reperul necesay
realitatea moderriitii — sociak si mentaf, fara de care modernismul nu poate
existanatural, pentru & discursul literar, estetic si filozofic este o lvalizare a
corstiintei individuale care ia act de aceastalitatesi o juded, o povestge, o
comenteaz sau puki simplu o respinge.

Forele etnocentristereprezentate in principal de beneficiarii marilor
proprietiti agrare, &rora li se altura insi 0 mare parte dintre intelectuali, la
1900, sunt, dupLovinescu, expresii ale conservatorismului soaiafinit prin
imobilitate, tradiionalism si evoluionism. El critid radical “ideologia
reagionam a mai tuturor scriitorilor”, concenté@tplenar in “criticismul
junimist”. In jurul ideii maioresciane afdrmelor fira fond' graviteaz toti
conservatorii, chiar dage orbite diferitesi tot din ea deri¥ teoria ‘spiritului
critic” a lui G. Ibraileanu. Sincronismullovinescian intk in dialog cu ambele
concepte evolipnist-conservatoare, nefiind #hsdoar o replig ori un
comentariu polemic la adresa acestora, cum a viutcread cu trist
incipatanare Ibfileanu si toati gruparea de laViaya roméneas¢. Teoria
sincronismuluireuseste s depiseasd, pentru prima odrla nivel epistemologic,
angoasa in fa moderni#rii, mefienta superioar si inhibitia naturad in faa
spiritului novator al moderriitii, un spirit cu adedrat nelingtitor prin cantitatea
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incontrolabik de imprevizibil pe care o aduce cu sine. Tefmimelor fira fond
si cea aspiritului critic sunt frane ngonale in calea moderridi, pe care
suginatorii lor o considet oricum ‘fatald”, propunadnd nu o strategie de
adaptarsi integrare, ci 0 temperare a mode#iniiz

Ideologia europenizaitpe care sesaaz proiectul modernist al lui
Lovinescu respinge teori@rmelor fira fond a lui T. Maiorescu, despre care
vorbeste dealtfel Tn volumul Il dirstoria civilizaiei .., Tntitulat chiarForzele
reagionare. Din punctul de vedere lovinesciartriticismul moldoveneseste
rodul influertei culturii germane, fiind un derivat al evabhnismului german,
tot ssa cum liberalismul muntean apare sub inflacRevoldiei francezesi a
rationalismului secolului al XVlll-lea. Ciocnirea diet ideologia conservatoare
si cea liberad arati cum ,jnfluervele contradictorii ale Apusului au determinat
ritmul miscarilor noastre culturalé. Lovinescu recunage prezeta formelor
fara fond ca pe o realitate imposibil de anukatcorecteaz, fira vehemers,
punctul de vedere al lui Maioresciu care judecgdyestamatoare’ existena
lor. Temperata in discursul lovinescian se datorear sigurarti respectuluki
admiraiei reale pe care o are pentru Titu Maioresdn:Ilgc de a merge de la
fond la forn@, ca in toate dezvaitile normalesi seculare, in condile Tn care
am fost arunca, evoluia noastr: si-a descris traiectoria de la forinla fond;
desi invers, sensul miarii este tot atat de fatal. Necondamnand faptgiénsa
le explicr prin caracterul lor de necesitate. Departe de dioft vitamatoare,
prezema formelor a fost chiar rodnit prin legea simulrii — stimulirii — ea a
produs in unele ramuri ale actigiii noastre o micare spre fond, pénla
desivarsita lor adaptare” Evident, Lovinescu recunete si problematizeax
»contrastul dintre fondsi forma a civilizaiei noastré, comentand mai ales
reacia politico-ideologié fata de ,procesul de europenizare a culturii roméne
Respingerea criticismului radical maiorescian s fing cu o argumentee
lapidai, pe care astzi o putem judeca drept insuficiénsau bpanak:”, dupa
comentariul lui H.-R. Patapievici, pentrél covinescu se muimeste, de fapt%
arate giibit ca realitatea formelor este 0 necesitate is#ogicca, in timp, ea va
conduce spre o dinaniia fondului.

in capitolul Despre argumentul lui Titu Maiorescdin Anexa Il a
cartii Despre idei & blocajgBucursti, 2007), avand un subtitlu provocato©O-
modesi propunere de a regandi cultura romapornind de la ce i lipsee,
fara a renuna la ceea ce, in apareh 1i prisosete — Horia-Roman Patapievici
i reproseaz lui Eugen Lovinescu & banalizdnd ideea lui Maiorescu, 1i
falsifica grav mesajul de adéancinye ne lag mostenire o probler a vigii
noastre cotidiene. Prin reformularea sifie a argumentului formelor fira
fond’, adus de Maiorescin contra diregei culturii romane al 1868, Lovinescu
ar perpetua pdnazi nondegitimitatea unei vigi publice Tn dezacord cu
capacitatea noasfr de a formula judei de adevr”. H.-R. Patapievici acuiz
la Lovinescu superficialitatea cu care ar tratdicai ,formelor fird fond.
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Astfel, el ar transmite un proiect de modernizasmpromis din temelii pentru
ca se intemeiaz pe neadevr. Demonstrea lui Patapievici este este numai
aparent legitira, dar ea poatesor seduce cititorul contemporan deoarece se
bazeai pe logica iréionak, greu de comiiut, a frustrarilor urige acumulate
de elita romaneasca secolului XX, frustiri alimentate de sentimentul
coplssitor al inferioritatii si la esecului. Companga cu modernitatea occidertal
conduce la aceasjudecai irationaki, intemeiat nu atat pe felegere critia, ci
pe sentimente m@analiste conservatoare elitiste, profunddate de mersul
istoriei, nicidecum de hemeneutica lovinesgiapProblema ...[sugerat de
Maiorescu] nu este atatacinceputul s-adcut greit, cat ai noi, care tiim
consecirele erorii, avem o «itacire totaki a judedrei» si nu pricepem & stam
pe neadewr, ca am falsificat toate formele civilizai modernesi ca viara
noaste: este lipsdé de un fundament solid. Dacfundaia gresita, etajele
cladirii vor fi strambesi fragile. Eroarea de Tnceput a imitatorilor se tramite
urmasilor sub forma incapacittii acestora de a formulasi recunogte
judecirile de adewr. Explicaia istorica a prezentului conduce i@a® dati la
condamnarea lui: ereditatea formelorarfi fond se manifedt ca un
discernimant alterat’ Din aceast perspecti¥, Patapievici credeacLovinescu
creaz o neinelegere, prin opunerea artificiah formei faa de fond, ajungand
si camuflezefalsul, neadevirul sau adevirul alterat din miezul proiectului
identitar roménesc, angajat de procesul modaniz_ovinescu, astfel, ar
participa la ngterea unublocaj originar in construga moderniitii romanati,
pe care Maiorescu |-a demascatifezitiri, oferind unica soltie: ,Maiorescu e
net: trebuie 8 reagionam Tnh mod radical la lipsa de fundament. Argumentul
decurge astfel. Pericolul legat de formelérd fond consi in aceea &
exerctiul public al unei forme goale discrediteafondul acesta, atunci cand se
va putea in fine Tncropi, va fi resiiinde opinia publi@ ca nemaifiind creditabil
si, astfel, scopul culturii se va irosi. Drept urneardgi Maiorescu recunage
ca, in principiu, forma este un puternic mijloc ddtaws, el ne avertizeazca
exerctiul public al formei &ira fond discrediteaz prestigiul formeisi, astfel, va
amana indefinit captarea unui fundament aftat. Eroarea nu se vindégrin
ea ingsi, ci numai prin lumina pe care o arua@supra ei adewrul.” Logica
lui Patapievici, in 2007, este infontal anti-moderr, avand un camut mult
mai conservator decéat cel maiorescian, de faattwpic-retrograd, deoarece,
iata, chiar din perspectiva a dbgecole de modernitate larg europegroate
inci insista in iluzia & mecanismele moderaiti, social-politicesi culturale,
pot urmasi ar trebui & urmeze exact acegalinamici, in Est sau in Vest, n
Nord sau in Sud, prin calchierea repeiitim ,provinciile” estice a unui ritm
initiat de centrul occidental, indiferent de istoriterdepende#ita Europei, ca
spaiu —si integrat,si discontinuu in evolia sa red.

Descoperim chiar prin grila ofeiitde interpretarea lui cu Horia-
Roman Patapieviciacsoluia lui Maiorescu conduce direct spre o sigeimita,
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care pune ultimativ tocmai problenfiandamentuluipe care se poate edifica
identitatea modethromaneasc ,De aceea, conchide Maiorescu, orice farm
fara fond trebuie Tnfturataz din radacing: mai bine &ira scoal:, decat cu una
rea, mai bine dra muzeu, decat cu unul mediocru, mai bidei facademie,
decéat cu academicieni incompefiestc. Solda lui Maiorescu pentru aducerea
la adevir a culturii romane este (a) declararea rapich falimentului, (b)
lichidarea bunurilor &zmasesi (¢) reconstruirea ei de la adératul fundament.
Ei bine, care fundamerit?

Lectura efectudt textului maiorescian de H.-R. Patapievici pune,
voluntar sau nu, cu claritate n lurhinmpasul in care ajunge safa lui
Maiorescu, radicalizatin mesajul elitisi auto-izolaionist al interpretului din
debutul secolului XXI. Naturfundamentuluide la care ar trebwe-construit
cultura romaa eliberafi de balastul ofivitor al ,formelor fira fond”, nu este, de
fapt, deloc amurita. Da@ procesul de modernizare este supus la rigoare
judecitii adevirat saufals, la ce fundament incontestabil sinoraghevirului ne
intoarcem? Maiorescu ne #adescopeti in realitate, pentruacofera doar o
profetie negatid, pe care Patapievici o traduce astfdlot, ce este public in
expresia ,spirit public”, pare a spune Maiorescugpgte fi copiat; dar ceea ce
este spirit, nu. Spiritul se Tngg dar nu se copiaz Cine crede & imprumud
spirit copiind proceduri, se condamnla alterarea disceréimantului, la
«ratacire totalz a judedrei», la «vanitatea de a ata popoarelor stfine cu
orice prg, chiar cu dispreul adevrului, ca le suntem egali in nivelul
civilizariunii», adiai la impostut, la fals, la cultura lui ,pseudo”. Acesta e
miezul teoriei formelordra fond, propuse de Maiorescu...: formele nu pgtaa
fond, decat dat omul care le practi€ posed discerrmimant, dar discerimant
nu cape@ decat dag ai deja fondul' (159-164) Prin urmare, urmand aceast
logica, este imposibil identificarea sau fabricarea unflindamentbazat pe
adevir, care § alimenteze nderea unei culturi moderne romatieadevirate,
pentru @ in spaiul romanesc lipsge atattradifia clasiai — pe care se bazeéaz
si Tmpotriva @reia se intoarce modernitatea occidentatatsi discernimantul
care poate asigura #direa culturii apusene igpiritul ei, nu doar in formele
specifice. Si-atunci care ar putea fi sala moderniarii Romaniei?
Problematizarea adiuisde Horia-Roman Patapievici nu produce, in gsen
etag noui, stimulatoare, in dezbaterea procesului prin saraate naraiunea
modernizrii, ca varf de lance al moder#ii Tnsesi. Am detaliat-o, Tn&, pentru
a afita &, pe fondul criticismuluisi al luciditatii auto-declarate, mentalitatea
elitist-naionalist romaneasc poate disimula atitudini cronice de blocaj
cultural, chiar in timp ce aca@izforme ale blocajului in evofia socieitii
romanati. Visdnd dup o modernitate perfegt tipul acesta de hermeneuditic
culturak respinge proiectul posibgi, inevitabil imperfect, al moderritii
concrete. Nu credem nicidecum de ace&ad,avinescu se face vinovat de reaua
intelegere a ideiiformelor fira fond’, asa cum insist Patapievici. Dimpotrig,
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proiectul lovinescian oférsoluiile unui pattern bazat pede-blocaj cultural,
prin conceptele dmterdependef a fenomenelogi de sincronism

Desi se situeax pe acest poziie profund diferif, Lovinescu
apreciag, totui, criticii pe linia lui Maiorescu, mai ales acolmde acgtia se
disociaz de naiunile care pot parazita estetica, pentru &imh confuzia dintre
etic si estetic. Ib#ileanu, Tn special, opune modeliriz expresiaspecificului
nasional, ca discurs cultural alternativ ce aspunde &xaltirii pasoptistée, la o
distana de un sfert de veac, prin temperarea a ceea cadsou numge
“proces de europenizdresocotit prea rapid Tricde P.P Carp, Maiorescu,
Eminescu. Ibfileanu 1n Incheierea studiului Spiritul critic Tn cultura
romaneasé (lasi, 1909) pune problemadfscerrimantuluf, fata in faa cu
presiunea “civilizgiei europene”, a “influegei europene”, probleinreluat la
distana de aproape un secol de H.-R. Patapievici, Discernimantul
modernizrii (Bucureti, 2004). Judecata lui IBiteanu poate cucesi azi, prin
generozitatea m@nalismului echilibrat din care se nuite, dar, ga cum arat
incd Lovinescu, teoria spiritului critic propune sitear culturii, a civilizgei
romane moderne, implicit a literaturii, sub un oniz romantic, lipsit de situl
ritmului real al istoriei. Radicalismul gandirii illLovinescu e cel mai bine
distilat in concluziile volumului al doilea dilstoria civilizgiei.... Identificand
“adewvirata reagiun€’ cu “forsa de inerie a spiritulul’, specifici, am spune azi,
subcostientului colectiv, preluat in formelgi curentele culturii roméane,
Lovinescu se angajeaZsa le condamnéecu vehemeta: “Procesul de formyse
a sufletului nu e revolionar, ci evolutiv; cum insel e determinati grabit de
condgtiile de viga morali si materialki in care tazim, putem exercita asupra lui
o influena bineficitoare. In loc de a-l ajuta In sensul dezddlt istorice,
intreaga ideologie a culturii roméne autat si-| stavileasei si sa-l fixeze sub
forma lui primitivi, condiionat: de o stare socidl de mult degsita.” Prin
urmare, in opinia lui Lovinescu, ideologia cultdredbmaneast; de la junimism
la tradiionalism, este un fenomen compact afgi-modernitate, legitimat n
discurs de intelectualismul critic al sugtorilor, dar simultarde-legitimat prin
pozitia ambigd a acestora: conservatorii autohttinise izoleaz intr-un
teritoriu elitist si antimodern, n timp ce pledeapentru o tradie naionak
insuficient defini, “primitiva” si cadud n raport cu prezentul istoric. Judecata
lui Lovinescu este necratoare.

Segregarea feglor sociale dup o géndire autoritar-dihotoric
conduce la simplificarea maniheisa povestirii canonice lovinesciene, din
nevoia de a impune o narare dlar convingitoare a moderniiii. Detaliile
sunt sacrificate pentru privilegierea liniilor datf si a dispunerii tablourilor in
culori tari. Autoritatea impunerii limitelorsi severitatea simplifirilor
ideologic-narative sunt condi axiomatice alecanonului Vocea critié@ din
Istoria civilizariei... construigte energic canonul sincronismuluisau al
interdependefei, pe care n-ar trebuasne ferim a-l numi simplu -€anonul
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modernizrii. Lovinescu are inttie preci@ a comportamentului necesar
instanei critice pentru a legitima mentalitatea cand&ni®ar, automat,
naraiunea originat ce instaleaz imaginarul cultural roméanesc in modernitate
Isi ara@ laterta dogmati&, chiar in mgcarea inter a discursului liberal.
Dogmaincipieng ar fi sinonind cu occidentalizarea necotidnat. Motivatia e
simpl si nu supord comentarii: occidentalizargi europenisminseama
modernizare, iar modernizarea este unicul sengiypai istoriei, Tn mesajul
rational al naréunii lovinesciene. Teza occidentdid este justifical prin
legea interdependgi. Asadar, sincronismul tindeisieutralizeze inceputul de
dogmatism, pentruacmodernitateanecesad devine un produs al relatiiti
formelor cultural-istorice.

Mutatia valorilorsi a formelor civilizaiei pune sub semnul relativului
absolut modelele culturale. Trebuieremaram din aceadtperspectiy faptul
ca relativismul motivat prin interdependen este o conceje filozofica si
sociologic profundanti-canonid@. De lacanonla anti-canon drumul este foarte
scurt in nargunea lovinescianh Canonul modernizii se legitimeai,
paradoxal sau nu, prianti-canonul relativismului formelogi valorilor, Tn
functie de care timpul istoric este linegrireversibil, iar modernitatea este un
construct civilizator deschisad infinitum tuturor posibiliitilor: , Aceste
categorii [cunoatere, cultug, civilizasie] reprezinti, de altfel, nduni relative;
civilizafia nu Tnseamda un c§tig pozitiv, un progres, decat peisura craterii
simultane a intensitii vierii spirituale si artistice; ele nu sunt nici strict
dependente: nefiind produsul necesar al ,cugtedi” sau al civilizariei,
cultura e condionati de natura personalitii si de individualitatea etni¢. O
civilizarie Tnaintat: nu presupune o identitate cultug#alinfloritoarei civilizarii
romane, de pild, nu-i rispundea o civilizée echivaleni. Inaltele manifegti
de speculae metafizid ale indoarienilor erau legate de o viapastorali
primitiva, fara orase si fara cunoaterea metalelor.”

Daci parcurgem ceva mai 1n detaliu o parte din curgerea
reprezerdrilor ce compun fluxul narativ allstoriei civilizaiei..., putem
identifica zona de proximitatei distarntele care exigt intre naréunea
lovinesciai si percepia ei actual. Conceput special pentru a realiza cadrul
necesarnaraiunii analitice dedicate moder#iti literare romangti, cartea lui
Eugen Lovinescu dezvélo ideologie cultural alimentai de filozofia istoriei
dupi Hegel si aflati Tn raporturi asumate de preluare ciitia ,teoriei
materialismului istoric” dup Marx. Apeleai cu pruderm la marxism, n
cautare de metode de cercetare a gialeivilizatiei romanati: , Neintrand n
cadrul restrans al acestei lu@r, am crezut, totgi, potrivit si aducem cateva
intampiniri de ordin general materialismului istoric. Neimane acum d&i
verificam valoarea in aplicarea lui la fenomenul limitat@gzvolérii moderne
a poporului romah (89; vezi pp. 84-89). Sesizand dnamitele si legitimitatea
restrang a determinismului economic gimit de marxism, Lovinescu are
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intuitia rolului primordial al oridrei etici religioase in structurarea modelelor
culturalesi a mentalifitilor: ,Lumea e compudsdin materiesi suflet; e nefiresc
si Tnlaturam din jocul factorilor istoriei pe unul din acest®ui elemente.
Credirrele religioase au ffimantat istoria omenirii; ...pentru zei au murit
martiri si s-au pebusit popoare. Pentru credma religioas: s-au dislocat
armatele Apusului in expeilie cruciadelor..” (88). Folosirea critig a tezelor
materialismului rezult si din limitarea, cenzuraregi subordonarea lor unei
grile psihologizante, care transfenitiativa schimlarii formelor socio-culturale
de la Jegi de produge” non-personale, mtme etc., la individ,
»individualitate etni@”, idee raionak, reprezentare mentalitaté.

Dar, da&i respinge principial constrtide istorice monocauzale,
Lovinescu nu dezvdlt nicio ipotez teoretié asupra raporturilor dintre etica
religioas si orientarea culturdla unei civilizaii. Este evident £ nu cunoste
lucrarea lui Max Webelt:tica protestant si spiritul capitalismuluj apruta in
1920, care i-ar fi putut influga modul de a gandi modernitatea. Ideologia
culturak a lui Eugen Lovinescuyiifabrica metodic discursul in spal filozofiei
socialesi al gandirii sociologice din secolele XVIi§i XIX; sursele privilegiate
de autor in configurarea unui bazin al cauzglir identitare, in stareasexplice
modernitatea romanedsprin cea europeansunt ideologia Revotiei franceze
si doctrinele liberalismului. Lecturile lui Lovinescsunt Tn& multiple, Tn
raporturi de complementarietate criticPe lang referirtele directe la Adam
Smith sau John Stuart Mill, citeaguccesiv din H. S. Chamberlain, Gustave Le
Bon, Spencer, Durkheim, il dezbate sumar pe Auglstate, pe Locke etgi
dezvolk critic o teorie a imitgei plecand de la G. Tarde.

Reconstituind chiagi sumar traseul ideologic al lui Eugen Lovinescu,
intelegem o chestiune fundamettabanditorul roméansi exprimi transant
optiunea filosofié, desi dezvolé o arboresces eclecti@, deconcertatit mai
ales pentru contemporaniiiis In ciuda surselor suprapuse, mozaicate,
fragmentatei a eclectismului natural rezultat din interfeg@ideilor, Lovinescu
alege sistematic calea filozofiei sociale liberaare pornge din lluminismul
francezsi construigte du@ Revoldia frances, de-a lungul intregului secol al
XIX-lea, legitimitatea, imaginaruli discursul specific al moderaiti burgheze.
lar modernitatea burgh&sau, numind-o neutru, modernitatea social-pélgic
economid@ are n centrul ei mitul progresulsiial raiunii, ca factor decisiv de
putere in controlul, ordonargamodelarea realitii. Eugen Lovinescu apgne
mentaliitii optimist-intemeietoare a moderitit burgheze, pe care o glorific
n Istoria civilizariei romane modernéira nici un fel de rezervei pe care o
numete de altfel direcinentalitate burghez un concept discutat arareori cu
seriozitate in sociologia romaneasdterioas si destructurat prin demonizare
propagandistic de ideologia comuni&t ,Revolvia francez ne-a adus
principiile sub regimul g&rora se dezvolt intreaga viai contemporaii:
Declaraia drepturilor omuluisi ale cefiteanului din 1791 formeaz marea
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.chartd” a tuturor drepturilor moderne. Ea ne-a adus pripiwl suveranitaii
narionale, al libertsii individuale, al libertirii religioase, al libertyii preseisi
cuvantului, principiul egalifsii legale, fiscalesi politice de la temelia tuturor
democraiilor contemporanei, ca o urmare fireast, principiul naionalitdatilor
ce ne configureazveacul (383). In spaul generos al liberalismului reformator
din care se dezvaltmodernitatea burgh&zLovinescu §i construigte propria
ideologie. Aceasta ia chipul inovator al pragmatiim rationalist, legitimat
prin istorismul genetic din care se nytee toai modernitatea. Lovinescu
accepl critic secularizarea timpului, ca pe o realitatexiorabifi. Coborarea
definitiva a logicii temporale in dialectica istoriei tens@@ maxim relaia
dintre prezengi viitor, intr-un mas al progresului, al dezvaltii, al Tncrederii Tn
stiinta, al burdstirii generale, pentru care orice prezent se isead subit.
Lovinescu apeleazla autoritate naratiivatunci cand vreaasmpuni o legitate
canoni@ numai aparent barialmodernitatea este un proces dialectiGicare
originea in istoriggi in mentalitatea Occidentului. Fenomenul sogiaultural
produs de dinamismul modern este judecat de Eugmnnéscu categoric
pozitiv, bineficator pentru individsi comunifiti — cea mai bui cale dintre
alternativele istorice posibile, cel mai bun lucare i se putea Tntampla lumii
europene. Entuziasmul lui Lovinescu este n Tntnegsincersi cu atat mai
contaminant pentru geneia europentilor interbelici, pentru & el se simte
simultan protagonisgi creator in procesul de modernizare al unei Roniani
sfaiit integrati celei mai evoluate mgari istorice. Nu-i putem nicidecum
reprga lui Lovinescu entuziasmul neobosit Tn explicadegitimativa a
modernititii burgheze, atata vreme cét el egtastizi la fel de actual.

De altfel discursul lui Eugen Lovinescu sgea@z in intregime 1n
orizontul semanticii moderriiii si modernizrii social-economiceConcepie
istorica, rasiune, ideologie, progres, autoritate, instiey revoluie, liberalism,
reformi, democrae, libertisi constituionale, tranziie, forme sociale, politic
economig, interdepended, necesitate istori; dezvoltare, factor ideologic,
factor de produge, sincronism, fge economicestc. compunrsi Structureaz
limbajul argumentativ orientand t@aatmateria demonstti@i lui Eugen
Lovinescu spre valorizareg legitimarea autoritdr a modernitii burgheze,
integrandu-se in modul cel mai natural discursafumativ iluminist, capabil
de optimism péi la graniele utopiei. Este discursul matricial al modeitiit
burgheze. Dag in schimb, il viz&m cel puin pe Nietzsche din paradigma care
nu se 1nscrie Tn orizontul discursiv consecventmihismului francez,
descoperimira dificultatecritica modernitzii : , Institwiile noastre nu mai sunt
bune de nimic: Tn privitla asta exi unanimitate. Dar asta nu din vina lor, ci
din a noastii. Dupi ce ne-am pierdut toate instinctele din care sevolkkz
instituziile, ajungem & pierdemyi instituzsiile pentru @ noi nu mai suntem buni
de ele. Democratismul a fost dintotdeauna forma dkxlin a forei
organizatoare: am mai caracterizat odain Omenesc, preomenes$cp.300,
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democragia moder@ dimpreu@ cu jumitarile ei de masurad precum ,Imperiul
german”, drept forma de declin a statului.... [..rfjtleg Apusul nu mai pos&d
acele instincte din care se dezvaltstitwii, din care se dezvaitviitorul: poate
ca nimic nu-i displace mai tare ,spirituluic modern”. Se tieste ziua de azi,
se twieste In mare vitez — se thieste foarte iresponsabil: tocmai asta se
cheand a fi libertate”. Ceea ce face ca institle sa fie instituii e dispreuit,
urat, respins: lumea credio pandste pericolul unei noi sclavii acolo unde fie
si numai ¢ se face auzit cuvantul ,autoritat&’(528-529).

Critica lui F. Nietzsche se indreaph mod evident tocmai Tmpotriva
modernifiti sociale, politice si economice, ca civilizie europeai
intemeietoare a demodk, liberalismului si libertatii individuale, dup
Revoldia francei. Nietzsche acdizsurparea institiilor si vede in democtae
un semn clar al declinului Occidentului prin pieeke fotei de a organiza
autoritar societatea. Are nostalgia vehereat imperiilor disgrute si a
autoritarismului absolut, anti-democratic. Apoi eestulbuiitoare intuiia lui
Nietzsche, la 1889, a unei promisiuni obscure \édinspre destinul Rusiei, ca
si viziunea unei pervozitifi” critice dinspre jmperiul germail Nietzsche
regrei cel mai mult diluareasi compromiterea ireversilail a surselor de
suprapunere magnelicacelea care ar concentra solidar societateaupleas
vointei indivizilor. Libertatea individual nelimitag, limitarea corespondena
autorittii statului, ,democratismdul n-ar insemna decét dizolvarea prograsiv
,Statulerelor europené si instalarea definitizg a omului european sub zodia
decaderei. Evocarea lui Nietzsche Tn plirdezbatere a naranii modernizrii
e utila pentru a aminti & Tn timp ce Lovinescusii extrage discursul afirmativ
din filonul moderniitii iluminist-rationaliste, exist, in acela spaiu european,
un contradiscurs, care anticipeaZinci inainte de 1900, auto-identificarea
modernismului estetico-filozofic european cu oestde perpetucriza, datoral
n principal inadeciii irezolvabile a artistuluisi ganditorului modernist la
mentalitatea mode#rburghez.

Fundamentalismul extrem de agresiv al criticii Nietzsche nu face
decat 8 coaguleze fintreaga nerwhire si decepia Tn fga pierderii
irecuperabile a civiliziei Tntemeiate pe trafih premoderd, inlocuiti de o
societate ,mode#i pe care filosoful o vede fluid iresponsabil, bazai pe
valori incapabile &inspire incredergi mai ales & alimenteze nevoia umaule
ideal, de eroism, de existérin aria energetica mitului, cum va pune problema
ceva mai tarziu Mircea Eliade.

Cunoaterea atitudinii lui Nietzsche gade modernitatea social-poliic
ne interesedz in cadrul analizei aplicate pdei ideologico-estetice a lui
Lovinescu, pentru & autorul Geneologiei moralegi a Amurgului idolilor este
unul dintre intemeietoriiceleilalte moderniéiti, dublul vesnic nemufumit si
neincreator al modernittii burgheze — triumfaligt satisficuti de ea n®;i,
increztoare. Cealalti modernitate este chiar modernitatea estetico-filosbfic
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occidental din care s-audscut mai ales in ultimii o sui cincizeci de ani toate
modernismele literargi artistice, ce compun n succesiune ori simultan u
fenomen coplgtor prin diversitate, amploare problemétiainic in istoriesi
pentru unii deja epuizat, pentruiialnca in desfisurare. Ciocnirea dintre cele
dow modernitisi” , despre care vorlee si Matei Gilinescusi pe care elsi
aseaz panorama analiticaferelor modernititii, se exprind prin critica radica a
moderniditii sociale, prin care se constrgtie discursul, oricat de pluriform, al
modernidtii estetico-filozofice. Orizontul discursiv al maaesmelor literare, al
modernidtii filozofice si estetice occidentale este consecvent unul poleauc
problematizant, @ de lumeamoder@, omul modern realitateamoderm,
marcal de Tndoial interogatid, vesnic nedtuld de ea Tn&i si care cretea
aproape monstruos duNietzsche, ca un trunchi subteran unificator &lrtar
migcarilor moderniste, chiar dadineineles, de-a lungul secolului XX, ipotezele
critice, variantele scepticismului cognitiv se nplita contradictoriu, derutant,
depsindu-l pe Nietzsche, contrazicandu-l sau pusimplu eliberandu-se de
textele lui definitiv, pentru a se identifica cuealpotezesi alte texte. Discursul
modernidtii estetico-filosofice este unul al negg si al suspiciunii, al ezitii
sisifice in faa adeyrurilor si valorilor posibile, al ipotezelor critice sau ftiste,
desfisurate ntr-un fel de spir@ak ruperilor autocritice-autorefergie (nihilism,
intentionalism, fenomenologie, psihanalizxistemialism, postmodernism etc.).
Nargiunea canonit lovinesciad nu instaleaz modernitatea romaneasén
matricea criticismului negativ, dar teoria nmigavalorilor estetice, expésin
Istoria literaturii roméne contemporanereprezini o punte solid spre
scepticismul modernismului estetico-filosofic, giftate extrem de slab sau deloc
exploatai de urmaii lui Lovinescu.

Ambele modernitti se intemeiaz pe desprtirea asumat fata de
tradizsie, prin care numim mai taatultura dinaintea moderaiti: religia, ca fora
ordonatoare a reidor dintre om, existefa si lume; mentalitatea tradional-
arhaicz, care supune individul normelor comuiit transformate intr-un nucleu
imuabil de valori transmise ciclidilozofia si esteticaclasi@ care legitimeax
suplimentar realitile transcendente, ca model ideal sau absolut ypenate
formele, ideile particulare supuse contextelorristoDar modernitatea estetico-
filosofica nu se mublmete s participe impreun cu cealalti modernitate, cea
burghez, la laicizarea profurida societtilor si constiintei, nu se mulmeste s
beneficieze de eliberarea prograsiv individului de sub orice tip de autoritate,
graie afirmirii liberalismului. Modernitatea estetico-filosoficse Tndoigte
continuu de valoareasi continutul acestor schindibi. Exersand limitele
individualismului, se Tindoige de eficiera si valabilitatea mecanismelor
democratice. Imaginand cele mai radicale formelib&titi — de expresie, de
atitudine etc. — are nostalgia sogikbr traditionale. Ideologia lui Eugen
Lovinescu expus programatic Tristoria civilizafiei romane moderngi folosita
ca baz teoreti@ in Istoria literaturii romane contemporanapatine in mod
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evident modernitii burgheze, al &rui discurs pozitiv-afirmativ 1l preiaafa
excese, dra a se dsa sedus de radicalismul intolerant sau provochtminescu
nu apatine mentaligtic moderniste nihiliste si nici criticismului  post-
nietzscheeargi totusi, e vremea s ne ntreBm da@ naraiunea lui canonit nu
camufleaZ nici un fel de contradit internesi dad discursul afirmativ aplicat
modernizrii nu cortine nici o umb& de Tndoial de sine, nici o fractdrascuns
Tn motivarea lui raonalisé. Mai intai descoperimad_ovinescu, intr-&chia bio-
bibliografica la persoana a treiggduti pentru aniversareasaizeci de ani, nu se
descrie pe sine deloc trimfalist, ci intr-o luthisceptid@, perfect costienta de
modernismul &ruia apatine si de identitatea structutalce-i este proprie.
»Modernismul lui, scrie neutru despre el fsislovinescu, nu este o expresie
temperamental fiind de structui moldoveneast tradifionalaz, intru nimic
revoluionara, dominafi si de cultura clasig; izvorat dintr-o dialectia
intelectuadi, afirmat mai intadi sub forma sincronismului intriocercare de a
interpreta modul de formie a civilizaiei romane, modernismul scriitorului s-a
exprimat sub o form principiala si teoretiai; el este o formudl ideologiei, si
poate Tn aceasta 1i &t noblgea — raiunea TinfrAngand inhilile i
comandamentele sensihilii — si nu 0 expresie temperamentalirasionala.
Exprima doar o posibilitate, un principiu de evedy de progres, dra
exclusivitatesi intoleraryd” (Anonymus Notarius, 42-43). Spectaculos in acest
autoportret este acLovinescu ne avertizeazsi-i intelegem bine atitudinea
primordiak: tipul de modernism pe care el il repreziaste unul &scut dintr-o
ezitare naturad In faa moderniitii. Criticul si teoreticianul roman amturiseste
inhibarea fondului & iragzional fata de orice schimbare revolonai, atagat fiind
prin temperamentul colectiv de tradi El accentuedazasumarea premedifiat
prin urmareragionalz, a comportamentului, ideologigi pragmaticii specifice
modernidtii. Cand Lovinescu atrage atenci sincronismulsiu ,exprimi doar o
posibilitate, un principiu de evadlie, de progres, dra exclusivitate.”, el
ancoreaz modernismul pe care il gire Intr-o zo# extrem de tempergtdar
vizibila tuturor privirilor, ca un varf de aisbergezat pe un ascuns substrat
conservatosi traditionalist. S fie vorba de o natarhibrid-inselatoare ori & fie
vorba de o adévati depisire de sine?

Din confesiunea autobiografidntelegem & in proiectul modernist
lovinescian reprezefle mentale ultime — acelea care dau toarul
ireductibil al mentaliiti — sunt atrase paradoxal de trgli in acest caz
respingand subteran modernitatea, chiari d#tudinea extethramane pro-
modernisi. Ezitarea controlat se produce de fapt in primul rand intafa
modernismului estetico-literar. lar distale, mai fine sau mai explicite,
reticenele sau dcerile suspecte, mai ales indamiscarilor mai radicale din
teritoriul modernititii estetice, devin reaie concrei de-a lungul volumelor
consacratdstoriei literaturii romane contemporané@roiectul modernist al lui
Lovinescu apame moderniitii social-burgheze, dar este structural ezitant nu
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atat in afirmarea sa conceptual-princifiatat, deloc paradoxal, Tn asumarea
fara rezerve a realitilor modernititii, care pot surprinde, deruta, inhiba chiar pe
ideologul ei in variafit romaneasct Credem & ezitarealovinesciad este un
fapt stuctural ceine de atitudinea itenal-intuitiva, si nu de pozia teoretico-
conceptudl, fapt important ins mai ales prin participarea sa la construirea
primei naraiuni canonice; n istoria moderaiti romaneti din secolul XX
reprezini una dintre sursele primordiale ale aditsistemice Tn asimilaresi
digestia modernismului ca fenomen estetic, filozafi literar, de natur
occidentad, in ciuda unor mciri discursive de autocamuflare. Cu toate
acestea, a tme numai ezitarea din proiectul complex lovinesagste o uriga
nedreptate falsificatoare, ce tinde spre caridaninimalizatoare ori spre un fel
de ironizare conciliaéif cum se intamplin portretul pe il face lui Lovinescu
contemporanul @i, Tudor Vianu, intr-un articol din 1941, publigaima oai

n Vremea,sub titlul E. Lovinescu, portret mora), S-ar putea ca pentru istoria
literara d-I Lovinescu & raméari cu rolul de findrunitor al poeziei
.-moderniste”. Si lucrul este Tn multe priviie adevirat, desi oarecum impotriva
firii sale mai adanci. Gci d-l1 Lovinescu n-are nici estetismul lui Densusia,
nici acel sentiment al modertiiti, mai viu la muti alzii dintre scriitorii tineri.
Natura sa nu se deschide cuig@re influepelor celor mai mai noi. Omul are
pan: si in infarisarea sa fizid aparena unui @rturar din genergia veche,gi
cand tregtorii 1l Incruciseaz: pe una din stizile inviimdsite ale capitalei ei
recunosc ndat in singuraticulsi domolul tre@tor, cu marii ochi obogi, nu pe

un reprezentant al vig moderne, ci pe cineva care s-a ridicat atunantoe
carfi sau a coborat de pe catedr ,Modernismul” d-lui Lovinescu este
produsul dezvaltrii unui punct de vedere, aplicarea unui criteristetic pizit

de grija de a nu confunda domenii¢e de a salva autonomia aite(Tudor
Vianu, 251). Tudor Vianu anuleazcu buri-stiinta forta si vizionarismul
ideologiei lovinesciene printr-o focalizare subiegt Prezeta morak a omului
Lovinescu ar neutraliza discursulusteoretic. Pentruacobiectul acestui studiu
este modernismul romanesc, consemnaredi@ohii Vianu este revelatoare.
Chiar si Tn 1941 ideea denodernismeste tratdt de cu ironie detati de
esteticianul cel mai important al epocii. Diniuai de economie a cerdei, nu

ne propunem & refinem tot filmul Tncruggat al dialogului dintre ideologia
modernisi lovinesciaf si parerile diverse pe care le-a deglahdug@ 1926.
Secvera portretistié realizat de Tudor Vianu este acel tip de fapt particular in
care putem fotografia intregul.

Pledoaria ideologizaimta lui Lovinescu pentru modernitate nu a
declaat nici entuziasm, nici dorniih deosebit de dezvoltare a conceptelor,
printre criticii literari si esteticienii contemporani. Ngnanea sa despre
modernizare socidl— modernism literars-a transformatger in canon dintr-un
motiv obiectiv: veneaasacopere 0 urid absem teoretid si ideologic. Pentru
cerceiditorul anilor 2000 este deprimant slescopere asacia reprezerfii
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conceptului demodernitate Tn plind perioad interbelid@, acolo unde plasn
epoca de aur a modernismului literar romanesc. #&eeealitate, care
influenteaz Tntreaga evoliie a modernittii culturale roméangti in secolul XX,
se datoreazlipsei de apetit a ganditorilor fenomenului eststiliterar pentru
definirea si mai ales pentru teoretizare@a dezbaterea ampla ideii de
modernitate desi terminologia modernitisii (modern modernism, modernist
etc.) este intens fologitin limbajul specific epocii. Prin urmare, revemirka
Lovinescu nu este o supralicitare, ci o necesftatealternative: numai pornind
din ritmurile textuale ale natianii lovinesciene putem construi o ipoiemai
satisficitoare asupra destinului modernismului roménesc.t@@te acestea,
auto-proieda lovinescias, pornig dintr-o mare sinceritate, poate dintr-un
sentiment acut al culpabiliii, ne obligh sa ne intrebm de ce Lovinescu alege
proiectul modernist, dacstructura intird 1l predispune conservatorismulyi,
cat deezitanteste canonulasi?

Lovinescu nu avea de ales. tidpea sa pentru discursgilideologia
modernititii sociale, alegerea liberalismului burghez estancsingur spune,
,un principiu de evolie”, decurgand dintr-o necesitate ist@icare se opune
natural etnocentrismului. La 1920, intr-o foarteath Romanie modeti) cu un
extrem de proagipsi fragil inca stat ngéional romén, cu o demoara incipient
si vulnerabik, cu un capitalism liberal abia legitimgtvirulent contestat, Eugen
Lovinescu nu avea alternativPe de ait parte, din exact acelgaatiuni, el nu
putea alege criticismul sceptic al modeitiit celeilalte estetico-filozofice.
Lipsea din lumea roméaneas@a epocii obiectul solid al criticismului post-
nietzscheean — o civilige moderd autoritar gezat Tn societate. Lumea
romaneast era ind una profund rurdl superficial urbanizat cu 0 memorie
arhaic-ortodoX si adanc marcatde istoria noasirparticulaé. Lovinescu era
obligat, Tn modrational si pragmatic sa adopte discursul intemeietor-optimist
al liberalismului r#@onalist, colaborand eterogen cu psihologismul, cu
explicgiile si metodele furnizate de sociologie, dar mai alesmmumite sugestii
inspiratoare venite din istorisghmarxism. Aa se explig, dealtfel, acuzga de
improvizgie diletans adu4 cartii lui Lovinescu,si astizi mai mult citai decat
citita, Istoria civilizaiei romane modernéMarx si teoria economit a secolului
XIX 1i inspira lui Lovinescu teza centiala ideologiei sale moderniste,
sincronismul extrad din legea interdependesi. E posibil ca la originea
conceptului materialist deinterdependefa” sa fi ajuns chiar prin studiile lui
Constantin Dobrogeanu-Gherea, care, spéspicat: ,Jarile ramase n urma
intra Tn orbita tarilor capitaliste Thaintate; ele se gtz Tn orbita acelortari si
intreaga lor viag, dezvoltaresi miscare sociad e determinal de viga si
miscarea tarilor inaintate, e determinat de epoca in care dim, de epoca
burghezo-capitalist Si aceast determinare a vid si miscarii sociale din
tarile inapoiate prin cele Tnhaintate este dgiscondiia necesad de viad”. De
ideile economistului sociologStefan Zeletin, neoliberal antimarxissi
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nverunat anti-socialist, la care se raéfgrolemic de multe ori, Lovinescu se
apropie mai ptin decéat se afirthin diverse studigi comentarii. E. Lovinescu 1l
amendeax ferm peSt. Zeletin;,...revolusia economig a fost precedatde o
revoluie ideologi@; ne-am dat nite instituii politice si juridice Tnainte ca
necesidsile capitalismului g le fi impus. Fenomenul e caracteristic nu numai in
marile probleme ndgonale, cu fond afectiv sau mistic, cum e Unirea,
Independera sau intregirea Romaniei, gifth probleme economice; prezarin
sanul lor a elementului ideologic este indiscutabD astfel de constatare ne
deosebge cu totul de dSt. Zeletin, care privge formaiunea statului roman
ca datoriti exclusiv capitalismului apusean. Principiul gnenateste banul,
institwiile pornesc din realitatea necegitior de schimb,si cum d-sa sume
existepa unui capitalism roman, procesul evolutiv ar merdeci, de la fond la
forma...” (279). In Manifestul comunistdentificim una din adeiratele surse
conceptuale ale tezei interdepengén,Vechea izolaresi autarhia locali si
narionala fac loc unei circuldi universale, unei interdependenuniversale a
nariunilor. Si ceea ce este ad@at pentru produga materiali, nu este mai
pwin adewvirat pentru cea spiritului. Operele spirituale aléverselor ngiuni
devin un bun comur{Karl Marx, 165).

Interdependei@a pentru Eugen Lovinescu e SinoAilcu sincronizarea
proceselor sociale, economice la nivel globaiterdependeta Tnseamii numai
atat: i o rara de pe glob nu poate evolua libede presiunea globului intreg,
presiune exercitat in primul rand de marile popoare civilizate industrialée’.
Efectul acestei presiuni poate fi pozitiv sau neg&omentariul ce urmeazlup
aceast definitie foarte general poate surprinde cititorul ofsiuit cu calmul
echilibrat al criticului, dar atingsi azi o coard foarte sensihil a costiintei
romanati si da un @spuns imperativ intregii plaje a etnocentrismulig, la
poporangti, samanatoristi, para la tradiionalisti, ortodoxiti si gandirgti, mai
recent, naonal-comungti sau pursi simplu naionalisti: ,, Ce rezulé de aici [din
interdependes] pentru fiecarerara atérna de imprejudrile particulare alearii
respective. Poate rezulta industrie mare scenulgerea vacilor, cai neggul de
robi, ca si Tmpodobirea hotentoatelor cu cercei de gticlRezumand,
Jinterdependera” duce la rezultatul & unele popoare mulg altele sunt mulse.
Si toatz ,filosofia” e sa nu fii muls. Orara ca Romania, care nu poate avea o
industrie prin care & mulgi — ca @ nu fie ea Tn&i muls: fara compensare,
trebuie g-si organizeze agricultura,dsfaci ,democraie rurala”... Sa mulgi si
ea cum poate — pe calea aceasta — pe ¢eilehre o mulg prin capitaluki
industriile lor. Imposibilitatea de a fi @ra industriaki si imperativul democréei
rurale sunt efectele interdependeih Inevitabil trebuie 8§ aciugaim ca randurile
lui Eugen Lovinescu sdrdureros de actual. lar Tn ce pgieeactualitatea viziunii
lui Lovinescu, rematon c legea interdependginin interpretarea sa anticipeaz
globalizarea capitalismului liberaki globalismul, cu fenomen cultural.
Prezentarea interdepengdainca mecanism de interculturalitate pus Tgcarie de
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necesitatea istoricobiectiva face din Eugen Lovinescu un fin observator al
modernititii social-burgheze. Consecvent pragmatismuduirstional, ganditorul
formuleaz un diagnostic optimist atunci cand judestarea tinerei moderait
romanati, evaluai strategic mai mult prin fotografiere statistigi apreciere
cantitatia. Scopul direct este acela de a legitima modeeatabcial-economic
pozitiwi si activa Tn comtiinta epociisi nu Tn ultimul rand de a oferi argumente
probante pentru integrarea sodfiet romanati in dinamismul accelerat al
modernidtii occidentale: Jnterdependesa tarii noastre in sanul vi@ europene
nu mai este ,interdependenmutei in plasa pianjenului”, ci o interdependeti
reali. ITn domeniul Tnaltei vi¢ spirituale colaborgia noasté a rémas Tnd
virtuala: ivirea, de altfel fireas€, a unui mare artist ar deahbui unda
concentrié a imitariei peste intreg continentul, iar descoperirea usavant,
oricand posibii;, ar avea repercusiuni igtiinga mondia&i. Roméania a devenit un
factor apreciabil al echilibrului european, iar tmpul r@zboiului mondial, la un
moment dat, a avut un rol determinant in destin@ldizasiei europenesSi in
domeniul economic am devenit un element activ: lte de grau mai
mbebugati sau descoperirea unor terenuri petrolifere au repsiuni pe toate
pierele mondiale. lgnd din faza ,muytei In plasa gianjenului”, traim, prin
urmare, solidarsi sincronic in structura viéi europené. In acest punct concluziv
al democraei, casi in orice alt nod al texturii ideologice pe careanstruigte,
pragmatismul rgonal al lui Lovinescu, modernismul lui, se confancu un
profund europenism, opus frontal ortodoxismulutoatonismului orientalizant:
,In trecutul nostru, spune dealtfel thadin primele pagini ale @i, nu
considetim ca un patrimoniu decéat elementul fix al rageil viefii nationale, nu

si elementele Tntamgiloare si regretabile al influerelor orientale. Privim deci
contactul ca Apusul ca pe o reluare a agleiei continuitizi etnicesi ideale,
desatusandu-ne, deocamdatde formele sociale, ne va dezobi, mai tarziu, de
invizibilele larruri spirituale ale Tarigradului, ale Athosului sau ale Kievului,
adicz de forele ancestrale ale obscurantismujuiale ineriei, pentru a ne pune
pe calea gsirii de sinesi a progresulul”

Atéata vreme cat discursul lui Lovinescu se fr@npe teritoriul social,
economicsi politic, naraiunea canonit despre formarea evoluia socieltii
romane moderne pe care seidtiie % 0 construiasg este perfect legitimh
Discursul §i comunic obiectul pentru £ este reciproc un prodyso reflectare
a acestuia. Ideologia tranalist-pragmatig estenutritaz cu istorismulsecolului
XIX, din care §i extrage Lovinescu mecanismele de persuasiunerasup
cititorului si, simultan, orizontul legitimator al procesului deodernizare a
Roméniei la Tn&i materia energetic a moderniitii burgheze. Nu exist
contradigii si incoerene structurale inistoria civilizafiei romane moderne
priviti ca nar@une intemeietoare. Lovinescgtie ci tradiia, mentalitatea
traditionaki, reatia social conservatoare sunt mult mai mult decat importante
forme reziduale ale mentalului colectiv romanedcinglege &, dimpotria,
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tradiia reprezimi Tn Romania anilor 1920-1930 un ¢owit puternic
contrastantsi deosebit de concureffiata de modernizare. Dar, verbalizand cu
sistem modernizarea Tn cadrul unei ideologii jicdtive, Lovinescu
canonizeax pentru prima odr modernitatea ca realitate definitiv instalan
istoria prezeritsi viitoare, a Romaniei.

Nargiunea despre modernizare a lui Lovinescu (singinturiseste in
Apendiceca ,...aceast lucrare ar fi trebuit % se intitulezeProcesul formaei
civilizasiei romane in veacul al XIX-leage transforr pagiri cu pagid intr-o
istorie a identifti moderne a Roméanie§i cum arai in final, modernitatea
romaneast povestidi si interpretai de Eugen Lovinescu? Cu surfrigau nu
descoperim & modernitatea lovinesciamu ne ia deloc prin surprindere, gare
a se confunda pénra identificare cu chipul Romaniei, produs de disalscolii
romanati si al manualelor, transferat apoi in repreelg colective primare. Se
incepe cu o delimitare identiiaaxiomati@, ce contrazice natignile canonice
concurente, acelea ale trgainalist-ortodoxgtilor, care preuiesc originea traco-
dacicd si memoria bizantirerientali a romanilor. Lovinescu privilegiaz
identitatea latiés ca uni@ origine a poporului roman modern supusei evoldii
istorice conflictuale datotitfixarii intr-un mediu de formége rasaritean cu totul
potrivnic structurii sale intime. Originea daticin naraunea canonic
lovinesciaid este supusunui proces explicit de camuflare. Negargeuti si
autoreprimarea asuniad originii nelatine s-ar motiva prin incapacitatiade a
produce atat legitimitate pentru natura europeanRomaniei casi energie
integratoare sau europenizan®Driginea nelatii ne-ar desprti de Europa n loc
Si ne apropie. Strategia narativ-disculisiv lui Lovinescu lucreazinsi asupra
imaginarului colectivsi opereaz acolo o cenzdr selectid a criticilor si
contesirilor. Vehement, desi putin cunoscut in detaliu,povestedui Lovinescu
s-a canonizat rapid Taain anii '30 ai secolului trecut, in forma ei sotedic-
rezumatiw, fiind naraiunea dominarita moderniitii romanati.

E firesc 4 ne intreBm, de aceea, ce efect produce in reprezentarea
identitatii noastre moderne itiativa narativ-ideologit a lui Lovinescu. Originea
ascuns (in discurs)ki astfel reprimat se Bzburi, totwi? Raspunsul e dificiki el
nu poate rezulta decéat din insumarea analizelaraalnicar asupra unora dintre
cele mai importanteispunsuri individuale date modetit, ca provocare majar
a secolului trecut. Dar itiativa naratié din proiectul modernist lovinescian
induce in mod clar o rege de dedublare identitata nivelul autoreprezeirii.
Ferindu-ne s-o numim schizaido judeédm cum ar spune psihologii, drept o
tulburare de personalitate, (mai mult sau mainpwontrolas, dar perturbatoare,
pentru @ genereaz nesigurati si nemutumire de sine. fadar nargunea
canonic-intemeietoarea celei mai influente proigc asupra modernitii
romanati din secolul XX este minat genetic de disconfortul insgaii in
modernitate, atata vreme cat modernitatea esteideimt cu Europa occidental
Tematizarea ideologic pe care o0 opereazlovinescu narand modernizarea
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Romaniei organizedzun camp al (auto) reprezérkor sociale pe care-l vor
modela sau 1l vor reface, re-inventa prin adti@raau negée tai cei care vin
dup Lovinescusi la acelai cAmp identitar ne raparh de faptsi azi. Exist o
continuitate autoritar in discurs cultural, fie prin negarea, fie prirrrafirea
campului reprezentianal construit de Lovinescu.

In acest punct al demonsie amintim numai doi exemple
importante. La zece ani dumpariia istoriei lui Eugen Lovinescu, in 1935-
1936, Emil Cioran scrie o namane incendiat despre destinul modern al
Romaniei unde reia toate temele lovinescigrie urzete o semantic diferita,
de cele mai multe ori fundamentalistPentru Cioran, ca pentru noi tibat
generaa sa, originea nelatineste nirturisita direct drept o rgine si 0 pedeaps
istorica : ,Este desigur o rgne inevitabili a condiiei noastre, de a fi fost
condamnd sa traim si sa crestem in mijlocul unei comuw@ii balcanice.
Aparinem prin soad Balcanilor, dei aspiraia noastéi continui ar fi
evadarea spiritual din ei. A crede cat de po ca noi trebuie 8 ducem la
inflorire spiritul balcanic este a ne compromjiea ne ofensa menirea, pe care
de nu vom avea-o o0 vom inven(a95). Mai important de remarcat este faptul
ca in Schimbarea la f&@ a Romaniei(prima ediie, 1939) Cioran exprim
nemutumirea de sine ca stare fundamental costiintei romansti, stare
camuflas Tn naraiunea lovinesciaf) dar transformat iati, de Cioran din ideea
reprimati in autoreprezentare asuiatceea ce are Romania in plusydale
celelalte fari mici care o Inconjoad, este o cogtiingg nemulumitz, caresi
justifica valabilitatea nu prin adancime, ci prin permap@nAr insemna &
cadem intr-o dezidejde, n@onald daci n-am recunogte continuitatea unei
asteptiri nergbdatoare, a unei nemmimiri zilnice de propria noasdr
soartz....” Si continua, ducand spre limite proiga utopic si autoflagelatoare a
identitatii colective, dintr-un complex radical al origimielatinesi al istoriei
orientale neeuropene (teme lovinesgi@amuflate): Romania, dra un mare
fenomen politic, viitor decisiy esenial existenei, mi se pare o monstruozitate,
0 glumi de prost gust(196-197).

Tn schimb, Mircea Eliade, pornind de la ageéamatizare ideologicdin
naraiunea eminescidn construigte un discurs absolut contrar celui cioranian,
miza fiind de data aceasta asumagieaalorizarea originii nelatine, ca memorie
activa a modelelor culturale alternative celor occidentativite in& frontal drept
forte participante in mterea Europei modernein, aceasi parte a Europei,
considerai aproape pierdut dupi instalarea domingei otomane, sau gstrat
comori de spiritualitate care awidut candva parte din ngucentrul culturii
europene: ca Thracia dionisidgi Grecia anti¢i, Roma imperial si cresting... s-
au ntalnitsi s-au plismuit cele mai de seanvalori. Nu trebuie & uitzm o clipz
unde s-a Intins Grecia, Romg crestinismul arhaic, s-a conturat adémata
Europi, nu cea geografi; ci Europa spirituat. Si toate valorile create fauntrul
acestei zone privilegiate fac parte din patrimorgamun al culturii europene. Nu
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ne putem imagina o cultéreuropeas redusi numai la formele ei occidentale.
Culturaliceste, casi spiritualiceste, Europa se intregte cu tot ce a creatsi a
pastrat spaiul carpato-balcanic(139). Nar@iunea identitat a lui Mircea Eliade
este eliberatoare de complexul originiginmasesi al istoriei nedrepte. Tiparele ei
venind din lorgai in general din discursul istoricilor, au sésa concureze muit
vreme nargunea canonic impust de Lovinescu. Din nefericire ele au fost
confiscate reductigi compromise paial de discursul ronalist-comunist. Dup
1990 canonul exploziv lovinescian, cu toate lggdenlui frustrate, administreaz
discraionar discursurile despre postmodernitatea actdomaniesi naraiunile
identititii noastre europene. Dintr-o analimult mai meticuloassi fara urmi de
prejudecat, a tuturor discursurilor importante care iau peZita de naréuneasi
tematizrile ideologice lovinesciene, s-ar putea recoristgimcron vocile si
dialogurile semnificative care au scris deja textataiunilor canonicesi anti-
canonice sau necanonice despre modernitatea rosgiinea

Intorcandu-ne la fizionomia idertiti romaneti moderne 1in
interpretarea lui Lovinescu trebuigi $nai reinem, dincolo de chestiunea
originii, alte cateva realiti si norme structurale. Lovinescu staltke definitiv
ca modernizarea Tncepe n secolul X§Xca este sinonir cu ,integralizarea
contactului nostru cu Apusuyi cu schimbarea mediului nostru de forfied
revoluia de la 1848 reprezentand in chip simbolicomentul principal al
acestei orientri intelectuale, economicesi politice” (479). Procesul de
modernizarea nu este unul evolutiv, cum l-ar fiidpmimistii Tn frunte cu
Maiorescu, ci este unul revelonar, pentru £ arde etapele istoricg are intial
un ,caracter de integralitate”in dinamica imitdei, urmat apoi, in fazele
superioare, de un incontestabdipjrit critic”. Tn final, cand Eugen Lovinescu
justifica demonstrga lapidar, printr-o lege universalimitasia, naraiunea sa
canonié paraseste brusc orice tonalitate optimis{i se Tncheie abrupt printr-un
mesaj de un profungl deconcertant scepticism: cum nam ,inveryiilor” sau
al ,ideilor originale’ ale unui popor este foarte limitat, se poate gpéina
exagerare imitatia e prima form a originalititii, Tn sensul &, prin adaptare la
unitatea temperameniad rasei, orice imit& ia cu timpul un caracter specific.
Originalitatea civilizaiei noastre cai a civilizatiei celor mai multe poapoare nu
sti, asadar, Tn glaboraie”, ci in adaptargi in prelucrare (479-480).

Existi o contradide de fond in mesajul ultim a lui Eugen Lovinescu.
in timp ce susne & modernitatea romanesceste rezultatul unui proces
revoluionar, neag@ posibilitatea apatiei originalititi Tn cursul inovaiei
creatoare de forme culturale noi, prin urmare oaa& de forme -
revoluionare Originalitatea se poate manifestaumai Tn adaptareasi
prelucrarea formelor imitate, din perspectiva ldvinescu. Dar, schimbarea
culturak produs de adaptaregi prelucrare nu inseararrevoluie, ci reforna...
Asadar, dg construigte cu Ebdare o nangune sociologico-ideologic si
istorici dupi 1848 pentru a legitima muta produd de civilizaia romaneasc
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ca revoltie structural, Lovinescu §i deconspik in final o mentalitate cultural
a arei identitate de adancime e #lake reformismul scepticDealtfel, contand
in acelgi concluzii pe procesul modernizator degknde imitaie, evaluarea
modernifiti romanati devine evazi¥ si pusi sub semnul unei Tncrederi
distante, pursi simplu relative: Jmitasia nu procedeaz dupi cum susne
Tarde, diruntru in afag, ci dinafa Thauntru, cu alte cuvinte, de la fodmngi
cu tendima probabili spre fond. Prima parte a acestei afirina evidend si
scapi deci orcirei; cea de a doua e, intrucat ne prites un adesr in mers
(s.n.) si unica posibilitate de dezvoltare a civilibor tinere.” (480)
Temperara maxind din aprecierea procesului de modernizare stdbile
paradoxal o distaa critica intre naratorul observater obiectul discursului&u

— proaspta modernitate romanedscdu@ ce tocmai criticismul iniat de
junimisti fusese comitut Tn volumul al ll-lea,Forzele reagionare Cititorul
preditit de-a lungullstoriei... pentru un deznasnant optimist, se intalge in
final cu un Eugen Lovinescu care nu vréggaranteze nimigi se aline de la
orice vizionarism. Ambivalaa paradoxal a mesajului concluziv din naranea
lovinescia@d vine dintr-o duplicitate a pazbnarii instantei produétoare de
discurs: fai de modernitate Tn genersil fata de modernitatea romaneasa
special. Eugen Lovinescu este un retiohar in judecata intelectualtianal,
dar este in acejatimp un reformist sceptic in mentalitagién agiune.

Se poate presupuné tovinescu este in edgamisufa o cortiinta
suficient de energicsi clarvazatoare pentru a concentra aspil@ unei epocii
pentru a le da o dir@e, la fel cum estgi un reflector major al unei mentailit
colective, pe care, verbalizand-o,asmndu-i discursul reprezentativ, o
canonizeaz Astfel nu se poate explica cum axul modériitomanati, de-a
lungul ntregului secol XX, se compune din indegjzitransformdt n
coexistem structurai paradoxal, intre nevoia deevoluie si optiunea pentru
reformalenti si discontind a socieitii romanati. Nargiunea intemeietoare a
lui Lovinescu a devenit cusurinta canon inca de la lansarea ejj din acest
motiv esemal: para si anti-lovinescienii sau anti-modestii s-au regsit n
ezitarea spiritului lovinescian inteamodernititii, dubla& de patosul reprimat al
exprimarii proiectelor moderniste. Existo continuitate remarcahilin acest
comportament identitar Tn tdaevoluia culturii romane de ddplLovinescu,
mai vizibila TncG dupi 1990, cind pareasrealizeze intalnirea paradigmaitic
dintre discursurile culturale cele mai diversemitieri imposibil de conciliat.
intelegand ezitarea intEamoderniitii, asezati in miezulpatternului de chiar
parintele intemeietor al canonului cufaomaneast corstientizim dificultatea
romanilor in asimilarea moderagii, miscarile lor impulsive revoltionare,
urmate sau dublate de gwirile regresive — sceptice (auto)negatoare.

Ceea ce remaim asiizi analizand natainea canonica lui Lovinescu
este & el nusi-a depsit spectaculos epoca, dar &t sinteza unui potéal
obiectiv. Nusi-a asumat responsabilitatea draniatie a fi legiuitor in alb a
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modernidtii si al modernismului romanesc. Chiar daar fi putut-o face, este
evident & si-a interzis § normeze revolionar viitorul sau prezentui si lase
mostenire un proiect modernist cogiter prin viziunesi ideal. Practigi numai pe
jumatate narturisit, Lovinescu evit si ne lase mgenire convertirea
necondjionat la modernitatea occiderdalEl ne indid@ intratextual alternativa
unei linii mediene intre revafia moder# si reagiuneaanti-moderra. lar aceast
alternatii, rezultai tocmai din adaptaré si ,prelucrare” imitativa, se
constituie de la bun Tnceput intr-o subtleviere de la modernitate, ntr-un drum
piezis si totusi temerar. Ultima arie din nafanea canonic lovinesciafi ne
confirma ipoteza. Uimgte in acea&tultima secvem a discursului stranietatea
nostalgiei autoflagelatoare dup tradiie salvatoare care n-ar fi existairaf si se
indice ind natura ceit a acestei tradi absente: Pentru popoarele formate pe
cale revolvionarg, fara un trecut cert, tradionalismul, Tn sensul imiteei acestui
trecut inexistengi al dezvoltarii in cadrele datelor rasei, este o imposibilitate
sociologici. Tocmai lipsa unei tradi puternice, unié de altfel,si cu lipsa unei
autoritdsi organizate audcut posibili o transformare atat de bruga civilizaiei
noastre in sens revglanar. (480) Rimanem suspendai fara aripi citind despre
nostalgia dramatica lui Lovinescu dupo tradiie inaccesibd, in timp ce afirm,
din nou, sensul revolgonar’ al mutgiei modernizatoare, sens aleru
contradi¢ii de fond tocmai le-am relevat.
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Abstract. Unity and diversity, originality and movement, gutarity and
plurality are the keyterms that are exploited irsiA<Djebar’'s masterpiedees Impatients
Dalila, the young woman from Algiers is against timeonditional submission of woman,
fighting against a patriarchal society. Traditiowdannovation are in opposition, and this
masterpiece reflects this aspect very well.
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L'ceuvre dart, surtout I'ceuvre littéraire ne s'inggo pas seulement
comme un objet de connaissance (de plaisir), elkdgvoile» aussi a notre esprit
comme un objet dinterrogation, de perplexité. Luweu littéraire, lorsqu’elle
«rencontre» du regard, demande la conscience dé&»&wn pouvoir magique.

Connaitre signifie, de moins en moins, définirplls en plus approfondir,
pénétrer dans une réalité pleine de pénombre, laingel n'est plus le perceptible,
mais le compréhensible, le sensible, la magieigoiér s'éveillant au dessus des
formes extérieures. La magie, le mystére d'un maiiftrent du nétre constitue une
tentation pour une connaissance neuve qui puigsaisa notre curiosité innée.

La Francophonie littéraire du Sud dont fait prtee Maghreb est
caractérisée surtout par son extréme diversitéadie des pratiques de la création
enrichissantes en ce qui concerne les genres abhogaét une écriture caractérisée
par un mouvement d’exploration d’'une parole newse carrefour de I'écrit et de
loral»’. Les études faites sur la Francophonie littérdireSud ont le role de
pénétrer dans la problématique de la différenceoaisidérant son originalité, sa
mouvance, sa singularité et sa pluralité.

Dans un ouvrage intitulées Littératures de la francophonie — Le
Maghrehy Jacques Noiry pose la problématique de la d&fimitde cette
littérature, a savoir:

«Le terme de littérature Maghrébine de langue fesec(expression la
plus simple et la plus commode pour désigner ceadt@rparticulier les lettres
francaises) et le concept que recouvre cette esipresie sont pas exempts
d’ambiguités. Tout d’abord, celle-ci désigne conatfiant de soi un instrument
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(la langue francaise) et un lieu d'origine et dkegsion (le Maghreb), elle
présente comme des évidences des notions floueslesguelles il faut
s’'interroger: pourquoi le frangais? La langue dlowisateur n'a pas été choisie
sans remords plus ou moins affichés, sans mauwsscience au moins
apparente, sans déchirements la plupart du tempelsment surmontés. Et
quel Maghreb? Celui des origines, de lidentitédper d'un passé revécu
solitairement dans la mémoire et dans I'exil, et écrivain doit restituer a ses
semblables? Celui d'un présent tourmenté, livréteanbles politiques et sociaux
d'une indépendance difficile, dans laquelle I'éanv se sent appelé, dans la
mesure de ses moyens et de ses limites de la eewsjouer le réle de porte-
parole? Sans compter que I'évolution souvent destey depuis une trentaine
d'années, de chacun des pays du Maghreb nous raivitglutdt a parler
maintenant, au pluriel, des littératures marocaaigérienne ou tunisienne de
langue francaise®»

Parmi les écrivains qui ont présenté un universsiogulier on mentionne
Assia Djebar, romanciére, nouvelliste, poéte, drarge et cinéaste algérienne qui
représente 'une des figures les plus importantedaphreb. Ecrivain-femme, porte
parole des femmes séquestrées, écrivain-témoire @dpoque historique, écrivain
stimulant la mémoire des aieules et secouant ddves, écrivain parcourant son
corps et surprenant le couple, Assia Djebar esi &asgvain-architecte qui éprouve
les structures, confectionne des objets linguistiget qui en restant profondément
ancré dans une idéologie de la représentationeévehs une recherche sémiologique
et une réflexion sur le processus de création.

L'itinéraire qui méne de Fatima-Zohra Imalayeneg tiété de 1936 a
Cherchell, a Assia Djebar, l'auteur, en 1957, Lde Soif, passe par la petite
enfance, I'école coranique et I'école primaire aulelia, les études secondaires a
Blida, puis & Alger, et 'Ecole Normale Supériedt® Sévres. En 1958, Assia
Djebar publie chez Julliard, éditeur dex Soif, son deuxiéme romanhes
Impatientset suit en Tunisie son mari entré dans la claimdi&st La guerre
d’Algérie entre alors dans sa quatrieme annéet @'&snis qu'Assia Djebar, tout
en préparant son dipldme d’histoire a l'universitégige pourEl Moudjahid
aupres des réfugiés algériens a la frontiere,Agqaétes dont elle s’ inspirera pour
la toile de fond de son quatrieme romags Alouettes naiveEn 1957 elle se
rend au Maroc, enseigne I'histoire de I'Afrique Mard a l'université de Rabat,
s'occupe d'activités culturelles dans le cadre ghoisations algériennes. De
retour en Algérie en 1962, elle publies Enfants du nouveau mondelliard),
puis Rouge l'aubesn 1967, et entreprend de multiples activitéseignements a
l'université d’Alger (histoire moderne de I'Afriquet, entre 1974 et 1976,
sémiologie du cinéma), collaboration avec la prelsseadio, et la télévision, et
réalisation en 1977 d'un long métralge Nouba des femmes du Mont Chenoua
qui obtient le prix de la Critique a la biennale\@enise en 1979.

Son second film,.a Zerda ou les chants de I'ouldintrepris en 1979, n'est
entierement réalisé qu'en 1982. Entre-temps ediépbbmmes d’Alger dans leur
appartementEn 1985 son romadAmour, la fantasidui vaut d’étre la lauréate du
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prix de 'Amitié Franco-Arabe. Il est considéré aoml'ouverture d’'une fresque qui
continueOmbre sultanesixieme roman publié en 1987.&iin de Médine

Actuellement détachée au centre culturel algéri€args, Assia Djebar
projette de faire un nouveau film et de poursusadresque sur I'Algérie.

La SoifetLes Impatient$1956 et 1958), deux oeuvres de jeunesse, greffent
sur la composante sociale des personnages untuigein de «création de soi» qui
s’exprime par des figures originales du «jeu déda que la romanciére s'amuse a
faire et a défaire, peu attentive aux grandes musatsociales et politiques du
moment. Pourtant, malgré cette distance par rappgrévénements de I'époque, (la
guerre d’Algérie entre alors dans sa quatriemeednnés Impatientspar quelques
aspects fragmentaires, participe a la parole wetign mettant en scéne des
personnages révoltés contre la bourgeoisie passiveclérosée, exprimant leur
différence intérieure, c'est-a-dire, un questionaegui suscite des formes d'acces a
un espace autre. Modifiant leur propre rapport\éel@t a la société, les personnages
de La Soifet desimpatients par certains indices de I'appartenance a un dileem
social et par les problemes qu'ils posent & ce ngreemble (le corps, le couple, la
tradition), préparent 'avénement dasfants du nouveau monde.

Certes, Assia Djebar restera pour le public essldmtient une
écrivain-femme qui parle de cellegjui baissent les paupiéres ou regardent
dans le vague pour communiquer.»

La connaissance d'autres cultures, d'autres cititins peu connues,
d’autres moyens de vivre est un bon exemple, cemaitre, découvrir signifie
aussi se connaitre soi-méme, car, Dalila, du rdrearimpatientsi’Assia Djebar, a
beaucoup souffert a cause de son désir illimitéod@aitre la vie et de se connaitre
soi-méme ce qui nous fait penser a la pomme denlaaissance divine interdite et
au péché primordial d’Adam et d’Eve. Le fruit deetamnaissance représente ce qui
doit étre caché, pensé, mais jamais touché, éamiéme temps, le désirable mais
restant a jamais enfermé dans son propre pouv@ietgalus puissant que la force
incommensurable de 'ame.

Dalila est I'exemple le plus vif de ce désir illtiqui 'amene, a la
fin, a sa propre perception dont elle a cru s’enfui

Les Impatients deuxieme roman d'Assia Djebar dénonce
'enfermement de la femme musulmane, sa conditiférieure (les yeux baissés,
le visage voilé) par rapport a I’'homme, dans lereatiune société patriarcale.
C’est un roman de «I'éducation sentimentale» efadedvolte justifiée de la
femme enfermée dans sa propre illusion amouretsgolie et I'extase du
premier amour, la découverte de la sensualité stlidétes d'un couple, les
tabous de la société brisés, la souffrance — Ellerlecon apprise de la vie).

Le roman écrit a la premiere personne constitue preeve que la
modernité n'est plus seulement un réve dans leegtmtarabo-musulman, mais
une réalité ayant pas mal d’échos autobiographiques

«Dire ,,je” dans un contexte arabo-musulman ntaflas de soi il y a
guelques décennies. [...] Il a fallu attendre liehce de limpact de la
civilisation occidentale anglaise et frangaise lsumonde arabo-musulman, a
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I'époque moderne pour voir émerger ce ,,je” d’igfrection dans les romans et
les textes littéraires. La modernité met en lumiéneividu, ce que ne font pas
les sociétés holistes, ou le ,,nous” 'emporteqGe nous voyons aussi dans les
sociétés agraires et communautaires. L'expositionsoi, de I'hnomme-sujet
jusqu’a des années récentes n’était guere prisée.»

La voix de cette révolte appartient & Dalila, jeddgérienne, qui veut
briser les limites d’'une vie toute faite par laiétE patriarcale. Sa révolte contre
ce statut de soumission inconditionnelle de la fengevant 'homme, contre les
mensonges qui constituent le batiment des relaonmles et familiales, n’est
gu’un cri désespéré ayant pour réponse la souffrdecla vraie connaissance,
Dalila étant dévorée par sa propre illusion swidaification de la vie. Sa révolte
n’est que le produit de I'incompréhension, des nearbrutales de 'amour.

Dalila, le porte-parole d’Assia Djebar nous «déxwiles limites d'une
société enfermée dans sa tradition ou le réle fiiene est presque imperceptible.

Vivant dans la maison de son frere ainé, Farideesa belle-mére
Lella Malika, car ses parents étaient morts, Daldenmence sa révolte par la
contestation de I'image de son pére, Si Abdelgmrsonne respectée dans cette
société ou les traditions ont leur place privilégié

«Si Abdelaziz, trés occupé par ses fonctions d’aghzar les femmes
qui se succédaient dans un appartement qu'il sevesau quartier européen, a
moins qu’il ne fat a Paris, pour témoigner de I'apjal’'une population indigene
dévouée et reconnaissante...” Ou peut-étre dans wpieitie d’eau, inclinant
sa silhouette de chevalier arabe devant les élégptht

Les autres femmes du roman acceptent leur condd®nfemmes
soumises, vivant le quotidien sans essayer deaegeh, respectant les traditions
enracinées a jamais dans leurs ames. La femmeppastatut, doit vivre une vie
pleine de restrictions presque intolérables, senrm@tant que celle de mére, sceur
et fille soumise.

Sa belle-mere, Lella Malika (femme mystérieuse, mémnuit), veut
changer l'attitude de Dalila, et c’est pour celdeja emmeéne Dalila & un
mariage. Mais, Dalila ne peut s’'intégrer dans lexdeomusulman, pour elle les
yeux des autres femmes sont vides. Au milieu defeesnes elle sentait sa
différence, ainsi préférant la danse a toute caratem.

Par sa nature, Dalila ne peut pas accepter dégrart dans ce monde
caché, ainsi, elle se dévoile devant nous, pouonggomprenne la complicité
séduisante qui s'impose imperceptiblement entres mbLelle. Par tout ce quelle
entreprend elle essaie de connaitre et surtoué @ermaitre. Sa relation avec sa
belle-mére est une relation permanente de cod#itfension et c’est pour cela
gu’elle cherche la compréhension ailleurs. Dal@at\s’échapper au milieu ou elle
ne peut plus vivre a cause de la sensation d'@wmeffit qui semble I'accabler pour
toujours, pour elle les chambres étant mortesecsoléil d'été les a oubliées.

Sa fuite est obsessive, car, a chaque instantlggelsent prisonniere,
elle s’enfuit et c’est aussi le cas de cette fAtmsi, pleurant, Dalila s'en va au
milieu de la nature ou elle se sent comme une @gjaat la ville & ses pieds.
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Le sommeil au milieu de la nature, loin de la s@cigccablante, la
rend heureuse, I'aidant a se découvrir.

La scene de la rencontre entre Dalila et Salimeashéme temps, typique,
car elle contient des échanges de regards et diegaet atypique pour le modéle
culturel musulman de I'époque, ou les mariagesritairangés par les familles:

«Et pourtant, pensais-je, c'est le premier étramgerme parle; bien
plus, le premier homme, en dehors de mon frére etah beau-frére>»

«Ce fut sur un visage que j'ouvrais les yeux. Usage d’homme ou
je remarquai d'abord les yeux étroits qui riaiel#. ne bougeai pas. Il me
semblait avoir atterri au large d’'une nuit chautlgant laquelle le soleil m’e(t
recouverte d’'un vétement d'or. Le visage restaitdi@ns cette lumiére qui le
baignait. Les cils des yeux noirs battaient; je agquai la bouche aux lévres
minces. Mais j'y lus un sourire ironique. Je meoseg, puis, confuse, me
soulevai. Je cherchai le boléro sur I'herbe pourrerouvrir mes épaules.
L’homme se mit a rire:

— Ne vous dérangez pas pour moi!

Un moment interdite, puis vexée de paraitre pudiboije me rassis.
Debout devant moi il était si grand qu’il me falldever les yeux pour
rencontrer son regard. Je le trouvai beau.»

Les Impatientsont, en fait, Dalila et Salim El-Hadj, et chacuentre
eux veut atteindre le méme but, mais d’une manaere différente. Ainsi, Dalila,
par l'intermédiaire de I'amour, veut «gagner» $eerié. Salim El-Hadj, veut la
déposséder de «la liberté», étant son uniquegsEsge son maitre supréme.

Mina, I'amie de Dalila, qui vient souvent chez e¢llénvite a la
réunion des femmes ou les problémes a la mode ntaédd’évolution de la
femme musulmane étaient le probléme du mariageerriies responsabilités de
la femme musulmane et beaucoup d’autres.

A cette réunion, Dalila connait la cousine de SdilkHadj, femme
qui ne connaissait pas la signification des menssng

Mina devient ainsi la complice de Dalila, car c’'gséce a elle que
Dalila peut partir de la maison de Lella ou ellessatait prisonniére dans son
propre monde. Elle voulait s’échapper au mystéiedgminait cette maison,
mais elle finit par étre elle-méme dominée par Mstére. Les douleurs des
femmes humiliées deviennent presqu’un rituel gquedetres respectent. Les
femmes ne peuvent pas étre de vraies amies, saulele® complices, et c’est
en ce sens que Dalila donne des lecons sur le ctenpent des femmes a
Zineb, la femme de son frére, Farid. La cruellectasion est que la femme doit
se taire devant son mari, et lui résister au conoer@ent pour se soumettre a
lui ensuite, pour gu'il soit vraiment le conquérdetsa propre femme.

L'atmospheére de tension fait son apparition dégkeit de leurs rencontres
en cachette, car, Salim, méme s'il aime Dalilat iraposer son autorité pour effacer
les initiatives et pour diminuer 'indépendancesdduture partenaire de vie.
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Salim est un véritable Pygmalion car il veut modekefemme. Par le
mariage, cette «chaine sociale», Salim veut tramgfiocette fille, pour laquelle
la vie a d’autres connotations, a son gré. Il estdremier venu» dans la vie de
Dalila et c’est pour cela qu'il considere qu'ileadroit d’étre son maitre:

«Tu es une toute petite fille, finissait-il paredien m’emprisonnant le
visage, le regard. Tu es une toute petite fillet g@ferai un jour une femme.»

Pour Dalila, Salim n’était qu'«une ombre», «un Bgfer», le but de sa
fuite, un instrument dans sa révolte qui n‘avahren commun avec son réve,
'amour étant un domaine ou elle passait seulsjlence.

La fuite est une obsession accablante qui 'accgmgpa chaque pas,
elle s’enfuit mais elle ne sait pas qu’en réalité ge cache d’elle-méme.

Pour elle, la fuite n'est en fait que la vraie dérte de sa propre
condition de femme soumise capable de suivre I'heraimé jusqu’au bout du
monde, ainsi Dalila suit Salim jusqu’au port, sarat dire (elle est une femme
soumise, mais elle ne l'admet pas). Pour elle, tait un spectacle. Elle
accepte Salim, mais celui-ci analyse Dalila.

Le dialogue avec sa mére (qui a aimé le méme houumee Dalila
auparavant) et le dialogue avec Thamani la détennhia s'échapper a cette vie
mensongere. Le dialogue animé entre Dalila et Thafsa voix sonore l'introduisait
dans un monde démoniaque), faisant preuve du wtydpie d’Assia Djebar, vise
deux mondes différents dans le méme monde, pdaDajprésentant la volonté de
changement et l'avenir et la vieille Thamani, syfabdu vieux monde («vieille
encyclopédie ambulante» des affaires amoureuses):

«— Non, Thamani. Tout ce que jai voulu, je l'aitfsans me soucier
des autres. Je le ferai en leur criant a la facdoce ils ont peur... Toi, tu ne
peux comprendre; tu es d’'un autre monde.

— D’un monde ou la vérité m’est confiée. Seulempnta filtre, je la
distille goutte a goutte, termina-t-elle, dans i@ triomphal.

— Oui, d’'un monde ou finalement on épargnait lesnfes.

On leur demandait si peu; ni vertueuses, ni ps@sement honnétes.
Mais le jour va venir ou I'on n'aura pas besointaie Tu es d’'un monde ou I'on
vivait tout par procuration, par peur de risquenTole ne sert a rien. Tu ne
peux rien sur moi; et bientét sur tous... Tu es finie

— Non! s'exclama-t-elle, ne relevant de mon dissaywe ce que ce qui
I'excluait. Non. Je suis la pour que tout resténéade suis la pour prévenir le scandale.

— Le scandale est dans cette volonté de I'évit&cmai-je, avant que
tout, soudain, tombat dans le silenée.»

L'injustice produite par sa meére et surtout parridai contribue & son
départ pour Paris. Son refus de la réalité vécee plus d'intensité, avec une intensité
accrue qui la «déchire» et qui lui donne de laefoles mots étant les seules armes
gu'elle possede. En ce cas, on parle de la reequeriisienne entre Dalila et Salim.

Ainsi, arrivée a Paris, elle confesse toute lat&éii 'homme qu'elle
aime, mais celui-ci, n’est, en réalité, qu'un péom I'échiquier de I'avenir. La vérité
dévouée s'avére étre la seule arme qui la dépodséui amour «brilant».
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Dalila, ce Cendrillon renversé a premiére vue, eygrésente que le
prototype de femme algérienne qui peut et quiataiepter son statut d’infériorité.

Ainsi, pour lui le passé est plus réel que la téaiéme d'ou il semble
absent quoi qu'il soit présent.

Pour Salim, la fuite de Dalila n'est qu'une prewamour, lorsque
pour elle cette fuite a autre signification. Ellerduit de son propre statut pour
n'aboutir a admettre qu’elle aussi est la femmeslgr’'n’avait jamais cru étre
('autodécouverte et la découverte du monde martgean impuissance, sa
limitation, son enfermement dans le milieu musulrpatriarcal).

Parler de Salim et de Dalila, c’'est parler de diuges antagonistes
représentant le passé (les traditions musulmarte) présent (la tendance
novatrice de la femme) ainsi: & la révolte de Ralilinsoumission, I'ouverture
au monde) s’oppose la possessivité de Salim.

Trop impatiente de connaitre la vie, de se cormaii-méme, Dalila
se retrouve seule mais sa solitude physique, @wais connu toutes les étapes
de sa formation constitue une porte ouverte a sgued du vainqueur:

«Avec ménagement, car c’était la premiére fois defmngtemps, j'ai
pensé a moi. Avais-je perdu cette grace? Je n\@isseen. Peut-étre est-il plus
difficile, me dis-je, de la conserver en dehordalges les prisons, en dehors de
la jeunesse qui, apres tout, n’est qu’une autsopriJe me sentais vieille, c’est-
a-dire indifférente & moi-méme. Mais heureuse.nelele ce bonheur pur que
donne le spectacle des autres, quand ils sont f#rarmée, devant la vie,
devant tous ses mensonges, toutes les patiencesywdeation inutile.$

La cruelle conclusion est que la femme n’a pasr&it dl’exprimer
ouvertement ce qu’elle ressent en présence de ifiteoaimé et qu’elle doit se
taire devant son mari. Ainsi, l'unigue liberté paure femme, c’'est sa solitude,
non pas sa révolte contre I'hnomme aimé. Dalila priapcette legon aprés une
souffrance cruelle:

«Nous sommes ensuite sortis. Je montai dans sae/oit

— Je voudrais retourner au foyer, dis-je sechendgitdécidé de me
mettre au travail.

— J'ai décidé autre chose, répondit-il sur le mémne

De le voir continuer & conduire calmement me rerfdaeuse.

Non, je I'avais dit un jour, je ne savais plus & grn’aurais jamais de
maitre, jamais.

Dalila accepte sa condition en la refusant. Cedux@ semble étre le
pouvoir majestueux de ce roman.

L'intensité maximale avec laquelle Dalila acce@tesndition de femme
algérienne enfermée nous fait penser qu’elle g@sine autre femme d’Alger:

«Elle est en quelque sorte Zineb, I'épouse humiti@edoit demander
'accord & son mari pour aller rendre visite a gagents; elle est Cherifa, sa
soeur ainée, qui ne supporte plus de vivre enfetoate la journée dans
I'appartement ou de ne pas sortir de la maisoa,Ginpagne, pour ne pas étre
vue par les ouvriers embauchés temporairement.»
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L’ame de cette femme révoltée contre son statutregéritable miroir de
la société algérienne dont elle représente le-paitale de toutes les femmes.

«Et Dalila, tout comme Assia Djebar, impatientepgi@endre, écrit
elle-méme sa lecon, et trace une trajectoire examplpour toute femme
maghrébine, pour tout artiste qui accepte l'idée geaulement la révolte — la
vraie — méne a I'Oeuvre.»

L'oeuvre n'est pas seulement cette étoile cachéelleaméme, ce
bloc nocturne et brillant dont la lumiere éblodigenne. Elle cherche aussi nos
regards qui doivent «interroger» pour la découvidioeuvre n’existe pas
comme une chose de la nature, mais comme une \@deud esprit, car, il y a
un dialogue entre elle et 'ame du lecteur. La tioéeest liée a la connaissance
ou la connaissance est de la création.

NOTES:

! Nous empruntons cette expression & Nora-Alexamtai-Tani de son ouvrage
Roman Africain de langue francaise au carrefoun'derit et de I'oral(Afrique noire et
Maghrel), Paris, L'Harmattan, 1995, 352 p.

2 Jacques NoinLittératures Francophones I. Le Maghrétaris, Bellin, SUP, 1996, p.7.

3 Déjeux, Jeanla littérature féminine de la langue francaise Blaghreh Paris, Ed.
Karthala, 1991, p.80 apud Steiciuc, Elena-BraadHorizons et Identités Francophones
Suceava, Editura Universiii din Suceava, 2006.

* Les ImpatientsParis, Ed. Julliard, 1958, p. 103.

® Les ImpatientsParis, Ed. Julliard, 1958, p. 16.

®1dem, ibidem.

" op. cit, p.205.

8 op. cit, p. 148-149.

° op. cit, p.238.

% op. cit, p. 200.
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Abstract: The present paper, implicitly polemic, is a fragrm of a more
elaborate study and aims at redefining I. L. Calafg work, by setting it not in the realm
of mimesis,but in that of questioning the immediate realitpnfr an onthological
perspective. Apparently exploring the real, I.L.r&pale’s writing questions the
hypothetical, the text becoming both creation emerpretation of the world. Thus, in I.
L. Caragiale’s work, the aproximation of nothingnedoes not provoke, in a postmodern
manner, a crisis of anguish and alienation, bggiterates fascination and hedonism.
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modernity

S fie Caragiale ,defectiv de transceng@nasa cum spune intr-un loc
Livius Ciocarlie despre sine?! impotriva tuturoaegnelor, & crede mai degrab
ca o neliniste ontologi@, privita fie si printr-o prisnd a relativizrii ironice,
fundamenteaizchiar actul in sine al scrisului caragialeRizica, adi@ materia,
constituie un dat pe care Caragiale il inregisreazsperata de a-l epuiza de a
trece dincolo de el, la nivelul sensului. Cum sénms, intirzie 4 se arate,
Caragiale preférmarginea, de unde poate privimateria,si pe sine cu ironia
care nu e altceva aici decit un semn aktiionei inconsistetei. E felul lui de a se
salvasi de a fi. Caragiale nu se lapsi recupereze sensul — orice angajare i se
pare cadut — si nici si-l instituie. Ti lipsgte fanatismulsi poate credita. Dar
inventarierea formelor pe care le imkraeantul — cu euforia Tnscrierii in neant a
propriului sine — @ seama tocmai despre felul in care materia Thesgens.

Va fi parind poate abuziv, dar nu pdt su reiau fragmente din Livius
Ciocérlie, care @rturiseste ntr-un loc, in dialogurile lui cu Mircea Bea: ,As fi
copiat de diminga pima seara liste de inventar”. Altundeva: ,Bawiata
obosate? li obosgte numai pe ceiascui din greseak si pe cei care fac ce nu i
se potrivgte. Ceea ce inseampe foarte mul. (Cine s-a fiscut 4 stea la un
ghiseu?). Pe ceild| pe nvingitori, pe oamenii cu iiativa, pe lupitori efortul i
insuflaeste. Viaga e mediuki stimulentul lor”. Cu Caragiale se petrece ajnm
lucru paradoxal. El &tla un ghseu — adig la masa unei bani dintr-o gas,
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pentru a ilustra cu un singur exemplgi-Au dispek, nu obosgte. Fungonarul

nu are angoase kafkiene, nu e claustrafohici nu simte, bacovian, materia
plingind. La drept vorbind, dacBacovia sau Eminescu chiar au fost simpli
functionari publici — copiti sau secretari —, Caragiale — un amas liber —gi
alege ghieul. Si 1l gasete pretutindeni. Ciudat cumarfi a fi insufleit de
initiativa, fara a fi un Tnvingtor si cu atit mai ptin un erou, Caragiale &fn
mijlocul vietii de pard@ ar sta in afara ei. In permamgrintre sinesi viati e o
distana — ca aceea dintre perifegecentru — care-i permiteisadauge recejti
veninul — de nu chiar drogul — iluziei. De aceeanvingerea e substitaitde
tehnic. Nu de experiment, ci de tehijide matesug.

Desi vede si simte enorm, monstruos, Caragiale, tiirmuzical,
opereaz o de-realizare — materia e sunet sau imagineioatgy o virtualitate —
care nu d senzéa declinului, ci pe a armoniei. O armonie Tn irliic
Aproximarea neantuluji pierderea in infinit prilejuiesc nu angoase, xtese
euforice. Cinicul Caragiale nu e un nihilist; fasti de spectacolul lumii, el §i
creeaZ. Tocmai de aceea futanarul de la gieu e un Dumnezeu, dar un
demon: el nu disp&yci se amuz Hedonist, devine un regizor — dincolo de bine
si de @u — Incintat de posibil. Astfel, el constrie in virtual, cu o accentuat
corstiinta a ipoteticului. lat motivul pentru care difergele dintre I.L.Caragiale
si Mateiu Caragiale nu vor fi fiind, la origini, &tle mari. Numai &, dad fiul Tsi
pune o mascpentru a se salvai masca e tot mai ornameriapre a deveni
finalmente iluzie, tal isi supune prezea unei costiinte estetice caread
artificiului (si nu ornamentului) consisten lumii, ba chiar iluzia adéwilui.
Primul e un dandy, al doilea un estet. Pringutrinsforna propria viaa in ope#
si se dizohd pe sine pilla a se nega, al doilea se Tntemgieantinuu, chiar
atunci cind nu face decli #hregistreze absemtranscendeei. De nu va fi fiind,
totusi, Caragiale — tat — un flaneur..lata-l pe Sergio Givone disociind intre
estet, dandyi flaneur. Flaneur-ul, oglind a lucrurilor, e sedus de marele teatru al
lumii — un demon intervenind in el, jucind farsesdenind cu bucurie deopottiv
ascuns si exhibati. Poateun mauvais démiurgeOricum, el vorbgte fara
disperare despre abisi gte marginea Iui 1l pipaie cu voluptate. Textul insue
o oglindi. Calamburul, vorba de dulitzul sint mijloace de a proiecta materia
n limbajsi de a pulveriza eul. Teatrul lumii devine, asttei, teatru al limbii. Cu
cit mai consisteitlumea, cu atit mai iluzorie lumea. Realul e @epoar prin
excesul de real. Limbajul, prin pulverizarea coroénii

Dincolo de aceste excesese gseass, oare,adevirul?! DaG adevr
Tnseama corgtiinta euforic a iluziei, Bispunsul e afirmativ. Oricum, ad&ul nu
e un dat, ci 0o contiuexperiem (experiefa a rafirii lui) si un permanent
exerctiu. In nici un caz, Ins adevrul nu implici o experiefi dureroas:
Caragiale scrie dintr-un impuls ludic, pentru auwsedcu ajutorul unui corp
iluzoriu a @rui singué realitate sint cuvintele. Suficient gietextul caragialean
nu e o copisi nici nu areteluri, eufemistic spus, didactice. Excesul de nefer
concrete are drept consegirgolirea de orice referia — si exiséi 0 tensiune
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poetic asupra #reia ar trebui insistat tocmai Tn acest joc dimieriesi neant,
dintre realitatesi adevar, pe care il pune n padimgratuit-cinicul regizorSi asa
cum, astfel credf lumea este dincolo de bigede #u, tot astfel ea dépeste
problema adeirului. Nici adevrata, nici falst — ea e o proiee posibik n
limbaj; i fictionalizeaz deopotrid autorul si uimeste. Meraviglia face din
Caragiale un autor g& din mantaua lui Giambattista Marino.

Nu e nici o Tndoia ca schiele lui Caragiale pe tema evenimentelor
publicistice se inscriu Tn eaia disputei dintre adév si iluzie. Societatea
capitalisi — aceea Tn care explod&agocul mass-media—, cu tot excesul ei
pragmatic, are drept consegdimstituirea unei ontologii a iluzoriulut.emadispare
si e irecognoscibil sub straturile de vatiani — a @ror singué realitate e limbajul.
Sau, mai uman spus: realitatea e deja interprétaszest context, mai contéiaz
nu adeirul, care imine o iluzie, ci — faptul concret, istoria @&l Nici macar
interpretarea nu mai cont@azi doar iluzia realului, proliferarea ei virtdaPir si
un basm parodic, precuiiami. .., Se construige pe tema readiti care mascheéz
adevrul. Nu-i, Tngi, deloc acesta exemplul cel mai elocvent (decitepqain
surpriz) — cci scrieri majore ale lui I.L.Caragiale, dadintre acelea risipite prin
gazete de tot felul, se construiesc ca arhite@tuvirtual. E o dovadlin plus &
pentru Caragiale nivelele acestea del@égere a realiti, de unde se edific
perspectiva ironic a denutirii adevarului ca iluzie, constituie 0 mizmajog. In
fond, dad exist o ,ideologie” a scrisului caragialean, aici arbtieea dutag.
Masca e emblema acestei pulvamia rupturii dintre realitatgi adevir. Cu toate &

e fascinat & observe Tgelarile adevirului de @tre fapte, Caragiale e atras, in fapt,
de aceste coincidgn ,mincinoase” care instituie un adevmai profund, al
posibilului. Oricum, masca ia locul #ifsarii adeirate; concretul substituie ideea.
Cel puin aa s-ar putea spune. in realitate, o astfel deprétare e la rindu-i
deformatoare. &&i mascasi infatisarea adeirati, concretulsi ideea sint una; se
suprapun, se confuidinstituie un teritoriu al iluziei. in fine, cee® conteaz
pentru Caragiale sint reliefurile vizibile. Intr-lot, el face aproape apologia acestei
situgii. lata: ,Petrecerile cu mult Thainte prge rar se intimgl sa iasa bine; cig
vreme, cele incinsesa la intimplare, pe negindite, aproape intotde&imaesc
frumos... // De ce oare? — De ce, de nece — nu &eabumie batem mereu capu s
filozofam, € tot ciutam cauza la ogice... Destul § constaim cum se petrec
lucrurile” (Repausul duminical

Greu de spus despre |.L.Caragialeac face — prin acedstienunare a
interpretrii, adica a unui posibil sens originar — critica modeit Greu de
spus, pentrua; simind relativizarea obiectului nu ca pe un pericolca pe un
prilej de figionalizare a lumii, el @linconsistetei un sens ,auroral”. Pulverizarea
lumii obiective, receptate catiane incorpordt, ar fi putut insemna o dinamitare
a modelului iluminist. In realitate, prin Tncorpoga sensului in materie, chiar
dac e vorba de o materie risipiin fragmente, Caragiale apae mai degrab
modernititii. Or, vocdia ludica, fie easi minat de un discret mascat scepticism,
refuzi radicalitatea formelor, fanatismul ideologic, fdéa unid.
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Nemaiurnarind Legea, adic sensul unic, Transcendanirepetabilul, Caragiale
pune permanent in pagiiluzia cautarii lor. Adevirul si iluzia formelor pe care el
le imbrad, uniculsi interpretirile sale posibile care nu se exclud, toate acdatea
din autor ,victima’ acestei tertia Exista o ironie a tehnicii care devine
argumentul decisiv al iluziei, o dovaadch non-obiectivittii. Ciudat faptul &
tdietura exact, decupajul ferm @rturisesc nu despre realitate, ci despuza ei,
ntemeiad de neant. Ironiai relativitatea din scrisul lui Caragiale sint cecista
substituirii realului de tehnica Tnregiii (si deseori interprdtii) lui. Poate &
are dreptate J. Baudrilllardi spurd: ,Dupa miscarea progresiy aceasta este
miscarea recesiva moderniiti. Dupa miscarea analiti¢ si dinamic, aceasta
este mycarea ironié si postuna”.

Protejai de situarea sa ambigudeopotrid Tnauntru si in afa,
privirea lui Caragiale este a unui hedonist: matériapare ca un spectacol
fascinant —si nu Tns@imintator — de forme, ipostaze, culori, un spectacol al
faptelor greu desgzat in modele t@nale sau ngonabile. Totul se dexfoari ca
intr-un gen de echilibristicsofisticaii in care nici un fel de interpretare nu e
decisiv motivai. Or, pe Caragiale nu-l aliengap astfel de indecizigi nici
desfisurarea labirintig de spéi. Un epicureu nu @seste aici decit prilejul uimirii:
viata Tngisi € un spectacai Caragiale e atras ca de o flecde taina ei, de abisul
,construgiilor” care sfarna orice gteptaresi logica bunului sim Paradoxuki
surpriza, duse pinla absurd, cu conset¢n de-realiZrii concretului, sint
construite de Caragiale 1n virtutea répeunei ecugi descifrate de el in lumea
reali. Fascinat de lume, vrea, la rindua poat uimi. Si o face cai cum faptele
de genul acesta ar fi exemplare.

Sa nu uiim c volumul deNotesi schire din 1892 debutedzcu textul
In Nirvana Or, iati aici, in Eminescu, intr-un zig-zag la care Calegafost Tn
permaneti sensibil, imaginea monadia lumii: ,Asa I-am cunoscut atuncegaa
a ramas pid in cele din urdd momente bune: vesgiltrist; comunicatiwi ursuz;
blind si aspru; muumindu-se cu nimica nemutumit totdeauna de toate; aci de
0 abstinetd de pustnic, aci apoi lacom deiqgrile vieii; fugind de oamenii
cautindu-i; ne@sator ca un Btrin stoicsi iritabil ca o fali frumoad. Ciudat
amestedtura! — fericita pentru artist, nenoroditpentru om!”. De nu va fi fiind
acesta mai degralun autoportret, nu-i nici o indofiata, Tn cazul particular care-
tulbura, Caragiale identific ceva din legea de n#puns a vigi. O sund de
paradoxuri — chiagi cu interstiiile retorice de care nu se poarte eliberai —
consecim unei ,voine oarbe de a fi" Jn capul cel mai bolnav, cea mai
luminoas inteligerta — cel mai mihnit suflet, Tn trupul cel mai trudji'!dac am
plins cind l-au gezat prieteniisi vrajmasii, admiratorii si invidiosii sub «teiul
sfint», n-am plins de moartea lui; am plins dedraeii, de cite suferise aceast
natus iritabila de la imprejuiri, de la oameni, de la ea #g8. De altfel, textul
imediat urnator al volumului {ronie) aseaz viata poetului Tn acega termeni.
Avid de detalii pe care le articulegazu voluptate intr-o constrtie, Caragiale e
neutru sub aspect moral. Oricum, indurerarea las unei teribile fore
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admirative care are ca obiect atit lumea stifpropria-i fota constructiv.
Asemenea situ, paradoxale, adévate fracturi in firesc, (pre)tindi sdentifice
miezul lumii, altfel inaccesibil. Poate tocmai decea Caragiale alege periferia
(de nu cumva este ales de ea) dreptisg explodrilor sale. Aici, Tn margine,
functionarul are mai acut sentimentul neantului, pe-té@este instinctiv, chiar
daa lumea édreia ii apatine se afi intr-o micare ascendentE un fel de a spune
ca periferia nu ucide, ci intemeiaz

Asadar, viga ca 0 mginarie, ca succesiune de fapte paradoxale, ca
mecanism secret in care gtanilintre hazardi destin — sau fatalitate — este mai
mult decit fragid. E casi cum totul s-ar de&fura du@ un plan, pentru a fi, in
acelai timp, o nesfigita improvizgie. Ciudat cum el transfemsupra realului o
observae facuta explicit asupra artei. Ce este arta? O spune @deain O
conferemi: ,incercarea spiritului omenesc de a satisface arermevoie a
spiritului omenesc”Or, Tn lume, Caragiale vede acgegratuitate”: identitatea
ei, fara vreun ineles; singuru-i rost, bucuria. Oricumiderea in materie ofer
prilejul unui sens, fie ali de grad secund. Se-ntrédbtr-un loc Caragiale: ,Dar
e oare un mijloc mai puternic cé scapam de toat haotica #valire a lumii
intregi n bietul nostru suflet, decit divina mdZc- vag si vast casi lumea, ca
si aceast nepitrunsi si fara inteles decit frelesul cel maresi singurul —
armonia...” Un artis). Armonia, sigiliu al vigi intrate in tiparul unui mecanism
pe care Caragiale incearou o dai sa-l inteleag si sa-1 exploreze cu ,nava”
fictiunii. De data aceasta, nu e nici uthbde cinism la mijloc, ci doar o fascira
indurerai: ,Cind era in culmea fufionarii, masina cea admirakil s-a stricat:
regulatorul, care avea de la inceput in aliajul sn puntticnit, s-a frint in toiul
miscarii: «organele erau &fimatesi maestrul nebun»!”. Finalmente, ,moartea —
ea a dew/irsit opera nebuniei”.

Insulag in mijlocul unor ironii care gliseazasor in gravitate, afirmaa
referitoare la armonie sugeréamnicar existeta si-n lume, nu numai in op&ra
unei rigori de ordin ,subtextual’. O astfel de r&ge, devenit sens, e singura care
justifica, printr-o transcendem care nu are, propriu-zis, nimic transcendent,
existenasi care, mai mult, gi poate salva. E, oricum, formuiaaici ipoteza unei
ecuaii, ale cirei necunoscute silimeasi arta. Adica, aglomerarea de fornye
sensul. Ce le ugte este structura lor care nu excludgul ca dat fundamental.
De n-ar fi elsi de n-ar fi fundamentul edificat in fasciega lumea ar fi cu
adevirat monotoa. Asa, @masi in permane@d Tn stadiul ipoteticului,
desfisurindu-se ca actuatlid accidentale, dind impresia fatafit, ea lag macar
ideea contribtiei individului. Tn treadt fie zis, cum & ne expliam altfel
amestecul ciudat — fires@-s mire pe muli — dintre pasiunile muzicale ale lui
Caragialesi voluptatea coboririi in elementar. Tn Berlin, certele din Beethoven
si icrele, ca 8§ vorbim metonimic, sint obsesii complementare. Almldau seai
despre nevoi elementare. Sau poat&icrurile stau intrucitva diferit: de o parte
lumea, care-i satisface nevoia de a percepe matarisimurile; de cealai,
arhitectura unui sensiluzia articukrii ei duga legi nestiute...
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Poate & si in sensul acesta, nu numai Tn acela akiizihtre ironiesi
gravitate ori intre retoricsi stil, ,schita” cu care se deschide volumulMetize si
fragmente literareeste elocvedt Intre doui povee..instituie spaul ezitarii
tocmai ca pe o gi in care sinele se poate manifesta liber. @ aicreativiitii,
atit in planul limitat lingvistic al jocurilor deueinte si calambururilor citsi Tn
acela al lumii pe care cuvintele o intemeid2e fapt, nu exigtnici o ruptué aici,
ci numai o diferetd de intensitate. lati pe cei ,doi consilieri intimi” cu povele
lor: ,li cunosc bine pe amindoi, mai bine de curh ecanosc ei pe mine. Eu sint
sigur de caracterul lor; ei nu se pot niciadaizui pe al meu. De cite ori nu i-am
amagit, urmind, cu toatpovaa stiruitoare a unuia — pe careirpreficeam @ o
ascult cu tot interesul — indemnul celuilalt. Dagi @ina lor: unul na trage la
dreapta, altul la stinga; cind unul imi zice dajldmi zice ba, sa & eu, sau
trebuie & stau pe loc, sieptind Tn zadar o Trdpare a lor imposihil, sau trebuie
numaidecit & urmez pe unuki astfel i contrariez pe calalt. Insi ce e regretabil
pentru mine, e&totdeauna, dudpce am urmat pe unul departe peatare, cind
ma uit Tnapoi, ni caiesc, @ n-am urmat pova celuilalt”. Refuz & citesc astfel de
texte de pai ar fi programaticesi nici nu vad in ele alegorii de un anume
didacticism. Totg, sint tentat &identific Tn cei doi consilieri, pe liagot felul de
zig-zaguri structuralesi ruptura (ruptura ca dependg&rcomplementai) dintre
lume si sens, dintre pitorescul \ie si armonia unei itelegeri monadice. Este
echilibrul, fragil, intr-adea, Tn care se inscrie un hedonist. De fapt, tocmai
fragilitatea d ford, aici, echilibrului. La drept vorbind, dincolo geologul acesta
cumva didactic/ntre dou: povege..chiar este o sctii despre fragilitate: Nina,
poate Tintruchiparea unui Mefisto cu aer de niipfedelicat si stranie,
provocatoarsi gratioasi, cochei si dominatoare prin ezitare, azi doar un abur de
tristete coborit prin paginile de incepuitde sfisit in usoaf ironie. S mai spugi
cineva @ |.L.Caragiale nu va fitiut 2 prindd in expresie meandrele fine ale
sufletului feminin! Si aici, Ingi, ironia — semn al diabolicului — pentru a evita
sentimentalismul; pentru @mine, fiesi ca intr-o iluzie, in afar Ba chiar
trimiterea la satanism nu-i altceva decit un aitifi Fireste c tot pentru a atenua
din efect, Caragiale apeleda rama celor doi sfetnici de tain

Altfel, de rainut convingerea, cu caracter deopatrawutoreferetial, ci
,un dricusor se poate strecura prin cea mai ingestpatura”. Cici, de va fi &
vorbim despre demonismul lui Caragiale, alsitabia apoi al lumii create, atunci
va trebui § invocim tocmai aceastoptiune a sa pentru ezitare, pentru periferie
ca loc al ezitrii, pentru acele Qe prin care nici o realitate nu se
instituionalizeaz pentru a degsi stadiul aproxinarii. Chiar si aici, Nina mine
un vis. A gitrunde prin astfel de #paturi Tnseama a explora n ipotetic. Or,
ipoteticul, creat cu fine prin procedee de sofistigainginerie textua, uneori
prea la vedere, este chiar teritoriul scrisuluagalean, unde totul e posibil gia
cum nimic nu ar fi realSi asta, nu-i ga?, Intr-un spau al explodarii realului!
Ipoteticul, ca manifestare a unor negfér posibilititi de a fi ale fiinei si ca
permaneri surg de interpretare a lumii.
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JURNAL DE DOLIU CA MONUMENT ORNAMENT

Sabina FINARU,
Universitatea Stefan cel Mare”, Suceava
sab59ina@yahoo.com

Abgract: The paper examines Roland BartheBareavement Dianas a
monument dedicated to his mother, founding figuréhe ethical-aesthetic value of his
creative spirit and of his writing. The Barthesiariting, seen as implementation of the
truth that founds a new world, which is revealedtbg hermeneutic of a self whose
meaning is reconsidered from the perspective ofvaak ontology,” is read against
Heideggerian aesthetics as interpreted by Vattifibe Diary is a virtual work,
architectonically imagined, a writing-as-origin ttiplying itself in other concomitant
texts, which raise a monument on an ornamentatetésthinking.

Keywords:. self, bereavement, writing

»A scrie pentru ag aminti? Nu pentru ani aminti,
ci pentru a combate sférea uitirii ce se anura absolué.
Aceast — curind - «nici o ur@a, niczieri, Tn nimeni.

Nevoia unui «kMonument».
Memento illam vixisse.”
(Roland Barthesjurnal de doliyp. 121)

Roland Barthes scridurnal de doliula moartea mamei saleéri
intertia de a face literatday ci pentru a-i construi un ,monument” prin
comunicarea experigzi devastatoare a morsi a adevrurilor ei: ,Nu vreau &
vorbesc despre asta, de #risa nu fac literatut — sau & fiu sigur & nu ar
deveni literatut —, chiar dai literatura ia ngtere din aceste ad#éwri.”* (p. 29).
Poate prea puin paradoxal & tocmai cel ce a afirmat ,moartea autorulgiia
dezavuat jurnalul ca gen confesiv ajungefaa recurs la periferia literaturii,
dar si asa existera este asumatca scriitud, vizind, poate mai mult decit
celelalte scrieri, o estetigornamentai”.?

Doliul izvorit in fiinta morad din prbusirea propriei lumi devine
personaj care bintuie scena scriiturii, crescindifaensiuni tragice, create de
certitudinea definitivului, a completului, care s®&sinueaz ca o cogtiinta a
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efemeriitii si fragilitatii vietii. Criza existefiala este relgonati cu criza
reprezertrii ei, afirmat Tn cunoscutul stil barthesian. Scriptorul refseriiturii
perspectiva freudidnasupra #irii, organicist si procesual, bazak pe filozofia
timpului si deplasare. Starea de doliu, opudorintei, aduce o pendulare
continii intre dod toposuri confederate, intre Ergs Thanatos, in care
dragosteai doliul ,lovesc” lumea prin cele dauFiguri, pcereasi acedia ,in
mine lupt moarteasi viata (intermitentsi ca ambiguitate a doliului) (cine va
iesi Tnvingator?) — pentru moment i#@so viaa timpitz (mici afaceri, mici
interese, mici intilniri). Problema dialectie ca lupta & duc la o viga
inteligent” (158, subl. aut.).

Monumentul se prefigureazca obiect al unei percgp,distrate” a
unei tairi ,distrate”, spaiate de picere, iar esea lui esteti@ devine, ca la
Heidegget, "punere in opera adesrului”.

Barthes mitologizedizcele dod sfiri si toposuri complementare ale
vietii care, evocate alternatiwi imetamorfozeax fiecare sensul Tn opusuils
Transformarea #irii ,emotive”, tranzitorii, a deprindrii, a stazei sale, in fluidul
vietii cotidiene prin interiorizare se realizéagrin oggiunea pentru o existeh
periferici si anonima, pentru suspendarea provizorie a idétititsociale, a
propriei lumi, intr-un autoexil care afimsentimentul incompatibifitii cu
societatea mode#nin care doliul este negat nu se manifeét prin nici un
semn cultural in afarde isteriesi de exteriorizarea in ,pti”, cuantificare
teatralizad a intensiitii si duratei lui:

,Doliu: am Tnvatat & era imuabilsi sporadic:nu se uzeaz deoarece
nu e continuu.

Daci intreruperile, salturile nébuite spre alte lucruri se datoréaz
unei excitdi mondene, unei inoportudti, deprimarea sposte. Dar dag
aceste ,schimiri” (care constituie sporadicul) duc sprécdre, interioritate,
rana doliului trece la o gindire mai irlirivialitatea (nebuniei)# Noblgea
(Singutatii).” (101, subl. aut.)

Haotic si discontinuu, indescriptibiki reniscind mereu, doliul este
chin sisific, simulat Tn spaul anarhic al scriiturii, care rememordéarecutul din
perspectiva sf§itului mamei, Figui fondatoare a valorii etico-estetice a
spiritului creatosi a scrisului §u.

Doliul nu este doar eveniment sau accident sunigrnigtorie, ci cajita
densitate ontologic Nesusceptibil de nici o dialeciimarativa, de simbolizare
sau substitie, doliul sustrage eului sensul, il face opac,fémdnt, egoistsi
mizantrop. Moartea ca lindita scriiturii este o teinla fel de prezeatin paginile
jurnalului casi viata, numai & nu poate fi reprezentatci doar retfita, prin
reflectare intr-o ,vigi-ecran”ca doligi ca amintire a unei fiig@ moarte.

Pare o ascuasnostalgie a originilor mitologizareaist de doliu, care
vizeaz apartia unei noi ,Jumi” in spaul privat, ciclicitatea foei cu care irupe in
intimitate si functionarea ei dup logica transforrdirii paradoxale a termenilor
implicati. ,Abandonita”, ,singuéitatea total’, ,tristetea in stare pat, devenite nou
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spaiu al vigii si al scriiturii, deschid eul spre cgiinta propriei apropieri de moarte
si a constringerii pe care 0 exefidisupra sa a intregii existete umane. lar doliul
pentru fiina iubi determid in cele din urr ,0 Tmblinzire radical si now: a
mortii” (subl. aut.), inelegere a absar ca abstraie si a acesteia ca forposibik

a dragostei: ,Locuiesc triggm meai acest lucru riaface fericit” (181).

Locuirea in spdul scriiturii ca forma a apropierii de main il
indepirteaz de nihilismul radical, in ciuda vulnerabilii dobindite. Aceast
vulnerabilitate corespunde ontologiei ,slabe”, dectfii heideggeriaky si
~locuirii poetice”, definite ca o admiterm-spaiu sub o dukd dimensiune, ,in
acelgi timp un «a rindui» gte localifiti si 0 punere a acestor locuri Tn nééa
cu «libera intindere ainutului».”, ontologie care se desparte de tin
metafizia si de t@saturile forte ale acesteia, In virtutedarara subestimai
aspectele ornamentale, periferice, accidentalarédé

Doliul prilejuieste o regindire a propriului eu gét, a propriei vig si
acceptarea propriei egenmuritoare intr-un regim ludic. Structura acesui
este dat de memoria scriiturii, fapt al prezenlui in lume:

Luhrt. Filmul lui Wyler, Vipera(The Little Foxey cu Bette Dauvis (...)

- Toat copilaria mea Tmi revine ih memorie. Mama. Cutia cu putlr
orez. Totul e aici, prezerfu sunt aici

- Eul nu imlatrineste.

(sunt la fel de ,proasp’ ca pe vremea pudrei de orez).” (119, subl. aut.)

Eul este bulversat, clivat de schimbarea roluluicpee I-a jucat n
raportul copil-mara, ajungind la integrarea simultaa mai multora, fapt care
duce la ritualizarea existg: ingrijind-o in ultimele luni de via, fiul a devenit
mama mamei lugi, dupi moarte, are senga c si-a pierdut fiica. Mai mult
decit atit, repetind gesturile menajului cotidigyirsite cindva de mai
devine propria sa main

Cind ,lumea” acesteia dispare, eul este constiirse seinventezeas
se reinjieze in singura lui lume, suportind chinurile umei nateri, nod
ipostaz a mitologemului ,copilului divin®, aflat nsi dincolo de succesiunea
temporad si de lediturile organice. Eul se redescopara origine a relgei
filiale, in sine Tnsii, aflat in orizontul matii de data aceasta, angajat intr-un joc
intre aproprieragi expropriere, intre via si moarte, piceresi durere, scriitut
si ticere, rostirai discurs etc.:

.Mici decepii, atacuri, amenitari, hartuiri, sentimentul gecului,
perioad neagi, sarcird greu de dus, «odén etc. Nu pot&nu pun toate acestea
n relgie cu dispatia mamei. Nu & — magie simg — ea nu ar mai fi aici pentru
a ma apira, lucrul meu era mereu separat de ea la modudrepn- ci mai
degrald — dar oare e acalducru? & acum sunt constrinsa gxi inifiez in lume
— initiere dué. Chinurile unei ngteri” (225, subl. aut.).

Dupi distrugerea lumii mamei, doliul fondeaa now lumesi un nou
comportament, @patind o fundie inaugural prin regindirea hermeneuli@a
eului, mai importarit decit descrierea mamei, ar@ densitate ontologicin
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spaiul scriiturii e de factut gestual: ,Nu vorbesc decit despre mine. Nu pot
vorbi despre ea, nu pot spune ce reprezenta gatriace un portret bulversant
(asemenea celui al lui Madeleine, Zivjrde Gide)” (203).

Congtiinta apartenaei reciproce in relea mand-fiu presupune
acceptarea reciprd@ absetei: mama — pe cea a fiului, absent pentgii scrie
opera, fiul — pe cea a mamei, cadzd¢ moarte. Monumentul d@rci tend este
recunogterea mamei se leagle problema identitii plurale apropriate in acest
orizont al motii, identitate care devine aciiyin ciuda perisabilitii universale:

Jnainte de a relua, clinzelepciunesi stoicism cursul (altminteri
neprevzut) al operei, trebuie (o simt bine)faic aceadtcarte despre mama.

In acest sens, e g cum ar trebuis-o fac recunosctitpe mama
Aceasta este tema ,monumentului”; dar:

Pentru mine, Monumentul nu este cal@abil, etern (doctrina mea
este mult prea Tadacinat n Totul trece mor pird si mormintele), este un act,
un activcarefacesi fii recunoscut” (141, subl. aut.).

Portretul mamei apare aluziv, prin referire la cipolnavsi vorbele
ei (ca obsedantul ,Roland al meu, Roland al mel&"pbiectesi imagini fugare
care 0 evot, sau la absea perceperii ei senzoriale care destzn
sentimentul unei dereti ,localizate” a propriilor sinuri. Aceasi dereglare
creeaz planul fantasmatic al scriiturii, Tn care chipulamei devine figur
tuteladi a textului, o Euridice careadndrepitire operei-monument: ,Ciudat,
vocea ei, pe care 0 cunosc atit de bine, despee ssispuneacar fi insyi
grauntele amintirii (,scumpa inflexiune...”), n-o mai @u Ca o surzenie
localizat...” (20).

Ea supravigiieste ca model care i-a dat Regula armoniei cu prbpriu
corp, a picerii si a dorirtei pentru lucruri. Eptura ei mora devine consisteat
prin sensul denotativ al cuvintului simplu, cel namleseaara determinati:
perfect generods energid, puterni@, sinatoasi, burd, blindi, nobik,
inteligent si inocent in iubirea ei, care este, de fapt, eaaelaiei de dragoste
prin a cérei ,spartura” scriptorul priveste spre moarte ca un nou Orfeu.

Nu doar doliul, cisi figura mamei se internalizeazn eul care
prelungste "viata” cu ea prin ,imprtasirea valorilor cotidianului sileos”,
prin modul de viga care impli@ ,alianta dintre etié si esteti@”. Comunicarea
prin obiectele empiricului menajer este un ,fadut de a sta de vailcu ea”,
care are ca mizestetizarea intregii existen resemnificarea ei sub regimul
matern al ,plinului”, care se opunédit Figurii freudiene opresive a Tli.

De fapt, In dutarea autenticitii, rostirea se refuzLegii discursului
intrucit tristeea este inexprimaliilsi contesi cuvintul, limbajul, dialectica
narati\a, teatralitatea literaturii, deci caracterul lorngertional. Rostirea
intemeiaz adewvirul doliului (cuvint care revine obsedant in text: gAarul
doliului este cit se poate de simplu: acum, cindnmee moatt, eu sunt
constrins de moarte (nimic nu mai &ttre minesi ea decit timpul” (137)), iar

230



scriitura se construgge din materia amintirii ca ,monumeng’ ca urnd a fiintei
concrete care a dispt.

Adevarul survine printr-o forrl care nu deziluie si nici hu acopet
vreun nuclefl ci se suprapune peste alte opere-ornament, czwestruiesc
densitatea ontologica unui eveniment. Scriitura jurnalului, ca rostréanalitii
(sau realului), ca ,non-limbaj” literar, ca obieet spéalizeaz o relaie existetiala
de dragoste, este imagiairhitectonic, devenind un spaal pkcerii, ,Singura
regiune a Noblei (cum era mama)” (232), atliri de alte doa texte gindite
simultan,Neutrusi Camera luminoag texte care au acegsemi, miz si functie
apotropaié, de a integra tristea doliului intr-o ,gindire mai inalt

.Regiunea” scriiturii barthesiene despre nia@ste un spa deschis,
al ,plecirii active a tristé@i”, nu doar al regsirii prin locuire. Ea figureai
modalitatea de a evita conflictuakilajuti ,transformarea «stazelor» afectului,
depisirea «crizei»”, recurgind la pluralitatea fragme#ta imagine si
spdializare pentru refondarea unei idettitpierdute, aflate Tn neputa de a
rosti ceea ce e evident, aday fiintei care tiieste la modul dantesc Wita
nova sfisiata de iubiresi doliu, despre alaei proiect vorbgte:

»Vita nova drept gest radical (discontinuitate — necesitaleaa
ntrerupe ceea ce mergea mai nhainte cu elan).

Doui cii contradictorii posibile:

1) Libertate, Brie, Ade\ar

(sa revin la ceea ce eram)

2) Laxism, Caritate

(sa accentuez ceea ce eram)” (80).

Lipsa transfiguirii literare a situgei tragice este suplirit prin
introducerea Tnesitura jurnalului a referitelor la textesi scrisori ale lui Proust
n primul rind, dasi la alte tipuri de discurs capabil& exprime o reprezentare
subiecti a tristeii, situind propriul text pe un fundal etico-estetnultiplu:
Cézanne, Hitchcock, Schumann, Bartok, Munier, DalsElaubert, Gide,
Winnicott, Pascal, Kierkegaard, Nietzsche, Biseripaesa, ideologiilesi
moralele violerei si ale puterii. Barthes preia din Proust viziuneaipaa
frumosului, pe care o coreleazu noul §u model existetmal:

~<Frumuseea nu este ca un superlativ a ceea ce ne idragica un
model abstract pe care-l avem inafachilor, ci din contra, un model nou,
imposibil de imaginat, pe care realitatea ni-l prtiz»

[La fel: tristgea mea nu este ca superlativul necazului, abangionul
etc., ca un model abstract (care ar putea fi Inagtipinire prin intermediul
metalimbajului), ci din contra, un model nou et§]91).

Jurnalul se construite din fragmente periferice, dingdéile puse in
ordine de Nathalie Legér, care constituie doartgdpa unei arti dorite” de
autor. Jurnalul este gadar o oper virtuala, neincheidt Aceasta nedg
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Jiteratura” ca reprezentarg metalimbaj al unui ,autor” aarui subiectivitate
devine principiu formativ, paternal, al unei ,istorce se ntoarce asupra ei
Tnsai, multiplicindu-se prin proiecte pentru texte cdementare.

Scriitura este asunmabntologic, epistemologic (in ea ,-mi puneam
nsisi respiraia, unrespiro al tristaii mele (...) Imi intindeam brtale nu spre
imaginea, ci spre filosofarea acestei imagini.” 28,1subl. aut.ki terapeutic
(,scriitura transform Tn mine «stazele» afectului, face evolueze «crizele».”-
110). La rindul 8u, eul refuz viitorul (,futuromania”) ca timp al continuitii,
nu in virtutea unei nostalgii paseiste, ci a ppndui identittii cu sine Tnsgi
de-a lungul timpului.

Textul se ngte din enurarea la persoana |, abirei subiect nu
recunoate decit timpul ontologic al entmii, al prezentului (,Subiectul (care
sunt) nu este decfirezent nu este decila prezent’ — 78, subl. aut.ki-si
construigte prin scriitudi monumentul din momente ale ,plinuluidi ale
~golului”, vazute ca ,prezee ale abseri’. Scriitura se multiplig si devine
monumental Th aceegl perspectid: intratextual, prin intertextualitatei
autoreferetialitate, iar extratextual — prin coprezarcelorlalte texte-monument
care sunt scrise Tn acgldmp cu fisele de jurnal.

+Platonicizind” in cotidianul empiric asupra monurhéui periferic si
tranzitoriu tangent Lumii Ideilor Eterne, jurnalblrthesian sctéaz un nou
orizont etico-estetic: ,Prin ce-i prezémnama in tot ce am scris: prin aceéa c
exisé pretutindeni In aceste scrieri 0 idee a BineluveBan” (138), sau prin
»Valorile mele infuze (esteticgi etice) [ce] vin de la mama.” (236, subl. aut.)
Printr-o ,Dispens a Sensului”, jurnalul se eliberéiade prejudecata ,reprezeérit-
umbi” si a metalimbajuluisi se proiectea se deschide in propriul exterior, ca
origine a altor texte, o consttiec in interiorul @reia chipul real al Mamei este
perifericsi virtual, reriiscut Tn posteritate de fiu din virtualitatea sariit

NOTE:

! Roland BarthesJurnal de doliu. 26 octombrie 1977 - 15 septemdr@&y9 Text
stabilit si adnotat de Nathalie Legér, Traducere din fradadz Em. Galaicu —dn,
Editura Cartier, Bucuggi, 2009.

2 Gianni Vattimo interpreteazesteticasi ontologia heideggeriandin perspectiva ,gindirii
slabe” postmoderngi constai ci viziunea monumentalasupra artei a acestuia se
realizeaz prin estetica ornamentalin aceasi perspectiy, esea decorati¥ si periferici

a artei rezid din faptul & adewvirul pus in opera care fond@azoi lumi se Tntemeidzca
desfondare, adicpe situarea operei pe un fond; ca joc ,de transjere al luiEr-eignis
(intimpkrii - n. n.), care ai cel al conflictului dintre lumei pamint, se d ca joc intre
localitate si libera vastitate ainutului.” Dupa Vattimo, ornamentalul este fenomenul
central al esteticgi al meditaiei ontologice heideggerien8firsitul modernitiii. Nihilism
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si hermeneultig in cultura post-moder) Traducere d8tefania Mincu, Postfa de Marin
Mincu, Editura Pontica, Constarn 2003, p. 84-87.

% Martin HeideggerQriginea operei de ai, Traducerssi note de Thomas Kleiningai
Gabriel Liiceanu, Studiu introductiv de Constaminica, Editura Univers, Bucue 1982.

* Gianni Vattimo,op. cit, p. 82.

® K. Kerenyj C. C. Jung,Copilul divin. Fecioara divid. Introducere in esea
mitologiei Cuvint Thainte de Adriana BafieTraducere de Daniela toiu si Constantin
Jinga, Editura Amarcord, Tigoara, 1994.

® Gianni Vattimo,0p. cit, p. 87.

"Tn Roland Barthesyp. cit, p. 6.
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CATTLE DRIVESAND HIGH-NOON GUNFIGHTS:
THE URBAN FRONTIER OF THE AMERICAN WEST
IN HISTORY AND CINEMA

Codru SERBAN,
Universitatea Stefan cel Mare”, Suceava
codrut_serban@yahoo.com

Abstract. This article analyzes the development of urbaltue(s) in the
American West, focusing mainly on cattle towns,cpreors of many contemporary
large towns and cities. Special attention is giteethe way in which the Western movie
took possession of the short, but intense histbithese urban units and stereotyped it,

offering audiences a myth-history which was to meeathe main perspective in the
decades that followed.

Keywords Western, westering, Americanness, myth-histabgnism, cattle towns

“We don’t have any law in this jerkwater town.
He's the law! He's passed his sentence on
practically everything and everyone. The people
should be the law, and will be the law, when they
have the urge to get rid of Frank Patch. You see,
gentlemen, what we’re really deciding here is
whether we move forward or backward. We either
need to keep up with the times or we lose out”
(Death of a Gunfighterdirected by Allen Smithee,
Universal, 1969)

Few things have dominated the American populaucaiifor a longer
period of time and with a stronger emphasis thanstttling of the West. And
few things have entertained American audience®ib#tan the various forms
of fiction inspired by and built on the same higtar period. Every American
knows something about the West; or, at least, eeargrican pretends to know
something. And the source of that knowledge vafres childhood games to
childhood stories, from dime novels to Hollywood stans, from history
textbooks to academic studies dedicated to thisicpéar segment of the
American journey. No matter the source, the imafjghe West is always
accompanied by, if not, on many occasions, con&duan, the idea of a lonely
small town, placed in the middle of nowhere, whdsdy routine and even
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existence is constantly threatened by either imnexxterior factors, and which
sometimes has to undergo dramatic changes andiexpertragic losses, but
which, in the end, will prevail in the name of Anoan progressivism, to prove
the advancement of Americanized society as a Wefoefthe country, and the
ever spreading Americanness an inevitable thingajepen, thus historically
performing and accomplishing the Puritan fathedgais. The range of western
towns represented both historically and fictionaliglude images that are as
diverse as the theories of the West itself, ang thay vary from pastoral,
peaceful, and Puritan-like prairie towns to the aymistic, though constantly
aggressive and violent mining towns, and the faiyolswless and ever
scandalous cattle towns. All these are a constitpart of the West, be it a
fictionally or a scholarly framed one. This artiddempts to look at frontier
towns, precursors of many contemporary large toangs cities of the West, as
well as serious contributors to the developmerarofirban culture in the West,
from both the historical and the fictional perspext trying to establish,
through contrastive and comparative analysis, ¢iggchl connections or, if it
should be the case, the lack of logical connectidrtween the various
approaches and collective representations of thagge urban and cultural
units of the American West. Special attention Wwél given to the way in which
Hollywood took possession of these images, stepedtythem, and then sold
them to the public for something which most theetinthey were not, so that, in
the end, American audiences were “indoctrinated”with historical realities,
but with filmic myth-histories of frontier/cattle town#nd the power of such
re-conceptualized images, together with what onghtnicall the regular
American’s need for re-framed, re-told, and re-@mtaalized histories, led to
an interesting temporary (if not, in some casesmpaent) replacement of
history by fiction in the popular mind, with audeas being more willing to
embrace a fictional reality than a historical oferhaps even today the
American culture is still not prepared to sepals®veen what could be termed
the “historical” history of frontier towns and thenythical/fictional historyof
frontier towns, feeling more comfortable with a tive of the two, anyth-
history that sells history with a special flavor for thdseever embracing the
grandeur of America’s destiny.

This dualistic approach to the West is nothing riewthe American
mind. As early as 1893, during the Columbian Exjpmsi Chicago (which has its
own frontier beginnings) witnessed the developnwdntvo of the most highly
praised theories about the West. Their initiatord active promoters were in
Chicago at the same time, each of them at work diffierent tools, but they
never crossed ways. One of them was the most tesgpkistorian of this time,
Frederick Jackson Turner, who presented his farttmgs “The Significance of
the Frontier in American History”, and the otherswa famous entertainer and
fictionalizer of the westering period, Buffalo Bilwho played his Wild West
Show two times a day. According to White, thoughted, Turner never attended
any of the Buffalo Bill shows; neither was Buffddl aware of Turner's theory.
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The former lectured about a vast area of free kwnough the occupation of
which the peaceful farmer would create a unique aaa identity; the former
told the visual story of a very violent conquesiey both spoke about the tools of
civilization, only that the tools they spoke of wetifferent: while Turner praised
the axe and the plow, Buffalo Bill thanked theeitind the bullet. Thus, the
image of the pioneer of civilization was split betm the farmer and the scout; in
time, these two images would turn into the townsraad the gunfighter, thus
continuing the divergent approach as to what maeéNest American. And both
images equally echoed in the American mind. ThemdRoosevelt credited
Turner with “having put into shape a good dealhofught that has been floating
around rather loosely” (White 1994:10), while Bri€lomeroy, a Midwestern
journalist, spoke of Bufallo Bill's show as beingvalild West Reality...a correct
representation of life on the plainshrought to the East for the inspection and
education of the public” (White 1994: 7).

But why was it that both Turner and Buffalo Bilbgether with the
rest of the country, were so fascinated by the Wéstd why was it that the
development of the urban units in the West (cdtiens included), draw so
much attention on a national scale? After all, West was not America’s first
frontier, it was a segment of a moving frontier.dAnattle towns were not
America’s first towns, not to say cities, but urbdevelopments made possible
by the above mentioned moving frontier. In termgime span, the Wild West
image is identified with roughly thirty years, stag with the Civil War and
going up to around 1890. From this perspective, umeerstand why both
Turner and Buffalo Bill spoke about the closingtb&é frontier and tried to
understand or predict what this meant for Ameridastory and culture.
However, the historical period covered by the Wildst is dramatically shorter
than the one covered by the eastern frontier gitired some 130 years to settle
the territory situated between the Atlantic Ocean #he Great Plains and,
according to Will Wright, “apart from Davy CrocketDaniel Boone, Natty
Bumpo, and Paul Bunyan, this era is not rich inhiogl figures and events, and
even these stalwart heroes have a minor statudeinntodern imagination
compared with the cowboys, gunfighters, and gamsbtdérthe golden West”
(Wright 1975: 5). And one has to think only of teocities committed during
the French and Indian War to understand that tist \&as equally wild. At the
same time, the eastern frontier produced its owtiofis which, it is true, did
not take the form of classic dime novels and opersfaows, but nonetheless
added a touch of romance and extra-dramatism tavtizée period. And to the
extent to which their authors cannot be crediteth fill objectiveness and
historical correctness, even captivity narrativésthe colonial frontier may
function as literary hybrids which most of the terigardly distinguish between
myth and reality. However, Mary Rowlandson’s famaaptivity narrative
hasn't stirred much interest among contemporaryiesggs; neither has it
inspired a Hollywood success, while cattle townlspse actual historical reality
could have been less violent and less dramatic ttetnof Rowlandson’s town
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at the time of her captivity, have managed to ispin entire nation, which
used and abused their historical patterns overcaed again, from childhood
games to big screen hits. If Rowlandson and hentsemehow rolled out of
contemporary mass culture, cattle towns managewltalown into the very
heart of twentieth-century popular culture. Will ight offers an explanation for
the fact that cattle towns and Westerns attraabeshisch attention from all the
layers of American society. He argues that the Wadtke the East, offered,
for a very short historical period, a wide array libdstyles, each of which
contained one or several elements of adventure,vieae likely to impress
future generations: “there were farmers, cowbogsaltymen, miners, Indian
fighters, gamblers, gunfighters, and railroad kendg all contemporary with one
another. Though these different types may have liidel contact with each
other, as a source of narrative inspiration theewarof livelihoods allows for
clear-cut conflicts of interest and values” (Wridl&75: 6). And it was through
imagination and fiction that all these characteesenbrought together, first in
dime novels and then in Westerns, because théofiai interaction of different
kinds of men often makes details of motivation wassary and intensifies the
force of their situational antagonisms. Set in stdrnical context where these
differences are believable, stories that utilizes fotential can readily portray
fundamental conflicts by relying on the establisimeéanings of the various
types” (Wright 1975: 6). In other words, the longran East, with its early
towns and otherwise dangerous frontier, did notviple enough social
complexity and conflictual interaction in orderit@pire a national fictionalized
narrative. Western towns, which offered so manyeralitives over a
compressed and compact period of time, createchtexiosuitable for fiction
and/or myth. More so is the case of cattle townsclwhaccording to most
historians, achieved their glory between 1866 aB851 but kept inspiring
writers and film directors long after their shinpyd were gone. A similar
perspective was developed by David Hamilton Murdedmo, in his The
American West. The Invention of a Mythkrote that “the West was where
anything could happen. For most of the nineteemihiwcy it was a land of
infinite possibility, not because its immense resea could be exploited with
ease — it was soon found they could not — but lsx#uvas a stage on which
some of the nation’s more important dreams couldbbased. No matter what
the real West was like, it was invested with giesditattributes, inhabitants and
events which were largely the products of imagordtiMurdoch 2001: 24).

And violence in the West and in the frontier towhas long been a
reason for debate among historians who could ncitidevhether the proverbial
western violence was a historical fact or mere imagon. Actually, most
historians seem to agree that, in reality, conttarthe perspectives offered by
Turner and Buffalo Bill, the towns of the Wild Wemje were considerably less
violent than those in the East or in the Southrduthe same period, arguing
that it was a combination of the Turner thesis #@mel popular imagination
which, during the nineteenth century, had alreadpraced the fantasy of a
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West built upon lawlessness and violent individgrali which made the frontier
towns the true source of violence in America. Thilere was a shift in
perspective, which turned the public away fromttlve sources of violence in
the United States: racism in the Eastern and Souttiges. One of the first and
most important attempts to prove Turner wrong vmtsated by Richard Wade
and his school of historians who demonstrated that western frontier
experience was not exactly a recurrent reversigragtoral simplicity, but that
most of the times, cities were well establishedolefthe surrounding
countryside and they functioned as pull factorthenpeopling of the West.

Speaking of violence in the West, Murdoch considii® “it has
become fashionable to argue that it was not pdatiguviolent at all — killings
in Kansas cowtowns averaged less than two per sessdheir heyday”
(Murdoch 2001: 8). He considers that the Wessviolent, but this was not one
of its main and defining attributes; thereforewibuld be wrong to generalize
about violence in the West, as it occurred onlgeatain times and in certain
places. Moreover, he refers to it within the braoadentext of a general
tendency toward violence experienced by the Amarisaciety during the
nineteenth century, especially in its later decadfter the end of the Civil War.
It is interesting though that this was believedé&oa direct consequence of the
frontier lifestyle, implying that violence echoeain the West throughout the
rest of the country. “It had been argued that swdbespread violence
percolated back from the frontier and eventuallyadmee a dubious aspect of the
‘frontier heritage.” A different reading of the e@nce suggests violence in the
Eastern cities was one of the results of the iilfttabcreated by mass
immigration, coinciding with rapid native populatigrowth, urbanization and
industrialization” (Murdoch 2001: 8-9).

In his study of the Western, John Cawelti quotesonian W. Eugene
Hollen, who concluded that “the lawless aspecthef Western frontier society
has had a much greater appeal to the vicariougre@tus, a disproportionate
amount of dramatic literature exists on violencahiea West in comparison to
the material available on the East.[...] Frontier lEsgness was primarily the
result, rather than the cause, of our violent $pci€awelti 1984: 3). Therefore,
popular culture always embraced the image of thet\We an archetypal pattern
which provided a much needed redemption and pweyaiblence. As Cawelti
wrote, “the vision of America as a redeemer natontrasted profoundly with
the reality of an inordinately high level of indivial and social aggression,
beginning with the revolution which created the neation and continuing
through domestic and foreign wars of moralistic quest and the violent
subjugation of black people and Indians. To preséne self-image it has been
necessary to disguise the aggressive impulsessethistorical realities under
the mask of moral purity and social redemption tigio violence” (Cawelti
1984: 7). Apparently, a fictionalized reality wasich more needed than the
reality itself, as, it has often been the casdphical reality becomes easier to
digest when enveloped in a mythical aura. Westenms had to be violent in

243



order to justify history in that part of the countMoreover, in the case of
western towns, history and myth developed almasulaneously, and they
went along as contemporaries during most of the gast of the nineteenth
century. Readers of dime novels describing, iflitetally praising, the violent
life of frontier towns, were ready to embrace tfeatlity because they felt it was
based on contemporary events and characters. Wikemnation was talking of
the “old West” towns, they were still there; thegre still part of contemporary
history. Thus, the West was mysterious and redghatsame time. Of course,
this is not to imply that there was no violencdrontier towns and cow towns;
but the real life events never matched the intgrditime novels and, at a later
stage, that of the Western as a film genre. And wws are a classic example
in this respect. First hand accounts of settlerdshgse towns always make
references to the dangers of daily life in such newthough, on many
occasions, the idea of uncontrollable violence ridy dmplied, not actually
stated, through the presence of certain typesenéatyped characters, usually
associated with the negative aspects of frontfer [iThe town was full of
cowboys. On summer evenings we could hear thevoiges in the saloons and
the tinkle of the piano in the dance hall. Thereem@any saloons in our little
town and no woman ventured in the streets at ni@tza Jenny Parent, quoted
in Joanna L. Stratton 1981: 205). One can only imeadghe impact of such
social scenes and atmospheres on a family comarg the South or the East
and very likely to understand as dangerous andaénriaghat which was merely
unknown and uncanny. All unfamiliar and unhomelypexds of a cow town
were likely to cause aimcreased artificial awarenessf violence and danger.
Exposed to the completely new aspects of daily ilifea frontier town/ cow
town, early settlers wrote back home under thengtimpact of the new social
and historical context which, it is true, was nletays very easy to cope with or
adapt to. Therefore, it is debatable whether the @udience of their letters
were those left behind or they actually wrote foerhselves. Still armed with
Puritan prejudices and moral codes, and faced, fttah perspective, with a
boundary situation (in Ricoeurean terms), they nlesk the context from a
prejudiced perspective and tended to fictionalibeua it. Thus, they added
more meaning to their life and made the whole weagjeexperience more
appealing as, most of the times, life in a frontewn was plain dull. This
reminds me of the early letters from/of America (tdhich the respected
historian Ray Allen Billington dedicated an entifeapter of one of his books),
which basically contained stories of quick succass overcoming daily perils.
There was hardly any overnight success in fromntiens, but there was always
danger and violence. And, just like the captivitgrnatives of the colonial
frontier, previously mentioned, some of the pericgr® and descriptions of
violent frontier towns were as diverse as possibieher Pioneer Women —
Voices from the Kansas Frontjedoanna L. Stratton provides two such
examples. Pauline Floeder Wickham, who grew up dara near Wichita,
remembered that “some of the early settlers hatbteowith the cowboys. We
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found them to be very kind and courteous in themjive way. Some of them
were creatures of feeling and quite a large degfaefinement, for many of
them had come from homes in the East and lateriedaand settled down”,
while Frances Poor wrote: “In the latter part ofvidmber, 1870, we were sent
to Abilene to be night operators during the Texa$tl€ Drive to the place. It
was then a very small, rough, pioneer town; quiteroa person would be shot
down in the night, carried away and no one couétrleanything about it. |
suffered more real terror the few weeks we livegtatthan in all the rest of my
western life” (Joanna L. Stratton 1981: 213 and)2B®&th statements betray a
prejudiced perspective upon western towns and alisph attempt, on the part
of the writer, to understand new social context®fgh, especially in the first
case, that attempt at understanding is filteredutn an easternized approach,
implying that the cowboys were “creatures of feglionly because they came
from the East, got married and settled down. b @iovides an allusion to the
fact that a large extent of the people that gotaetiéd to frontier towns,
especially to cattle towns, were not looking fottlsey down, but tried to take
quick advantage of the opportunities offered byhstawns, whose economic
boom lasted for only about twenty years. It is afaplied that such characters
were perceived as social aliens to the reguladesgttand believed to be
inclined towards social alienation and denial ofmoaunity, simply because
they did not share the same moral values, thushgoss a threat to social
cohesion.) In reality, as Robert Dykstra’'s study aattle towns proved, the
murder rate in Dodge City and other such townsl|aing Abilene, Caldwell,
Wichita, and Ellsworth) was surprisingly low, aagt when compared to other
parts of the country (especially mining towns ofifdenia) and to the popular
belief. There were Kkillings in cattle towns, bueithnumber seems high only
when compared to the actual population of such sovand most of them were
caused by the unique social mixture of unattachbdf is unsettled and
unmarried, young men, alcohol, and firearms. Hmwewas early as 1939
(taking into account that the boom of cow townslided seriously by 1866),
Hollywood embraced the image of a Dodge City inchhkilling appeared to be
the main business. Michael CurtiZzodge City released by Warner Bros. in
1939, places its action in 1872, the golden ageatife towns, and the film's
captions offer the following description:Dbdge City, Kansas — 1872.
Longhorn cattle center of the world and wide-opabyon of the American
frontier — packed with settlers, thieves and gunni2odge City...rolling in
wealth from the great Texas trail-herds...the towat tmew no ethics but cash
and killing.” Later in the movie, the following dialogue ocsur

Wade:Well, what's the news in Dodge?

Barber:Well, just about the same as always. Gablin’, dtkih and
killin’. Mostly killin’.

The idea of violence and lack of security in a wastcattle town is
reinforced by the dialogue between the doctor asavie:
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Dr. Irving: It's no use trying to make an honest town out otid@¥o
City. Surrett’'s crowd scares off the honest, lavidady settlers/ His wife: It's
becoming unsafe for a woman to walk down the stiedhis town.

This is an illustrative example which shows howsdthon the reasons
stated above, the violence that accompanied cowddurned into a stereotype
largely exploited by Hollywood westerns, soon after decline of dime novels.
Myth overcame reality to such an extent that reglalmen became legendary
figures, though they rarely fired their guns td lkih opponent. For example,
while the notorious Wild Bill Hickok was marshal ébilene, he only killed
two men in a bloody confrontation, one of which viss own deputy whom he
shot by accident. Many other “killings” happenedcdngse of mishandling
firearms and, in spite of the numberless exampfeshowdowns offered by
movie westerns, cow town newspapers featured ndemabout duels in dusty
streets. Murdoch even argues that once the setitenfighe western territories
began, life in the newly born frontier towns wasereso dangerous and “so
disorderly that law officers had to present hero&sra job qualification. On the
contrary, the job, no more and no less oneroustibday in small communities,
was usually competed for and formed part of theallgmolitical patronage
system. In potential trouble spots like the cattidhead towns, citizens moved
quickly to establish a proper police force — Dod@ijy had a uniformed force
by 1881” (Murdoch 2001: 8). The interference ofifpcd in the West with the
idea of violence is of special interest, sinceed to the birth of one of the best
known institutions of that era: vigilantism. Aimirig support the values of life
and property within the frontier context, the idmgl of vigilantism was easily
embraced by many westerners who took the law imt@ bwn hands in what
could be termed a very personal attempt to enftaee Usually led by the
leaders of communities, such vigilante bands redbbthe western need to take
the law into one’s own hands, most of the timethatinitiative of those who
were supposed to be the supporters of a institafied law system. According
to Richard Maxwell Brown, vigilantism was basedthree key elements (self-
preservation, the right of revolution, and popwavereignty) and it proved that
people were above a law which was often perceigeiheffective against the
tumult of frontier violence. Interesting enoughert was also an economic
reason behind vigilantism, since it was cheapar tha regular law system.

The continuing section of this article is dedicateda study of the
portrayal of frontier towns in the western film genThis analysis starts from the
premises that the whole Western genre was basedlije dime novels, on a
well-established formula, which allowed little \ation. The western was, first of
all, a successful form of popular art and, like pdipular arts, it had to be
constructed upon a set of “conventions” which cdogdeasily recognized and
understood: “Westerns must have a certain kindetifng), a particular cast of
characters, and follow a limited number of linesaofion. A Western that does
not take place in the West, near the frontier,@iat in history when social order
and anarchy are in tension, and that does notvavebme form of pursuit, is
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simply not a Western” (Cawelti 1984: 31). If we weo apply this perspective to
the way in which frontier towns were reflected ire$terns, we can conclude that
a town which was not a constituent part of Amedgaabving frontier and which
did not experience violence in its many manifestegisimply did not serve the
plot of a Western film. Therefore, the formula wamre relevant than the
historical reality. Thus, audiences found themselattracted to a formulaic
rewriting of a would-be successful period in Amarndistory and gradually lost
interest in the history itself. And the more witlito embrace a quick on-screen
form of historical success audiences became, the filonmakers narrowed
down the formula which brought forth such succ&€msequently, a West that
had been easily tamed and settled and orderly cmiltiave served the purpose
of such popular art formulas; so, the often examgérviolence of frontier towns
becomes a logical element within such formulas eeat helped build the
formula itself. An ultra violent West provided thecessary contextual recipe for
a catchy formula which, in its turn, led to a swesfel Western. Within such a
conceptual framework, the array of the represemtatof frontier towns by the
Western movie industry dramatically dropped dowrateery small number of
patterns. Since the pursuit of historical realities not the main focus, the town
could be virtually always the same, with some degoé variation from one
setting to another or from one cast of characieranbther; actually, with few
notable exceptions, the town was always the saowestmicted on a very strict
formula, which audiences largely embraced and tidahifest a vivid interest in
seeing that change, as box office success woukkpktesterns did not look at
the way frontier towns were, but at the way twehtigentury audiences thought
it was; or, as Jon Tuska suggested, “about all are actually learn from a
twentieth-century Western film is what filmmakevantedmodern audiences to
think about what life was like in the old West” @ka 1988: 4). What happened
to frontier towns and life in the West in westerouies somehow echoes what
had previously happened to the West in Turner'srthand Buffalo Bill's Wild
West show: it was virtually deprived of its geodraal connotations, and its
historical existence and typology was reduced tos& of symbols that
constituted, not history, but an explanation ofdrig and in that sense a myth. Its
significance as a mythic space began to outwegjimportance as a real place
with its own peculiar geography, politics and crdt After 1893, for a vast
number of Americans, the West became a landscapevrkrthrough and
completely identified with the fictions created abit” (McVeigh 2007: 26). And
just like Cody’'s West was a form of exaggeratedonys the filmic images of
frontier towns and cattle towns were more thannofteerrated in terms of daily
violence and romanticized when to the typologiethefcharacters who routinely
dealt with such violence. According to Will Wrightwhile other societies
reaffirm themselves through religious rituals amaditional observances, we
seem to accomplish this, at least in part, thrauggturn to faith in the land of the
West. In fact, it seems that this land has becomngradition — a tradition based
not on the West itself but on the myth of the W¢¥gttight 1975: 185).
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While few serious studies have been dedicatedetovestern as a film
genre, often misjudged and misinterpreted, labeledB-category films and
horse-operas, even fewer looked at the way in wtogins were depicted in
such films. One of the first relevant studies datdid to this genre was Will
Wright's Sixguns & Society. A Structural Study of the Waster which he
largely deals with the formulaic stories and patebehind most westerns, and
identifies four types of films: the classical plthe vengeance variation, the
transition theme, and the professional plot (Wrig®75: 31). | found the
classical plot to be the most representative imseof town depictions, because
the very formula upon which it is built implies aatn that is usually saved by
an outside hero (I have identified, based on té ghd the lines of dialogue, a
number of formulary towns which seem to repeat, etomes with notable
difference, from one movie to another: “the progrédsrough regress town”,
“the weak sheriff town”, “the Easternized/Americzed town” - in terms of
laws and institutions -, “the end of the world tdwand “the end of the West
town”). But, even within this sub-group, there é®m for variation. First of all,
it seems that all towns depicted in westerns waspiied, even though not
always in a very visible way, by the myths surrdngcdcattle towns; almost all
towns display some sort of violence which is eittiere, or arrives at the very
beginning of the movie. Sometimes, such a®@sperado: Badlands Justice
directed by E.W. Swackhamer and released by TVWL989, there is a
combination of the two approaches:

Caroline:Mr. Booth, why don’t you leave Magndtid McCall Now?

/ Caroline:There’s enough corruption in this town without yéwcCall: And
what makes you think I'm corrupted@aroline:You're here

In reality, most of the frontier towns were rathpeaceful; in
Westerns, if a town was too peaceful and quiettnéant that there was
something wrong in the air, especially if violerisenot understood only in its
physical sense. On many occasions, violence wasionlied and suggested,
often associated with corruption and other formsamfial failures.

But, whether violence was explicit or suggestedhstowns always
required a so-called “town tamer”, someone who wdight violence with
violence, who would act upon a moral code, and wioold not leave town
until his job was done. In his study, Jon Tuskanified a specific category of
westerns, based upon their structure, which he ddifiee Ranch Story/Town
Western”: “This plot focuses on a background cdimjsof cattle or horse
ranching. The emphasis may be on ranch life or tdWey depending on
whether the action takes place principally on #rgge or within the confines of
a Western town. The conflict usually concerns smub-group within the
ranching community, rustlers, nesters, sheepmenstangers, capitalist
exploiters (local or from the East), or dishonemthers. The hero may be either
a member of the existing community or an outsideo wdes into a community
and takes sides in an existing or emerging conf(ituska 1988: 28). Many
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films are based on the image of a town that neétlsvan tamer”, and Richard
Wilson’s 1955Man With the Guiprovides a very good example in this respect:

Saul Atkins:Tollinger? / Doc HughesMight call him a town doctor,
too. Ponca was a mighty sick town. Clint operatedt.dPatient lost a lot of blood
— but lived./ Saul Atkins:Town-tamer!/ Doc HughesAlways dresses in gray.
Black would fit his profession bettdrJeff CastleYou figure you can tidy up a
town single-handed, Mr. Tollinger?Clint Tollinger: With a bit of luck, yes.
Saul Atkins:He's been a hundred percent lucky and when it agidéke that, it
ain't luck./ Stella Atkins:But then you're not a marshal or a sheriffleff Castle:
He's a town-tamer!/ Clint Tollinger: The difference is there are no rules in my
end of the business except maybe one — nevengag itown too long

A similar town, though approached from a slightlyffedent
perspective, is featured in Sergio Leone’s 18dHistful of Dollars

Silvanito: We spend our time here between funerals and burials
StrangerYeah, I've never saw a town as dead as this b8dvanito:You will
never see another one like it.Stranger:What's wrong with the place?
Silvanito: We've had too many killings. You have seen the wammne of
them are women. They're widows. The place is oidpwis. Here you can only
gain respect by killing other men. So nobody warkgmore.

The implications of the dialogue above go to a dedpvel, as it
actually implies that in a town in which there was work left for anyone
(except for the killers, the undertaker, and thekéeper), there was always
work for a town tamer. Thus, what we have heresgrange mix of Turner and
Buffalo Bill: the town, which should have been thigearhead of civilization,
made up of hardworking men, failed to fulfill itele, thus giving way to the
other pioneer of civilization, the bullet. Fromdhperspective, the town tamer
becomes the a-typical pioneer: he never settlegjdesn’t like to plow, he
refuses to attach himself to the values of sodrldut, at the same time, he is
the one that saves social life, thus allowing otewple to settle and work the
land. Perhaps the best known example in this réspe@insShane directed by
George Stevens and released by Paramount in 1958 analysis of this film,
Will Wright drew upon some very relevant conclusiaoncerning the image of
the tamer. He useShaneto support his theory of the wilderness vs. cration
basic opposition within the Western myth. But thyigparently simple opposition
becomes more complex if one takes into accounfiaittehat, in most Westerns,
towns, which were supposed to be the outstandingpsly of civilization, are
wild instead of peaceful. Thus, Shane comes outhef wilderness of the
mountains at the beginning of the film and will sdme faced with a different
form of wilderness, a socially-triggered one, whichused violence and
stagnation, if not regress, in an otherwise pragvescommunity. As Wright
noticed, Shane’s identification with western wildess is only visual, not
factual, and is suggested through his coming ouhéf mountains when the
movie starts and his returning to the mountainsnathe movie ends. “In fact,
he is the only character ever filmed alone agadhesspectacular mountains, just
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as he is the only character to wear buckskins,othiclg style that clearly
associates him with the wilderness” (Wright 1978).5What | find very
interesting inShaneis the fact that the type of wilderness associatgd the
main character is not directly linked to the idéalassic western violence; on
the contrary, it stands for a set of positive meales and it becomes the only
available tool to fight against social violence ahd sense of loss of identity
within the small town. We also witness here thesilzal dichotomy of West vs.
East, in which the West, echoing, again, both Tuerel Buffalo Bill, stands
for America. The progress of the small town is@agured through a cultivation
of Eastern values but through the infusion of Wmestsocial values; the
community becomes American by fighting againstEast with Western tools.
Thus, Shane, who is not attached to society, wisormasocial history of his
own, becomes the only social coagulator in the,famd he helps coagulate and
establish a small American community by imposings#m values on it. From
this angle, the whole idea of a violent West aradevit frontier is turned upside
down, as it is implied that the West only becamieland violent when Eastern
values interfered with the otherwise peaceful Whestidestyle. This threat to
Americanness itself justifies the use of violendaiol, when associated with
the classic code of the West, is no longer offemshwt defensive. It is no
longer a means of social disorder, but a tool faramcing social order. As Jon
Tuska concluded, “a good man must resort to vi@ehde is going to bring
about peace and personal prosperity” (Tuska 198pb:@nly that Shane did not
fight for his personal peace and prosperity, butti@at of the community and,
through that, he ultimately fought and resortedrid-street showdowns and
violence for the benefit of America itself. Therefpit takes a Buffalo Bill-like
character to save a Turnerian community. Sharteeisaol of Americanization,
but doesn't find a place of his own in the commyihi¢ saves. He is not the one
to settle, he only makes settling possible. He spgbe West for America by
losing his own place in it. He ultimately gives anse of identity to the
community he saves by encouraging its members tptattue American
values. As Starrett, one of characters, puts it,

“That's right. We can’t give up this valley and we'tagoing to do it.
This is farming country, a place where people came and bring up their
families. Who is Ruff Riker or anyone else to rarmway from our own homes?
He only wants to grow his beef and what we wargrtaw up is families, to
grow’em good and grow’em up strong, the way theg weant to be grown.
God didn’t make all this country just for one m&eIRiker’

The fate of Shane seems to be the fate of all tammers or West
tamers. In Raoul WalshEhe Big Trail(Fox, 1930), Zeke settles a valley for a
new community up to the point where the valleyliteecomes too civilized for
a man like him:

Ruth: Zack, you're not really leaving usP Zeke: Yeah, gal, I'm
pulling out. You're all nice and settled now. Aflig here valley is getting
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altogether too civilized for me. Whenever | get entbran three or four families
within one hundred miles of me, | begin to feetllahcrowded.

The above dialogue also illustrates the paradotawing the West:
the more you open it to new settlers, the more lgge it. The town tamers
acted upon a set of moral and social values, othvindividual freedom was
basic. While providing a town or a community witimew sense of freedom, he
loses his own chance to freedom within the new exdntThe two forms of
freedom, that of the individual and that of the coumity, become conflicting
and the individual has to leave in order to give ¢bmmunity a chance to social
and economic prosperity.

Another variation of the troubled town that needsvan tamer is what
| would call the “progress through regress towrch@ng, again, the Turnerian
theory of the American frontier. Clint Eastwood’87B High Plains Drifter
tells the story of the town of Lago that literalgs to descend to hell and be
born again (The Stranger asks the townsmen to p#linhe buildings in red
and, at the entrance into town, write Hell over dadcastwood’s approach is a
little more complex, as his character is hired exdactly to tame the town; he
rather functions as a social coagulator, bringihg townsfolk together and
teaching them how to face and deal with the thdathree approaching
outlaws. He denies any ties with the communityifitdmut is the factor that re-
builds the community, teaching a lesson about soolzesion and town unity:

PreacherSee here, you can't turn all these people out inéonight. It
is inhuman, brother. Inhumarn!The Strangert'm not your brother/ Preacher:
We are all brothers in the eyes of Goédhe StrangerAll these people, are they
your sisters and brothers”?PreacherThey most certainly aré. The Stranger:
Then you won’t mind if they come over and stayat place, will ya?

This movie questions even religion as a factor afiad cohesion.
Usually associated with the former Puritan Eadigim loses much of its
function within the community; in other words, tiAéest cannot be tamed with
Eastern tools, only with Western ones. Ideologycafieaking, it takes the West
to tame the West. Within such a framework, religtself must succumb to the
necessary tool of violence; where religion faite West prevails.

Another distinct type of town portrayal in westeiasvhat could be
called “the town that has to be built / re-builéind it reflects the need of a
community to live in a proper town constructed ameXican values. Often, the
town already exists, but it either gave in to sheeemingly uncontrollable
violence, or is on the verge of falling into it. thony Mann’sThe Far Country
released by Universal in 1955, constitutes a go@aangle in this respect:

Hominy: Who says we’re going to pull out? Me and Gritts and
Molasses, we're going to stay right on here throtigg winter. We're going to
make this a real towrl.Dusty: You mean permanent?Grits: Sure nuff. We're
going to have lampposts, sidewalks, might even lwaweelves a church.
Molassesi can sing hymng Miner. | got a wife and kids, might be I'll move
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'em in. Build 'em a real home with a porch and ahtab and everything/
Dusty: Why yeah, we can build a school and a courthousie? h

Duel in the Sundirected by King Vidor and released by Selznick
Releasing Organization in 1946, also focuses orstitugigle to build what they
call “a real town” by means of the railroad. Thusg witness a combination of
both Eastern and Western tools, mingled togethemnimttempt to transform a
typically western town into a “real town”:

The Senator:Small ranchers! Ignorant nesters spoiling the open
range with their measly fencesJesseThe railroad will bring new people,
schools. Paradise Flats will become a real towrSenator:And that same
railway will ship a lot of immigrants from up nortdown here, and they’ll start
in votin’ and puttin’ in taxes.

This dialogue voices the ultimate concern that coroet of the
common Hollywoodian portrayal of frontier towns: auvancing frontier
demanded advanced towns, which acted upon newipaac(occasionally,
such principles had been previously implanted anig lead to be restored); and
this advancement was often achieved at the cast@él struggle and violence,
used in a purgatory sense. As Murdoch noticed, soiwnWesterns are not as
much towns of the West as they are towns of thel\Wikst, because the latter
fascinated audiences more than the former: “Theugonvhich most of us hold
in our mind’s eye is not the forests of Kentucky arennessee but the Great
Plains and the mountains and deserts of rdéesd West. Nor is the typical
Westerner Daniel Boone protecting farmers from thigawnee, or Davy
Crockett chasing bears; the real West is filledhwébwboys driving cattle,
lawmen confronting badmen, the cavalry hunting Aygaand Sioux and wagon
trains bringing civilization with relentless ineaftility. Our images derive from
the screen and Hollywood proves the point: tendiat told have Daniel Boone
as the central character, Crocket appears in el&wdfalo Bill Cody features in
47, Billy the Kid in 44m Wild Bill Hickok and Jesskames in 35 each, General
Custer in 34 and Wyatt Earp in twenty-one. The West excites admiration is
also the Wild West” (Murdoch 2001.: viii). This bgs us back to the beginning
of this article: Hollywoodian frontier towns aretrihe historical towns of the
historical West, just as they are not the frontewns of the whole West.
Scripts and film directors confined the imagenyfrohtier towns to a very small
fragment of the frontier itself, mainly its lastyda The majority of westerns
ignored the over two centuries-long conquest of Ahgerican wilderness and
the urban life of America’s several frontiers s imovement to the West,
focusing largely on the last thirty years or so amdally using for the setting of
a town the cattle kingdom. And, whenever a town m@tsexplicitly a cowtown,
it either used to be one or was constructed onlairpatterns, because, more
than any other Hollywood genre, the essence ollestern was based upon
conventions. Frontier towns, as featured in Westesmere always in the middle
of come conflict and, while finding a way out ofttconflict, they, by means of
the inhabiting communities, reaffirmed the much asuwed values of
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individualism and self-reliance, associated withekima's democratic impulse.
And these conventions were soon echoed in the popidtory of the West, one
of almost exclusively heroic and epic dimensionse Western film was not a
form of history; frontier towns and cowtowns werditierent reality. But does
that explain the consistency and intensity of sm¢ntasy?

Ultimately, the Western took over where BuffalolBihd the dime
novels stopped, and it nourished American popwuce with a myth that had
constantly accompanied the history of the West. I§Vbroviding a popular
perspective on how frontier towns changed the \&edthelped build America,
the Western equally mourns the loss of that etia.ds if Scratchy Wilson from
Steven Crane’$he Bride Comes to Yellow Skt the Swede froBlue Hotel
both were faced with a West that was disappearirttad already disappeared.
Whether historical or fictional, the West had talergo and accept change as an
inevitable step, as many characters in classic estacknowledged:

Calamity: There come a time in the life of every gold towrenvit
either gets civilized or goes bust. Before it makests mind which, men go
crazy drinking, gambling, whoring...cutting into eadther’'s claims and
shooting each other over trifles. Deadwood justgeaped to be in its hellfire
days(Rod Hardy’'sBuffalo Girls Cabin Creek Entertainment, 1995).

Whitey: There’s sure lot of building going on around her@okey: A
church, new houses, a school. | tell ya what,ge#ting so civilized they’ll soon
tell you where to spifJohn Farrow'<California, Paramount, 1946).

Caught somewhere in-between historical reality fctibn, frontier
towns remain a unique feature in the rapid devetapirmot only of American
urbanism, but of American culture as a whole. Histdly speaking, some of
them made it to America’s contemporary map and mesent in academic
studies of urbanism, others turned to ghost towunsle many others vanished
for good, after a short but tumultuous life. Fiadly speaking, along with the
West that made them possible, they permeatedyardaof American popular
culture, symbolizing the inevitable change Amettieal to experience in order
to become America itself. That change is best sutnapeby the following two
lines from Adventures in Brisco County, J{Brian Spicer, TVW, 1993) and
Gunfight at the O.K. CorralJohn Sturges, Paramount, 1957), respectively:

Big Smith: Welcome to Sutter Creek. Five years ago, the goiddry.
Now the Sheriff is dead, the mayor is running tfathel, and the minister is a
drunk. My kind of townfAdventures in Brisco County, Jr.

Wyatt: There’s no place in this town for you, lke. Thetrt@re you
ride in armed, you ride out feet firgGunfight at the O.K. Corral
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UN DEFI AU TEMPS: IRINA MAVRODIN

Elena-Brandsa STEICIUC,
Universitatea Stefan cel Mare”, Suceava
selenabrandusa@yahoo.com

Abstract: Irina Mavrodin is one of the most outstanding fegiof Romanian
French studies. The article deals with various etspef Irina Mavrodin's work, as a
translator of French literature (especially theuBt@mn novel), as an essay writer (she
had several Romanian Academy awards) and as a\whetwrote both in Romanian
and in French.

Keywords. French studies, translation, poetry, essay

Irina Mavrodin est un des repéres incontournaloiessiu’on parle de
rapports franco-roumains pendant plus d’un denaleiglle est 'auteur d’essais
critiques qui ont marqué des générations d’étusliantlittérature francaise, d’'une
longue liste de traductions (dont l'intégrale Pthuse poémes en roumain et en
francais. Fétée en 2009 pour sorf"8Gnniversaire, la grande dame de la
francophilie roumaine porte avec grace le sceagetie double appartenance,
dont elle parle dans certains de ses ouvragesutugefpoétesse, traductrice et
essayiste a hérité des valeurs de la francopléesdn plus jeune age: son pére,
Anastase Mavrodin, ancien étudiant de Ch. Droudtait, un «éminent professeur
de francais» au Lycée «Unirea» de §ami et «grand ami de la Fran&esa mére,
Maria Mavrodin, fut une des premiéres femmes médeophtalmologues du
pays. lls appartenaient, comme se rappelle lelgr diinée, «a cette catégorie
d’intellectuels, assez répandue a I'époque en Roigmaqui étaient trés
francophones et trés francophiles. lls avaient etemreprises visité la France —
je me rapporte ici & des événements de I'entre-deeres —, ils parlaient le
francais et ils étaient tres familiarisés aveadituce francaise, ils possédaient une
bibliothéque avec beaucoup de livres francais.»

Inspirée cette «chaude intimité franco-roumainkina Mavrodin décide
de poursuivre des études de lettres, a une épaguie aésastre communiste était
en train de s'installer en Roumarfiest le fait d’étudier une langue de I'Europe
occidentale n'était pas «le meilleur choix» pouradolescent. Elle termine ses
études en téte du classement et va faire toute camgere de professeur
universitaire a I'Université de Bucarest, ou elnigera des cours de littérature
frangaise du XX-éme siecle, dans une perspectigtqoe/poiétique valéryenne.
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Cette carriére a continué apres 1989, car Irinarbthn s’est beaucoup
investie dans d'autres universités de Roumanie estFdance: elle dirige
actuellement des théses a I'Université de Craiella, collabore dans le cadre
d’'un mastere a I'Université «Lucian Blaga» de Sifia été l'invitée de I'Ecole
Normale Supérieure, en 2000, pour diriger un stigpoétique. Fondatrice des
Rencontres des traducteurs a Sucefles éditions I-X se sont déroulées a
'Université «Stefan cel Mare» avec le soutien 'denbassade de France et du
BECO de I'AUF), Irina Mavrodin ne cesse de trandgreetaux nouvelles
générations son savoir et son attachement auxrsaleda Francosphére.

Depuis la soutenance de sa thése de doctdadhdlie Sarraute et le
Nouveau Romari972), Irina Mavrodin a publié une vingtaine deuwoés d’essais
en roumain et en francais, contribuant ainsi lartgssement de la vision critique
en Roumanie, surtout pour ce qui est du phénom&érite francaisSpaiul
continuu (L'espace contipu Ed. Univers, 1972Romanul poetic (Le Roman
poétique)Ed. Univers, 1977Poussin — Praxigi metodi (Poussin — Praxis et
méthode) Ed. Meridiane, 1981odernii, precursori ai clasicilor (Les Modernes,
précurseurs des classiquegd. Dacia, 1981Poietici si poetiai (Poiétique et
poétiqué, Ed. Univers, 1982; lle édition, Ed. Scrisul Romsc, 1998Stendhal —
Scriitura §i cunogtere (Stendhal — Ecriture et connaissanés]. Albatros, 1985;
Punctul central (Le Point central), Ed. Emines@86lMana care scrie (La Main
qui écrif), Ed. Eminescu, 1994 — Prix de '’Académie Roumairéx de I'Union
des EcrivainstJimire si poiesis (Emerveillement et poigsigd. Scrisul Romanesc,
1999;Cvadratura cercului (La quadrature du cergl&d. Eminescu, 200Despre
traducere literalsi in toate sensurile (Sur la traduction littéralembet dans tous les
sens),Ed. Scrisul Romanesc, 20@Bioran sau marele joc/Cioran ou le grand jeu
(Ed. Institutul Cultural Roméan, 2007).

On peut voir, depuis ses premiers livres d’essags,intérét pour le
processus de création, pour ce rapport spéciak’mstaure entre l'auteur et
I'oeuvre en train de se faire. En fait, tout céssconcrétisé dans un volume
fondamental Poieticz si poetiai / Poiétique et poétiqueui a fait école (elle-
méme étant disciple de René Passeron dans ce dgmiaimpproche du texte
littéraire proposée par Irina Mavrodin s'appuie $ar«phénoménologie de
l'acte d'écrire» et de «l'acte de lire», de mémee qgur I'esthétique de la
réception, ou bien sur un concept qui lui est cbelyi d'«émerveillement», qui
suppose un regard tout neuf sur les étres et esesh

L'activité d’lrina Mavrodin en tant que traductewste exemplaire sur
toute I'étendue de I'espace roumain, quelle queladangue dont on traduit. A
partir de 1967 (Madame de Stdek la littérature. De I’Allemagne. Corinne ou
I'ltalie, anthologie, Bucarest, Ed. Univers), année apraéeria panoplie de la
traductrice, vaste et variée, réussit la perforraate réunir des titres provenant
de toutes les époques de la littérature francddsetame de Sévigné, Aloysius
Bertrand, Eugéne Delacroix, Gustave Flaubert (BeéiX'Union des Ecrivains,
1985), Elie Faure, André Gide, Francis Ponge, HdariMontherlant, Albert
Camus, Maurice Blanchot (Prix de I'Union des Edriga 1980), Jean Cocteau,
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Gérard Genette, Paul Ricoeur, Gaston Bachelard jtAltehen, Pierre Chaunu,
Emile Cioran, André Pieyre de Mandiargues, PatiRa&mbaud, Paul-Louis
Courier, Camille Laurens. Derniérement, elle stiggé vers d’autres espaces
de la planéte francophone, mettant en roumain feand-emme nue, femme
noire /Femeie godl femeie neagr de Calixte Beyala, une des plus connues
romancieres d’'origine africaine (Editions Trei, ZD0

Mais l'aspect le plus important de ce labeur, claestersion roumaine
de I'intégrale Proust, exploit des plus difficilegsi lui a valu le Prix de I'Union
des Ecrivains en 2002 et le Prix «lulia Hasdeuwsilldurs, tout ce labeur
d'«interface» entre les deux cultures, roumaindratcaise, a valu a lIrina
Mavrodin le titre de Chevalier des Arts et des Hlestt accordé par la France en
1992 et le Prix «14 Juillet», en 1996.

En tant que coordinatrice de la collection «Lettresmaines» aux
éditions Actes Sud, la traductrice a donné la verdrancaise des textes de
Mircea Eliadel.e Roman de I'adolescent myogt€&saudeamu$1992).

La poésie représente pour Irina Mavrodin une awgie/voix, modelée
par une sensibilité particuliére, par une percaptin méme temps sensorielle et
conceptuelle de I'univers, par @herveillemengui devient principe de création.

Les recueils de poémes publiés depuis 1970 a ceojdten commun
une formule poétique de la concentration maxindiigne troublante concision,
qui devient ainsi une matrice générant le sémeme (Poémeskd. Cartea
Romaneast; 1970; Reci limpezi cuvinte (Froids limpides mot&d. Cartea
Roméaneast; 1971;Copac inflorit (Arbre fleuri)Ed. Cartea Roméaneasd 978;
Picatura de ploaie (La Goutte de pluidid. Cartea Romanedsc987;Vocile
(Les Voix) Ed. Cartea Romaneasd998 — Prix de I'Union des EcrivairBunere
n abis (La Mise en abymetd. Eminescu, 200@apcana / Le piegeadition
bilingue, Ed. Curtea Veche, 2002gntrul de aur (Le Centre d’qrEd. Scrisul
Romanesc, 2003 (Prix des Editions Scrisul Romanesojire/Emerveillement
édition bilingue, Ed. Minerva, 2007.

Deux des derniers recueiBapcana/Le piéget Uimire/Emerveillemersont
des volumes en roumain et en frangais, fruit daveil d’autotraduction sur lequel la
théoricienne a longtemps médité. On y découvre padsie vivifiante, un regard
émerveillé et sage projeté sur le monde, scrutaatlumilité le mystere de la vie:

«Cet étonnement

devant un

pissenlit

est toute ma vie

toi tu ne comprendras pas
Moi je ne comprendrai pas

ton étonnement est différeft»
Cette attitude devant le «miracle répété» est sadegoie, a I'age ou la
monotonie est invoquée comme une force «béniesttetelectatio moros#attire
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plus que jamais. Le moi poétique se positionneggeglart entre le monde concret
qui I'entoure et le grand Tout, révélé par de feddes épiphanies. Imprégné
comme par une quintessence de toutes les philesoghimonde, ce moi découvre
avec le méme plaisir les éléments les plus hunchiggel et la voie vers un niveau
supérieur de compréhension, celui de 'harmonikeda lucidité.

Pour la poétesse Irina Mavrodin il n'y a pas desitanentre la «voix
roumaine» et la «voix frangaise». En lisant sesngseéecrits presque «en miroir»,
c'est-a-dire en roumain et en francais, on se cencpte que dans son dastre-
deuxthéorisé par Daniel Sibony dans un fameux oudragsst pas une fracture,
mais un enrichissement permanent. A propos deg@sise trouvant «entre deux
langues, entre deux cultures», le chercheur maraffaimait:

«...de telles entités ne viennent pas se recolles’@pposer le long
d’'un trait, d'une frontiére, d'un bord ou deux teacviennent s'ajuster ou se
correspondre. Il n'y a pas deux identités difféesmui viennent s’aligner pour
s’accoupler le long d’un trait qui les sépare. Aantcaire, il s’agit d’'un vaste
espace ou recollements et intégrations doiventsétoples, mobiles, riches de
jeux différentiels.$

Chez Irina Mavrodin, ce «tangage», ce va-et-vigriteele versant
roumain et le versant frangais de son étre faitigoaies «bénédictions» d’'une
identité assumée: celle d'une francophile «de sewich

*

Il suffit de lire les titres qui composent I'oeuvddrina Mavrodin,
titres couvrant plus de quatre décennies, pouresdre compte que chaque
volume contribue a un tout, divers et cohérentaigssritiques, traductions,
poémes, tout cela s’organise en une constellatioceatre de laquelle pulse —
incessamment —, urferma mentiscréatrice. Chez Irina Mavrodin, le tissu de
I'ceuvre et le tissu de la vie n’en font qu’un, Istg’enrichissent mutuellement,
tracant ainsi une voie que tout un chacun deviefiioscer de suivre.

NOTES:

! Irina Mavrodin,Uimire si poiesisCraiova, Ed. Scrisul Romanesc, 1999, p. 156.

2 Elena-Brandusa Steicitlca Francophonie au féminitgsi, Editions Universitas, 2007, p. 60.
3 Irina Mavrodin,Uimire si poiesisCraiova, Ed. Scrisul Romanesc, 1999, p. 156.

* Entretien avec Elena-Brandusa Steiciua, Francophonie au fémininasi, Editions
Universitas, 2007, p. 61.

® Le poéme du pissenlitansCapcana/Le Piége. 51.

® Daniel SibonyEntre-deux. L'origine en partag®aris, Seuil, 1991.

" Op. cit.,p. 13.
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Rira... Humour et ironie dans les littératures et tnéma francophones
Christiane Ndiaye, collec. Essai, Mémoire d’encrier2008

Cet ouvrage de Christiane Ndiaye qui réunit un mde d'articles sur la
thématique de I'humour et I'ironie dans les littéras et le cinéma francophones réunit
prés de quatorze articles sur cette problématique.

L'avant propos montre bien le sens de la démarche ilc s'agit de
s'interroger sur des thématiques: le sens de I'urmest-il national, culturel,
individuel? L’humour littéraire est il différent d€humour cinématographique?
L’humour dépend-t-il de la classe d'age, de chaqdeidu, se modifie-t-il au fil des
ans? Le rire semble universel, mais adapté a chagjtge et contexte et cependant,
releve Christiane Ndiaye, les savants hésitentdmaua s’'aventurer sur ce terrain. Le
rire divise, blesse, agit comme un baume, il chétissi les maeurs. On ne rit pas pour
rire. C’est fort de toutes ces remarques que ce Blest assigné la tache d’inspecter le
rire dans la littérature et le cinéma. L'ouvragesmpose de quatre parties:

» |a premiére partie traite du «Rire des marges»;

* |a deuxieme partie traite des «figures et terg®idu comiquex;

= |a troisiéme partie traite «Du texte a I'écrancloés et stéréotypes»;

* |a quatriéme partie traite d’'«Adaptations libres».

Dans lintroduction, Satha Rao analyse la «Perggegtostcoloniale sur le
comique dans la littérature et le cinéma francopbatiAfrique» et met en exergue les
formes de rires notamment le rire des margestdecalonial, du rire néocolonial au rire
postcolonial. Cet article s’appuie sur des romafigaans pour montrer toutes les
facettes et I'évolution du rire dans la littératafacaine et dans le cinéma africain.

L'article d’Alexie Tcheuyap dans «Formes et fonetiodu comique» montre
comment les figures du comique s’expriment darittdaature africaine notamme8ango
Malo, Xala (1974),Guelwar(1992). L'article se penche aussi sur les langagasi que sur
les situations et le comique qui s'appuie sur dies tomme_es couilles de I'éléphant

Momar Désiré Kane analyse I'humour dans «Trait ptigstrait d’'union: la
déterritorialisation comme fondement d'un humour bvassif dans [I'ceuvre
cinématographique de Djibril Diop Mambéty». L'aredyde 'hnumour se pose sur les
films célébres du cinéaste talentueux et atypiqueun deHyénes(1991), Touki Bouki
(1973). L'auteur analyse aussi «le trait d'espoimene trait de caractére et comme
matrice narratologique». Il analyse également «sde comme projection et comme
représentation». L'article porte aussi sur la magemontrant la position marginale et
ironique. La conclusion se referme sur la dialegtige modernité et de I'archaisme.

Viviane Azarian analyse «La figure du policier dadedou Boy de Djibril
Diop Mambéty: un grotesque visuel». Elle se penshe le grotesque visuel qui
caractérise la figure de policier dans le film dedBu Boy (1970) en le rapprochant des
ressources du comique mises en ceuvre dans laatlittér francophone d’Afrique
subsaharienne. Le comique du film repose esseamtielht sur les effets de contraste
entre le personnage principal, coupable d'étre litop et de ne pas étre corruptible, et
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le policier qui le poursuit. Ridicule, lourdaud, pelicier subit le méme traitement que
les agents du pouvoir évoqué dans le roman africain

Obed Nkunzimana dans «L’humour et le cinéma africai I'invincibilité
des vaincus» montre comment les damnés de lagerservent du rire sardonique et
cynique pour tourner en dérision et rabaisser kestshplacés et les puissants qui
promettent monts et merveilles mais n’offrent cuenédiocrité.

La deuxiéme partie traite des «figures et terg®idu comique>.

L’article de Azouz Ali Ahmed «Entre héroisme et dgéhification: Hassan
Terro, un personnage atypique» du cinéaste Mohahadhdar Hamina, est une
adaptation cinématographique d'une piéce de théatée en 1964 par Rouiched.
L’histoire raconte la guerre d’'indépendance algére Le personnage de Hassan est
inspiré de Chaplin créant un tragi-comique ou I'lmumsert a exprimer la colére contre
la guerre. C'est en réalité, la femme de Hassalogei le réle de résistante. Celle-ci va
finalement inspirer Hassan qui deviendra un vrsistant.

Lyne Martineau dans «Chouchou, la bienheureusbétiagie et éthique de
Merzak Allouache et Gad Elmaleh» est une peinterbuthivers d’un travesti maghrébin
vivant a Paris. Le film crée un humour nuancé quisnfait vivre I'émotion des situations
et évite ainsi la caricature qui caractérise souN@mmise en scéne des milieux des
travestis. Le comique sert ici a questionner lanadité et I'ordre moral traditionnel.

Walid El Khachab dans «Ironies urbaines: rire enilte moderne et Médina
cinématographiques en Afrique du Nord» est uneexéfh sur trois coproductions
(Europe-Afriqgue du Nord) ou I'espace maghrébinégyptien joue le role dans la
construction des significations symboliques. Dala¢fouine (Tunisie 1990), 'humour
balise le parcours d’'un adolescent qui s'évadeadeage de la maison paternelle pour
faire I'expérience de certaines libertés qu'ofrEdHammam.

La troisieme partie traite «Du texte a I'écranclois et stéréotypes».

Christiane Ndiaye dans «Laferriere et la mise eémecdes mythes et des
meubles: de la difficulté de retourner sur le dissdtéréotypes».

Le film adapté du roman «Comment faire I'amour avecnégre sans se
fatiguer» est une dénonciation des clichés et tagatypes sur les noirs. Christiane
Ndiaye montre que I'adaptation cinématographiquenesns heureuse que le roman car
le deuxiéme par le procédé d'écriture du rabaisserhemoristique et d’inversion
permet d'arriver a sa finalité, alors que le filnstalle le cinéphile dans la confusion a
travers le jeu des acteurs qui complaisent I’honmamie et la femme blanche dans leur
réle d’objet de consommation.

Mehana Amrani dans «A roman Grave, film caricaturétrange réécriture
filmique del’honneur de la tribude Rachid Moumouni» est une adaptation d’une ceuvre
littéraire. En abusant des techniques de la cameate film transforme le propos du
romancier. Zemmouri veut manifestement montrer tec@ssus qui a généré le
terrorisme intégriste tandis que le tragi-comigeeMimouni comporte une dimension
plus philosophique que le film ne rend pas.

Lila Medjahed dans «De [lautodérision a [ironie ndala réécriture
cinématographique d@Gone du Chadba Le roman d’Azzouz Begag (1986) subit une
transformation importante qui produit un écart @émsble entre les deux ceuvres:
roman/film. Plusieurs scénes du roman sont réirErps par le cinéaste francais,
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Christophe Ruggia, selon les schémes cultureksrdiits. L'article de Lila Medjahed montre
ces divergences a travers les configurations sycidoliques qui apparaissent a I'écran.

Le Quatrieme partie traite d'«Adaptations libres».

Francoise Naudillon dans «Dérision et mort daasrue Cases-Negrest
Une saison blanche et sécheCes adaptations cinématographiques de la caéast
Euzhan Palcy des ceuvres littéraites Rue Cases-Negreke Joseph Zobel (1950) et
Une saison blanche et sécd&ndré Brink (1979) traitent des conditions desifd
dans le monde ou la mort est omniprésente. Cettkedist une mise en scéne des rituels
funébres dans un processus de catharsis de démthpar rapport au sujet traité: la
souffrance et la mort. Les procédés de «I’humouges et de «I’humour noir» sont
utilisés pour sublimer la mort.

Djemaa Maazouzi dans «Le sordide et la poésierdudeans les mots et les
images de Mehdi Charef». L'article essaie de skgiarole poétique du cinéaste écrivain
Charef. Son cinéma est un déplacement et un dépassdu traitement de la marge.

Myléne F. Dorcé dans «L&o(t des jeunes fillede Dany Laferriere: De
';euvre romanesque a la production cinématogragisiquaite des similarités et des
différences entre le roman et la production ciné@gaphique dGodt des jeunes filles
Il s'agit aussi de traiter des fonctions de l'iremians les deux ceuvres.

Hanane Essaydi dans «Quelques aspects de I'huntode &ironie dans
'adaptation cinématographique dala, roman d’'Ousmane Sembene» montre le méme
réle culturel et sociopolitique des deux ceuvres.réécriture filmique deXala vient
ainsi corroborer le projet idéologique et prograrigquee qui sous tend le roman: la
contestation sociale, économique, politique eticelle.

Des notices biographiques referment 'ouvrage dés@éine Ndiaye.

Au total, on peut dire que cet ouvrage est uneribrion importante a la
critique du cinéma africain et qui montre le liemire littérature et cinéma. C’est un
ouvrage qui permet de lire I'humour et lironie dartes ceuvres littéraires et
cinématographiques francophones et africaines dassperspectives pertinentes et
propres a leur contextes. Voici, un ouvrage quiténa des cinéphiles francophones et
africains a fréquenter davantage le FESPACO.

Alain-Joseph SISSAO
alainsis@gmail.com

Andrei Codrescu, The Posthuman Dada Guide. Tzara and Lenin Play Ches
Princeton University Press, 2009

In primavara anului 2009 a aput la editura Priceton University Press o #iou
carte a lui Andrei CodrescOhe Posthuman Dada Guide. Tzara & Lenin Play Chess
Cartea a fost primitcu mult entuziasm deiire criticii americanisi In egali masui de
catre citititori. Fara a fi o lectul usoa, ci dimpotrii, oblighnd la un pact textual de
facturd postmoderi, textul intrigi prin asocierile lexicale neaipiuite si contamiririle de
sens, intr-un joc complicat al imagiig si umorului. Demersul narativ cu vaken
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rizomatice amestéacfictional elemente de religie, polificistorie si mitologie. Lumea
ntread, deconstruit in elemente minimale, va fi reara@jattr-o ordine total neteptat,
dar realist, ce &deste incertitudine Tn mintea cititorului prirsgzarea adevurilor de-a
gata sub un ideologic semn al intigéb

Aceasi metodi de lucru interogativ de lucru, dublatde o cogtienta si voita
autocontradiie, structurea¥ intregul eseu, voit un ,ghid impractic’ de revtare a
dadaismul intr-o epéca postumaniti: a duce o vigi Dada, spune autorul, esfiea fost
mereu o alegere autodistruéticu toate asteairf Dada nu poate exista nimic cu adfew
nou, iar a crea ceva original pare a fi un dezidegecale de dispaig intr-o lume aflat in
pericol de supra-tehnologizare. Tn stilul maniftestii Tzara, eseul abuadn sintagme ce,
decontextualizat, pot fi luate ca definiDada este un mecanism de creat timp, Dadazieea
o0 anti-lume, Dada e impotriva totuliiDada este un simbol al libétit.

De pe pozia de promotor al dadaismului, autorul consttaieacest ,manual”
cu mijloacele proprii curentului, iar concluzia,ngeati de asocierile unei logici poetice,
este cel ptin surprinztoare: in ciuda faptuluiacmateria prindi a acestui curent este
cuvantul, relda dintre dadaismi tot ceea ce poate fi numit limbaj este probleciati
Folosit ca uneadt pentru formarea de ideologii anoste, limbajul atfeeparat in
contemporaneitatea posturiade esefa fiintei. Scopul Dada este acela de a reda
umanittii existerta libe in interiorul limbajului. Dada, spunea Tzara Tmifestul 1918,
nu Thseami nimic. Ducand mai departe acéaglee atre postmoderna suprefiga a
textului asupra readitii, autorul ghidului postuledzexistena in interiorul cuvantului.
Secretul Trelegerii unui text, spune el, cosin reinventarea cititorului in interiorul
textului prin atribuirea arbitrara unui pseudonim ce va inlocui Tn cele din agititorul
si-l va plasa in parametri textuali. A locui Tn inteul textului Tnseamh a locui Tn
interiorul nimicului. Dar dadaismul revitalizeazuvantul, Tn ga fel Tncat acesta poate
contine Tn paradigma sa, atat sensul deapedtsi totalul siu opus. Astfel, a & o viata
Dada Tnseanminin cele din urr a tii paradoxul, ca tai nimic simultan.

Contraditia, ca metodl de lucru, este prezeriinci din titlu. Un ghid pentru o
viatd Dada adresat indivizilor postumani pare a fi Tangso construge oximoronid.
Dada militeaz pentru suprem& momentului prezent. Aigii acum pare a fi singura
matrice spfio-temporai acceptat; or, a construi un ghid Tnseafncu sigurari a proiecta
in viitor. Pe de ait parte, alturarea dintre dadaisgi postuman pare a fi iagi dovada
unei profunde contradic Temenul postuman, consacrat prin scrierile &6itine in
paradigma sa suprefig tehnicii asupra individului cu tot ce presupueasta: logic
excesiwd, lipsa imprevizibilului, corpuri depersonalizgtenu in cele din uri dependeta
de tot felul de mgnarii parazitare. Postumanul desfiéaz realitatea inlocuind-o cu un
sinonim virtualsi anuleaz lumea ga cum ogstim. Naturalul este @zat intre paranteze, o
metodi ,ecologic” de Tnlocuire a acestuia cu un sinonim artificiahtrolabil. La popul
opus se afl Dada, al &rei scop este, spune scriitorul, dgtarge cu ajutorul inspitiei
parantezele puse in jurul cuvantuude a reda naturalului imprevizibilatea cuvenjA
pune lumea ntre paranteze sau ghilimele e un riicate de a gterge. Dada este unealta
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cu care se indépeaz aceste parantezg cu care lumea este extiiadin interiorul
ghilimelelor cu ajutorul forcepsului inspiei” "

Dada militeaz pentru tot ce este in afara tehnicii, deci Tnaafaiunii, pentru
redarea naturaié limbajului si de-tehnologizarea umanuluiga scopul Dada este de a
elibera omul de orice forinde depende#, fie ea tehnig, politici sau social Astfel,
acest ghid presupune o negare profuadiot ceea ce presupune exigemtr-o lume
postumaa. lar dad cititorul, prins in acest joc al ng@, are dubii dat textul 1i este
adresat, sau damatura sa este mai mult sau maiippostumaa, autorul il indeamhla
un demers introspectigi cuantificabil: individul este &fuit si analizeze cu gj
urmatoarele elemente devenitérg integrante ale corpulués: orgul, casa, calculatorul,
telefonul mobil, toate aceleapi ale corpului ce nu sunt organige care creeaz o
dependetd maligri. Dac mai mult de 60% din corp este format din acestpatiitive
simbiotice, atunci individul poate fi cu siguraratalogat ca postuman. Mai mult, umanul
rezidi in ceea ceamane dup inlaturarea tuturor mecanismelor tehnice, Tn acel nucée
nu poate fi gsit in realitatea virtuala postumanitii. Acestui miez de existem ajuns
aproape neidentificabil Ti dedi@utorul ghidul &u ,impractic”.

Pornind de la interoga initiala, individul, gezat confortabil in propria
postumanitate, se trege captiv intr-o intreagserie de intrelsi ce au ca unicaspuns
viata Dada, singura cale de revenire la staremlihi Miezul dadaismului e negarea a tot
ceea ce deja existnegare prin care se conturgaz ,antilume” caracterizétde o
dezordine artistit si lupta Tmpotriva a tot ceea ce poate fi inchistadefintii. Dada
creeaz un vid de sens ce trebuie acoperit cu spontaeaitatreativitatea refuzatde o
lume supratehnologizat Astfel, prin acest ghid "postuman” autorul pledepentru o
intoarcere la umanitateasezarea la bdza creatividitii poetice.

Justificat fals printr-o nostalgie pentru ordine, structuiigtico reproduce pe
cea a unui compendiu de ideitermeni gezgi alfabetic, un manual pentrutéhegeresi
aplicarea unei metode Dada det¥iaMiméand structura ceriutde peisajul postuman in
care se plaseaztextul ascunde n spatele ordinii aparente ataatizomatié ce alearg
cititorul de pe o pagihpe alta, Tnaintgi inapoi, forand atat limbajul caf lectura in afara
tiparelor encratice ale postumaiiit Prin forma apare@ita unei baze de date, autorul se
situeaZ n interiorul matricii acestui tip de exist&nnumai pentru ca, odaaflat acolo, &

0 poaf deconstrui in uniti minimale. Reansamblarea acestora devine un joc al
paradoxului ce va reda umatiit naturalulsi limbajului puterea de a semnifica. Mesajul
transmis prin acest puzzle postmodern est@arla poateasextragdi realitatea din mediul

ei virtual si s o redea lumii prin accentuarea naturalului. Tniteghid e un indrumar al
intoarcerii Gtre umanitate, al redi libertatii de miscare n infinitul limbajului, un ghid al
naturalizrii corpului ce Tncetedz astfel a mai fi o metaférgoliti de sens pentru
intelegerea cuvantului ,uman”. Paradoxul, metaforazjgosunt uneltele cu care individul
trebuie & lupte mpotriva postumadiiii si sa isi construiasg o viaa Dada. Codrescu
lupta cu armele Iui Tzarg militeazi astfel pentru supreria cuvantului asupra tehnicii, a
textului asupra lumii, teorii ancorate istoric srgdoxalul dadaism.

" Traducere proprie: “Putting the world between &itharentheses or quotes is an effective way
to erase it, [...] Dada is a tool for removing paheses and removing the world from between
quotes with the forceps of inspiration.” (Codre2608:9)
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Intregul miez al intrigii figiunii istoriografice este jocul dgah dintre Lenirgi
Tzara din Zurichul anului 1916 prin care se contabitea? nasterea cultural si politica
a secolului XX. Plasarea gmatemporai estesi ea, ca orice a#@munt al textului
codrescian, Triccaéi de semnificgi. Intr-o lume #&vasita de primul Ezboi mondial,
Elvetia ofel prin neutralitatea ei o oazle linste ce aduce laolaltrefugiai, atat poetici
(Tzara), céti politici (Lenin). Zurich devine capitala celoruagai de &zboi, un loc de o
intengi energie creatoare prin aflarea Tn agidlac a celor ce aveaui schimbe viitorul
ntregii lumi. Zurich e un haos primordial ce doe in forma incipient Tntreaga ideologie
a secolului XX. In timp ce Tzara crea zgomotoasaifeste Dada pe scena cabaretului
Voltaire ahturi de Hugo Ballsi Francis Picabia, Lenin Tmprelrplanuia in lingtea
bibliotecii revoldia bokevici ce va schimba viitorul Europei. Profitind de plaaain
acelea coordonate spi-temporale ale acestor doi simboluri ale viitoiulCodrescu i
aseaz in faa unei table dgah, Intr-un joc a&ui mizi nu este alta decéat ugtorii 100 de
ani ai omenirii. Bineiteles, cei doi ngtiu pentru ce joat dar sunt animade acelsi simt
al nedrepitii si lupta, pe @i diferite, pentru destabilizarea vechilor eliteaiMnult, poetul
si tacticianul sunt adii la aceegi magi de un simacut al realittii ce determi#i viziuni
radicalesi antonimice asupra lumii. In timp ce Lenin vis&az viitoare noa@ ordine
umari, Tzara militeaZ pentru supremia creativititii si a prezentului. Din acest momemt
fatidic al anului 1916, dadaismgi comunismul se vor dezvolta paralel, ciocnindu-se
periodic in viitor, in momentele de ctiale umanittii, pentru reiterearea jocului dah
initial. Caci, dad dezvoltarea comunismului a dus la transformareanuihai in postuman
prin acel dicton leninist “putere soviatiplus electricitate”, Dada se afla baza fiedrei
revoluii artistice prin negarea regulilor impuse de eritirent anterior.

Daci acest joc dgah a avut intr-adéy loc Tn 1916, nu avem de undestim,
dar cu siguratd s-a intdmplat in 1990, cand Codresgustria Tn eseuDisparitia lui
Afara propriul manifest, de data asta unul al exilulniaceast lucrare scriitorul imagina
reprezentarea momentului genezei unei civilizxilice sub forma unei fotografii Tn care
Leninsi Tzara sunt aplegisasupra acelejatable desah. Autorul se intoarce intertextual
la una din ideile sale mai vechi, jocul tactic tenpolitici si poetici, joc care, spune el,
,continua si Tn zilele noastre” (CodrescDjsparitia lui Afara: un manifest al evadi, Editura
Univers, Bucurgti, 1995, p. 57). Se rescrie astfel intreaga istori@dernidtii prin prisma
unei arbitrariiti culturale generate de lupta dintre rigiditategimeilui autarhic si
creativitatea artistului disident. Lupta s&id spaiul neutru al exilului ce devine astfel o
matrice a creativitii absolute, singurul spia posibil in care determinantele etnic-
naionale nu repreziatpiedici in calea dezvaiti individuale.

Cartea nu este o istorie a dadaismsiuiici nu certifici veridicitatea datelor.
Dar prin plasarea pe o linie naratigu valete istoriografice a genezei acestui curent,
autorul regeste gi traseze o parateintre dod lumi, cea din Zurich 1916 cea actual
Punctele comune identificate conturgaatat un trecut cdf un prezent aflat laascruce.
Realitatea se schirdpoamenii se gsesc in f@ unor noi provawi si se confrurd cu
probleme ase#matoare. Mai mult, cele daulumi sunt surprinse intr-o rela de
cauzalitate. Nu se proclandeschis cdigatorul primei runde a jocului dgah, dar din
Tnlantuirea istoriografig a eseului codrescian cititorul esésdt 4 cread ci acesta este
Lenin. Asa se explig dezvoltarea comunismului ce presupytergerea difergplor si
dezvoltarea tehnicii, politicce are consed@ puternice asupra prezentukiiduce la
transformarea umanul in postum&in aceast perspectii prezentul devine o consetin
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a jocului sotii, caci, in ciuda caracterului analiti¢ a ciocnirilor ideologice (in timp ce
Lenin folosate in jocul §u logica tactié a revoldionarului comunist, Tzara este fascinat
de haosul ascuns in spatele ordinii aparente @lpigsjocul desah Emane supus
fatidicului. Dar prezentul pune lumea Tntgaunei runde secunde. E timpul citige
Dada, spune Codrescu prin ghiditsasumandyi pozitia de continuator al luptei pentru
libertate absoldt si supremda arteisi a vieti. Dada este, in ciuda caracteruldius
contradictoriusi imediat, singura sofie pentru viitorul umantii.

Conturandusi eseul cu o adrde factura mitologi autorul cobodr si mai
mult pe axa tempordaiitii. Se rescrie astfel intreaga istorie a lumii p&azarea la baza
interdependeei dintre fiina uma#d si diferite forme de limbaj, ca prime elemente
artificiale de viga. Autorul cuprinde in figunea sa istoriografico surprinitoare genex
a ceea ce el nurgte ,proto-umanism”, un precursor al actualului posanism. Intreaga
lume pare a fi din acedgperspectii un arbitrar joc ajanselor, o permanenkipta intre
natural si tehnologie i care jocul dgah din Zurich 1916 devine doar un fragment
episodic. De fiecare datand umanitatea intreagare a fi la #scruce, cei doi, Lenigi
Tzara, simboluri ale dauorte antagonice, se vogeza din nou la masa de joc.

Anuntati pe piaa romaneascin traducere pentru sfftul acestui an, cartea lui
Andrei Codrescu are darul de a aduce 1n prim planepte uitatgi de a le plasa in cele mai
neobgnuite contexte. Cititorul este obligat la o legtarudit in intertextul @reia pot fi
identificate teorii de factérpostmoderipe care autorul le transfofirin confesiuni ale unei
minti construite in jurul lor. Ghidul Dada devine aktim digionar de momente cheie,
personaje, teorii literargi filozofice ce transgreseazspaiul realititii virtuale si caut
aplicabilitate Tn viga de zi cu zi a individului postuman. Concluziadgului eseu pare a fi
cd arma ultind a dadaismului, ce poatarf indoaiad distruge postumanitatgapoate reda
vietii dimensiunea sa artisticeste umorul, in toate formele sale, dublat detigeg

A rédesi a nega totul intr-o forma crealiva asta se poate reduce in cele din
urmié ghidul Dada, la o existghbazai pe contradige, un fel “de-a rasu-plansu” cu
valerte creatoare.

Oana-Elena STRUGARU
oana_andriese@yahoo.com

Radu Pavel Gheo, Dan Lungu (coordonatori),
Tovarige de drum. Experiefa femining Tn comunism lasi, Polirom, 2008

Dulceag-amare pagini de memorialistimi-a fost dat % citesc pe nésuflate
intr-o antologie nu de mélivreme apruta la Editura PoliromTovakise de drumFira si o
mai pot fisa din maa, am pornit la drum afuri de aceste tovage ale literelor romané si
am regsit, cu voie sauifa voie, atat experiea personale de la varsta primei ciiil cat si
povesti auzite de la rudgi cunatinte despre care aveam destule dubiidade dau crezare
sau dag sunt simple figuni ale unor oameni sugiuatata vreme regimului opresigi nu
mica mi-a fost mirarea cand, oddhchisi cartea citik cu sufletul la gur le-am revizut, ca
ntr-o imagine Tnglbenit de vreme, pe femeile din vremea cinii mele, reconstituite din
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farAme ale rarturisirilor altor cateva femei. Apoi dintr-o daam Tneles: celgaptesprezece
doamne care au acceptadeschid sertare de demult inchise ale exigtelor si si ne faé
partasi ai ,aventurilor” din infloritoarea ,epdcde aur” au #it aceleai vremuri casi noi, au
simiit aceleai lipsuri si frustrari, s-au confruntat cu acelgareajunsuri materiale, deci se
poate spuneacintr-un fel intefile regimului se Tmpliniséx; noi tai fiind doar pioni
mecanici in uniformitatea monotrsi dezolani a sfasitului de mileniu. Experiena
femininz Tn comunisnare aceleg ecouri in mintea noagtra tuturor femeilor din Romania,
si este realmente demn de admirdaptul &, in sfasit, unele dintre cele mai reprezentative
dintre ,tovagsele” scrisului roménesgi-au adunat amintirile pentru a reinviadme ale
vietii cotidiene de dinainte de 1989.

Volumul a fost coordonaf prefgat de étre scriitorii Dan Lungyi Radu Pavel
Gheosi este algtuit dintr-o suifi de mrturii, una mai fermeitoare decét alta, fiecare
povestind din perspectivpersonal si cu resurse proprii despre felul cum au resorlsay
nu — aceastepo@ brutalizard a comunismului roménesc. Ceea ce este cu atat mai
admirabil e faptul £ figurile feminine care se constituie In autoaxdgedrept ale &tii au
stiut si-gi priveasé propriile experiete ale trecutului cu destubletgare, incat & rezulte
povestiri cu caracter memorialistic din caizbat ironia sau sarcasmul, delicate sau
profundul dezgust fa de statutul lor de atunci de ,personaje” @pand infloritoarei ,clase
muncitoare” care trebuid slideasé sau 8§ consolideze cu insufiee realismul socialist. A
carui atmosfef este descriscum nu se putea mai bine dere editorii értii, in prefaa
semnat de @tre acstia:

Lucrurile stau in felul ureitor: se di o fara plina de betoane, foiatsi salopete,
se adaug magazine doldora de conserve dgt@g cozi la orice, uryef tampit, plus dai
trei culori, destul de terne. Nu, nici verbde pantofiori pasteld ciorapi fini, tocuri
sofisticate,sampoanesi rujuri de firmad sau, @ scuza, sanitary pads. Nu, nici urinde
mall-uri. Aaa, neagrat trebuie adugate croitoresele de cartier, micidjitoare intr-ale
modei, trigand cu ochiul in revista Burda. Ei bine, Tn acéastra se d drumul unor
sufletele sensibilg li se spune: Fi femeil. \i intrebai cum se descu#® Hmmm, greu de
povestit, trebuie citit cartea.

Odat (re)introdyi Tn atmosfet, Tncepi & citesti, s3 adulmeci cu nesastorioare
Tnviluite Tn fine ironii sau Tn nostalgii aimui, 1 descoperi Personajul, intotdeauna aceia
totusi de fiecare dat altul. Cele care au acceptat deviri personajele acesteirg sunt
Adriana Babg (Sarsanel Anamaria Beligan, Halatul Veronici), Carmen Bendovski
(Lungul drum al comunismuluiztre sfagit) Rodica Binder Chiar asa?), Adriana Bittel
(Servus, ReghinaMariana Codru(,Atunci am invirat si renury”), Sanda Cordo(Din
umbra viitorului luminoy Nora luga $crisoare étre un priete), Cerasela NistorGerul
negru-rozaliy, loana Ocneanu-ThiérmE(, una, n-am sufer)i! Simona PopescuHpRor!
Cool), lulia Popovici K si Y), Alina Radu (Qzi din viga Alinei Viktorovng, Doina Ruti
(Ginecologii méi, Simona SoraBjbliotecile spitalelor mele Mihaela Ursa@ poveste de
fatz), Otilia Vieru-Baraboi Ahg). Si lasand la o parte nostalgiile inevitabile, ceea ce
surprinde péila urnmi din punct de vedere comptiahal este surpriritoarea unitate a
cartii. Citind ai senzga c fiecare istoriodar povestii este continuatsau completétde
urmatoarea, cai cum fiecare dintre celgaptesprezece autoare ar fi deverditi & se fi
gandit dinainte la asta, co-autoarele acgiluiaman din careazbate un singur Personaj
rotundsi unitar, femeia sufocantului comunismiittizi de zi, identificabdd cu milioane de
femei ,obligate Tn majoritatea cazurilot 8e deopotrid saii de tip tradiional, oameni ai
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muncii si tovarise de lupi si de viga”. Cu toate acestea trebuie precizat, £dies bine
nteles de #@tre toa lumea, & nu este vorba despre o carte feministu,si mai rau,
propagandistit; ci despre un document de sinceritate, uneorr cl@asobi sinceritate, in
care realitatea #ita este transformatintr-o dulcesi suaw literatuéi non-ficionak de tip
memorialistic. Scrise sub forma unor simple memaninor fragmente de jurnal imaginar, a
unor epistole sau dialoguri imaginare, ori chidy &rmi de proz scurt, ele completeaz
un gol care lipsea din raftulamurisirilor de acest gen. De altfel, ndirturia Tn sine trebuie
judecad, ssa cum sugne si Radu Pavel Gheo, ci texul ingufiecare original in felul& sub
aspect stilistii compoziional, dar toate unitare sub aspect tematici worbesc Tntr-un
mod aparte despre lucruri ngéplite, uneori chiar sordide.

Analizadnd particularul in contextul general abrturisirii, este interesant de
remarcat faptul & pretextul care decls@az filonul confesiv la toate celgaptesprezece
autoare ale volumului este unul deosebit de b&iedare incursiune in memorie incepe cu
relatarea unui fapt cotidian sau, mai rar, de entistcare agzi nu ne surprinde decét prin felul
cum banalitatea putea provoca atunci, digtingi sau din cauza lipsurilor de orice fel,
adevrate drame de cetiintd. Sunt evocate astfel ,sute de plase tigsacge, rucsacuri,
cosuri, geamantane ori cine mie ce catrafuse pe care o femeie le-a tarat dapreme de o
jumatate de veagi mai bine” Sarsanelap.18), ,chilaii tetra, pliculeul cu fluturg, masa de
buctarie, [...] halatul Veroni” (Halatul Veronici, p. 47), ca simboluri pentru primele
Jntrebari-raspunsuri privind dragostea trupegisimpresii fragmentare despre Congresul al-
XIV-lea al Partidului dintr-un ,jurnapost factunsi nauc” (Lungul drum al comunismului
catre sfagit, p. 65), un sfait de aprilie ,altfel decét cel de a@adntr-un loc sugestiv denumit
Lhiciunde” in lungul drum al exiluluiChiar asa?, p. 75), cateva pagini dintr-un jurnal din anii
'80 scipate de focul mistuitor al @iii dintr-un ,ciazinel de pe balcon"Servus, Reghina.
89), povestea ,ptivas” a profesoarei Gertrud B., dspaid plecai la finele deceniulujapte
cu intreaga familie in Germania Fedgratonsiderat ,absolut necesarin economia
volumului mait de Dansi Radu, pentru a reface atmosfera anilor geufrustrani pentru
toti, dar cu asupra deasui pentru femei” (Atunci am invizat si renury”, p. 107), ngterea
unei fette ,intr-una din materritile din Cluj”, ,Ja inceputul lui decembrie 1989Din umbra
viitorului luminos p. 129), o plimbare péra cot de strad, intr-o zi de 3 martie, dédpo
conseri de pate ,pentru Dracula” care deckggaz confesiunea epistola(Scrisoare gtre un
prieten p. 141), fluturatul acela al mainii”, intalngt in Nemurirealui Kundera, de fapt
Jpovestea unui copil crescut In mahalauaaBhg, lang: cartierul Izvoare, la doi gade
Siretul galbensi nisipos care traverseaMoldova toat” (Cerul negru-rozaliu.,.p. 153),
~vremuri demodate”, in care ,te plimbai cu alesélewa sute bune de kilometri Thainte de a
trece la atune” (Eu, una, n-am suferjtp. 177), ,.cel mai folosit adjectiv ingor” al istoriilor
petrecute ,pe vremea intunecatului comunisitrror (pronunat agsat, romange, horor —
cuvant exorcizant-ilariant, uneori un fel deol folosit la mito)” (HoRor! Cool! p. 191),
prima menstruge apiruti odaii cu Revoltia (X si Y, p. 219), ,0 zi din viea Alinei
Viktorovna”, inceput ,cu stangul de diming& (O zi din viga Alinei Viktorovnap. 233),
prima viziti la ginecolog odéatcu inceputul armateGinecologii meip. 249), o legura cel
puin surprinZtoare ,pe care trebuié e fi remarcat cineva” ,dintre critica litegagi chirurgie”
(Bibliotecile spitalelor melep. 261), cei optsprezece ani impliin 1989 ihcunurtade tairea
feminitatii ,in deplina incorstienta, uneori ca o pla#t alteori ca un animal, cum numai
vérsta aceea e cu pudinin ciuda mirilor pe care le-ar putea trezi afirtiaain aceadtepod
hipersexualizat (O poveste de fatp. 277), urTelejurnalin care apar ,Ceaescusi nevasi-

a
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sa 1n vizili, nu mai conted@zunde. Se taie panglica, se gusiine cu sare, se iau copiii mici in
brae si ni se face semn ndupublicului din toat tara”. (A-ha, p. 295) Ei, tovdise si tovarasi,
v-ai redisit cumva trecutuji ati inceput dejasdai viata altorsi altor istorisiri pornind de la
acelea farame de amintiri? Nu e, cinestie, poate & inci mai e nevoie de astfel dér
care & reconstituie, ca intr-un fabulos tablou postmoderepoé de aur ” pe care amiitro
Cu taii, nemaiimanandu-ne agti decat & exploam literatura care s-aascut din banaliti
cotidiene de altlaf, valorificate n scopul purificator al confesiunii

in ciuda apareslor, nu vid nicio tendimi de autovictimizare a femeilor n acest
volum... Tntredd ngi niste initiative fericite Tn direta cirora ar putea is mearg
confesiunilesi povsstile de alidag, cici, nostalgici sau nu, unii dintre noi au dremintiri
legate de perioada de dinainte de '89. Cert esfearte ptini se gandescisscrie o carte
despre ele, depiata editoriad romaneasca fost invadatin ultimii ani cu zeci deatti Tn
care sunt prezentate ororile comunismului. Otime! de jurnale carcerale, mai mult sau mai
puin ,sincere”, memorii mai mult sau maitpusocante despre ororile regimului ne-a adus
n librarii ultimul deceniu, in& foarte ptine marturii despre viga de zi cu zi a romanului
obisnuit, cel mai semnificativ Personaj al unei istdiei cateva zeci de ani. Cartea intitulat
sugestivTovarise de drumaduce Tn prim-plan cateva din temele pe careeawitrs le
abordeze mai cu sedracest tip de literatar Ea dez#luie subtile povgti de viaa, prietenii,
farame de destine construite Tn jurul frastor si a dezidejdilor provocate de goana
neburd dup alimente sau banale obiecte de uz casnic, de Uipsiaasistete medicale de
calitate, de cenzura de a nu spune decat ceeabaigt spus”, intr-un cuvant, de comunism.
Este drept& o astfel de carte nu Tnlocsiie, si nici nu cred & are pretetie de a Tnlocui, nici
cercedrile istoricilor, nici mirturiile Tncarcerglor ,epocii de aur”, ci completedzmaginea
perioadei, in#uind-o Tntr-o auk voit ludico-parodié.

intr-o mare de arti cu si despre comunism, despre téigsub comunism, despre
decrete, despre guirii, despre cozi la paing lapte, a afirut si aceasta care aduce n centrul
ateniei femeia, ca naratai personaj central al istoriei rom&tierreme de mai bine de 40
de ani. S-ar putea ca textele adunate in acesimvaluconstituie, ga cum opinausi
coordonatorii ediei, un factor declagator al unor energii care mocneau de fnutemesi
nu aveau curajul sau far necesarsi se manifeste. Odatdrumul deschissi pentru @
filonul care hiineste imagingia scriitorilor In aceastdiredie nu pare a se epuiza prea
curand, poateacrafturile bibliotecilor noastre se vor umple deratui de calitate despre
istoria pe care odim cu tdii in fiecare zi.

Irina CONDURARIU
iri_pascal@yahoo.com

Alain Montandon, Promenades nocturned.‘Harmattan, 2009

Le titre du recueil que nous propose Alain Montansie présente comme l'avant
propos d’une invitation: les douze études qui Imposent, de vraies promenades dans le
temps vers le début de I'époque moderne, semhdest jsur 'une ou l'autre des quatre
dimensions que I'éditeur a trouvées comme défmodans sa phénoménologie de la
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promenade: le sujet, la nuit, la mouvance, l'urbae. C'est une alternance tout a fait
naturelle, impliquée et expliquée par les coordesrde I'espace-temps urbain, soutenant
lintentionnalité de synthése que le réalisateuvalume précise dés le premier paragraphe
de la préface: celle de consacrer la modernitéyrar de ses inventions technologiques de
référence: I'éclairage urbain. Décidément, 'cew/encadre dans la lignée des synthéses
foucaultiennes visant a relever de I'influence tdefnologies sur les systemes de pensée, se
donnant a un jeu d'interprétation et d’identificatides signes qui relient le technologique et
le social. La perspective phénoménologique, l¢ harsysteme de pensées et les approches
de culture sociale que les auteurs des articlesogmsent au cours de leurs argumentations
le confirment, de méme que le but du volume, péédans la phrase de départ de la préface
signée par Alain Montandon: c’est de montrer comrfiégclairage urbain, modifiant la
sensibilité et la perception de I'espace, du teetple la société, est a I'origine d’un nouveau
regard, de nouveaux modes d'appropriation de I& @t de nouvelles poétique
caractéristiques de la modernité”.

Les lignes thématiques tracées dans I'ensemblaiieprgservent I'unité du
volume consacrent la substantialité des pointsudesur les topos de la nuit et de la ville
dans les plus représentatives cultures européeDgbésitant par un chapitre sur I'histoire
de I'éclairage urbain en France et en Europejdlard’Alain Montandon Elaneries aux
lumiéres de la villg suit une voie complexe et raffinée de I'argumtoite riche en
exemples d’ordre historique et littéraire. Sonnétée plus grand semble étre éveillé par le
perpétuel “dépassement de la limite” que I'évolutociale et technologique en soi
suppose: Si les travaux de Lavoisier sur la conmtrusint marqué, autour de 1770, un
“véritable tournant dans I'histoire du rapport demmmes a I'obscurité”, la “grande
révolution” due au chimiste Frangois Ami Argandzesans plus tard fut prolongée par les
expérimentations de Rumford (Allemagne), Watt, Bmul (Angleterre) et Schinkel
(Allemagne), tandis que l'invention révolutionnaite la thermolampe par Philippe Lebon
en 1790 fut largement implémentée en Angleterre \(iliam Murdoch et James Watt),
et en France (sous la régence de Louis XVIII).&Céttumération performative des étapes
enregistrées dans I'évolution technologique esbi®upar les mentions concernant les
états de passage de la société humaine vers liiagganocturne”: Si du Moyen Age au
XIXe siecle les villes nocturnes restaient enfoscéans le silence et I'isolement (“On
fermait les portes de la ville qui devenait comgnégnt isolée (...) on fermait également
les maisons a clef (parfois c'étaient les pouvgiublics qui gardaient les clefs des
maisons individuelles)”) a I'époque moderne le didgweement des techniques d’éclairage
engendra un changement de paradigme dans I'autegtiem identitaire de I'étre humain:
“La perception de I'espace urbain nocturne chandg fin du XVllle siécle en raison
méme du développement des villes et des activitéla dsociété. Dans une période de
prospérité économique, le nouveau besoin de lumitteaine un changement des
perceptions de la nuit et de la réalité des sontiesurnes.” Cette importance croissante de
la lumiére nocturne et les changements de perceqtioen découlent se retrouvent dans
la littérature de Zola, Lautréamont, Julien Lendedes Vallés, Baudelaire, Maupassant,
Gérard de Nerval, que l'auteur commente dans lepiths suivants, a l'aide d’'une
généalogie du mythe nocturne de la modernité, i par sa valeur de “spectacle du luxe
et des lumiéres du consumérisme” vers les cauclsetearenfers et les tentations.

L'article de Norbert Miller Yeilles et veilleurs de nuit. Remarques sur un
motif du romantisme allemapéntreprend une analyse du motif du veilleur dé aans
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plusieurs textes du romantisme allemand, a padiRithard WagnerLés Maitres
chanteurs de Nurembeérgt continuant par Clemens Brentadanmenuhy, Jean Paul,
par l'auteur anonyme deéeilles de Bonaventurgusau’aux auteurs du Vormarz tels
gue Ludwig Borne et Karl Gutzkow.

Une approche tres vive et intéressante du motladaiit et de la promenade
nocturne est entreprise par Isabel Capeloa Gil dansessale voyeur dans la nuit.
L'esthétique noire chez Edgar Allan Pden accord avec la thése de Bernard Stiegler
concernant la nécessité de “penser les liens &gra@ouveautés technologiques et les
modifications sociales qui en résultent”, 'auteuralyse I'implémentation de certaines
inventions technologiques de I'époque moderneafigpke d’Argant, la “multiplication des
spectacles visuels” tels que le panorama, le diaydencosmorama, le diaphanorama, le
navalorama, géorama ou panorama dramatique, aimsi lgs ‘“instruments pré-
cinématographiques” (Jonathan Cray) tels que le@oe et le praxinoscope) comme les
constituants du cadre qui permit une meilleuresfatiion du désir scopique, car “la
volonté de voir la ville a précédé les moyens desdtisfaire” (Michel de Certeau,
L'Invention du quotidien Cette esquisse d'une psychologie voyeuriste 'élgodue
moderne est a méme de contextualiser certainesedittéraires d’Edgar Allan Poe, tels
queThe Man of the Crowdt The Murders in the Rue Morgugu’elle interpréte comme
des “formes distinctes de contre-récit du régimsueli de la modernité”, car “les
personnages des deux histoires se présentent catasnsujets pathologiques qui ne
supportent pas le régime diurne, soit pour se rgrmoen convalescence dans I'espace
fermé du café, dariBhe Man of the Crowdsoit pour partager une “intelligence malade”,
comme Dupin danshe Murders in the Rue Morgue”

Le cinquieme article du cycle est celui de Catreeffesci:Les Héroines de
I'Ombre. La promenade nocturne au féminin (Balfaeprge Sand, Flora Tristan.)

L’article de Baldine Saint Giron#\¢te pictural et acte poétique: la nuit entre
Delacroix et Baudelairethématise la valeur symbolique de la nuit dangeimture de
Delacroix, que Baudelaire admira beaucoup (Spleen de Parigclaire la conception
du tableawDante et Virgilede Delacroix.) D'ailleurs la nuit s'avere étredaradigme
définitoire qui sous-tend les ceuvres des deuxtestiSi Baudelaire utilise la nuit pour
“porter les images du souvenir a leur point d'irdesctence” et pour développer
'ombrécriture (type d’écriture spécifique), la ¢eur de Delacroix “sort doublement de
la nuit”: “d’abord parce que ses aspirations samfuses et qu’elle surgit tel un réve, et
ensuite, parce qu’elle transforme le noir en caylpwduit un chromatisme inédit et
réinvente les procédés de la nuit.” (p. 120)

Le septieme article de I'étude, signé par CélireRéux(“La nuit, poreuse et
pénétrante”. La mise en cause de la perspectives damui) porte sur la nuit comme
“histoire [...] qui [...] a bousculé le primat de lagfondeur géométrique classique” dans
la peinture du XIXe siecle et de la modernité. ténét de I'auteur est voué, donc, a la
peinture nocturne. Largement discutés ou mentiotoéiscourt dans son argumentation
sont les peintres Turnetd Champs de Waterloo, Le Délygdoseph Vernet, Gérard
David, Philippe de Champaigne, Elsheimer, OrsipaaPavid FriedrichBord de mer au
clair de lung, Whistler (Nocturne en noir et or, Old Battersea Brijig®issaro l(e
Boulevard Montmartre, effet de nyitChagall e promeneyr Georg GroszRue de
nuit), Hopper Ombres de nuit, Fenétre de nuit Vija Celmins Kight Sky no 18
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Une nouvelle perspective sur la littérature praumste ouvre Stéphane
Chaudier, I'auteur du septiéme article composanblame:Les métamorphoses d’une
sorciére: Proust et I'électricitéle phénoméne de laimesisproustienne est défini par
lauteur dés la premiére page de son étude: ildestappréhender la dimension
intérieure, invisible, strictement affective d’umégmoméne visible, constatable, dont
'apparition, quoique circonscrite dans l'espace lettemps, n'est toutefois pas
réductible a sa qualité avérée de “fait historiqp’ 137)

Wolfgang Asholt ouvre la perspective sur les repméstions de la
déambulation nocturne dans les littératures destagardes Promenades nocturnes
des surréalistésa partir des textes de Louis Aragdre (Paysan de Parjs André
Breton (Nadja), et Philippe SoupaultLés derniéres nuits de Pa)isdans l'article
suivant (Bernard DieterleCity Lights. Villes nocturnes dans le cinéma deséms 2D
I'attention est consacrée a l'art cinématographigl’auteur se concentre sur les
ceuvres connues de I'époqalassiquedu cinéma muet, et, en particulier, du cinéma
allemand des années 20, en raison de la richesghé&mes urbains et nocturnes qui s’y
retrouvent: City Lights (Chaplin), Das Cabinett des Dr. Calligar{Robert Wiene),
Metropolis (Fritz Lang),Dr Mabuse der SpielefFritz Lang),Nosferatu(Murnau),Von
Morgen bis Mitternacht(Karl Heinz Martin), Die Strasse(Karl Grune), Sunrise
(Murnau),Berlin. Die Sinfonie der Grossstafitvalter Ruttmann)Die freudlose Gasse
undDie Biuchse der Pandor@Valter Pabst)Rien que les heurg€avalcanti).

L'une des théses captivantes que propose l'arditielmut Pfeiffer (a nuit
est un peu ma patrie. Imaginaire poétique et feameetmétaphorique chez Julien
Green porte sur l'influence de la correspondance flatibene sur I'ceuvre de Julien
Green dans la direction de I'inspiration nocturdre symbolique de la nuit, le réve et les
mises en scéne de l'imaginaire de la nuit’agtre Somme)l chez Julien Green y
prennent une place importante.

Le volume s’achéve par I'étude de Suzanne Lian@tagues (a nuit ne va
pas finir), portant sur la superposition des plans tempa@tlsur coincidence au cours
d'une nuit dans le film d’Alain Resnaigjiroshima mon amouret par I'étude de
Thierry PaquotDérives nocturnes en compagnie des situationnistagant du théme
de la déambulation urbanistique dans la perspedigereprésentants du mouvement
situationniste (Guy Debord, Isidor Isou, Const&#lph Rumney, Chombart de Lauwe)
dans la France des années ‘30.

Par la complexité des visions et par la diversiéé fibrmes artistiques prises
en compte (littérature, film, peinture), le volumiédlain Montandon semble reproduire
une polyphonie des styles, des perspectives etmbeklités artistiques sous la forme
d’'un dialogue vif et enrichissant. C'est un livirentplexe, une somme de promenades
musicales, visuelles et imaginaires, menées aveanaitrise digne de respect et que je
recommande avec enthousiasme a tous.

Raluca DIMIAN-HERGHELIGIU
hraluca@gmail.com
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George Ardeleanu,N. Steinhardtsi paradoxurile liber@rii. O perspectid
monografiai, Editura Humanitas, Bucuresti, 2009

Evoluia istorid a Roméaniei In secolul XX face ca prezenmad i literara a unei
ntregi generdi de scriitori 4 Tnregistreze o fractiirdramatid, generai de tizboiul al doilea
mondial. Dincolosi dincoace de acedésfractu se afi doi versafti existeniali distindi,
marcai de coordonate politice, sociale, economiceulturale divergente. Regimul totalitar
instaurat dup 1947 conduce la modificarea abgupti doar a potilor ideologice, esteticgi
doctrinare ,gener@niste”, cat mai ales a modului personal de rapera istorie, societate,
literatui sau religie. Intr-un astfel de context, carteaGeorge Ardeleandy. Steinhardisi
paradoxurile liberdii. O perspectid monografi@, agiruti la Editura Humanitas, in 2009,
constituie un exemplu déwtare a coereei bio-si bibliografice pe cei doi versami secolului
XX. Provocarea este cu atdt mai interesant céat ,personajul” central al monografiei
profesorului bucurgean este un intelectual pentru care literatursstitoie o forni de
certificare a identitii si de participare misionada revelarea marilor categorii spirituale ntre
care privilegiate sunt ad#wl, culturasi libertatea.

Cercetarea monografi@ lui George Ardeleanu, la origine odele doctorat,st
propune & identificesi sa clarifice zonele de convergéri de divergeti dintre ,primul” si
Lultimul” Nicolae Steinhardt, dintre cosmopolitsil eruditul jurist evreu din anii interbeligi
scriitorul cu vocge monahal din deceniilesapte, optsi noui. Pentru a putea acoperi o
biografie marcatde atitudini, decizigi cotituri dramatice, George Ardeleanu adaptinaliz
polifonici. Tn primul capitol, numit ,Biografie, ideologii, etamorfoze spirituale”, el
reconstruigte documentar genealogia Iui Nicolae Steinhardect=az si discrimineaZ
valoric documente din arhivele CNSAi$robea pertinerta mirturisirilor autobiografice ale
scriitorului. Una dintre mizele demersuldiusdevine, astfel, demontarea jutldor critice
eronate, gabloanelor interpretative instalate in dileecliscredirii sau elogierii ,modelului”
etic steinhardtian. George Ardeleanu Epitiseurile polemicei prefeti si construiast, ,pe
indelete”, o imagine coeréngi convingitoare asupra M lui Nicolae Steinhardti asupra
modului Th care aceasta caofatieaz relieful tematicsi stilistic al operei. Analiza oscileaz
intre viaasi cartile scriitorului, proband conexiunea infirdintre aceste daudimensiuni. n
ese, George Ardeleanu preia de la cebia i dedid ampla monografie nu doar ironia#jn
aversiunea fa de judecata superficialsablonizal, cat mai ales flexibilitatea metodién
abordarea criti; focalizarea asupra unei idei generatoare de pemsu o0 Thtreag zori
biografici sau bibliografig. Astfel, reconstru@ arborelui genealogic al vechii familii
Steinhardt, cu ledguri de rudenie dintre cele mai sonore (Sigmundidjresau evideierea
caracterului excejonal al lui Oscar Steinhardt, dhsscriitorului, au drept mig intre altele,
demontarea opiniei Verei allh conform d@reia convertirea lui Nicu Steinhardi
comportamentulzsl social sunt meschine forme de ascensiune sdciacelai sens, analiza
metodid, detaliad si argumentdt a fermei orierdri liberal-conservatoare din anii interbelici
urmareste i) contraargumentarea opiniei lui Dan C. Bliscu privind ,deficitul de
personalitate” care ar fi condus la volumul paradiic 1934. Lecturile implicate ca suport
teoretic al pozionarii ideologice sunt variatgi solide, monografistul mergand pate
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doctrinarii francezi de la Tnceputul secolului dXXea, pe care téinul Steinhardt 1i invat

frecvent n articolele diRRFR Libertateasi Revista burghez Cu aceeg atenie este realizét
seledia si lectura textelor pe tema convertirii religioaggriticul prefed frecvent § dea
cuvantul teologilor, refighndu-se n plan secugichdoptand, astfel, o atitudine fireagentru

un filolog. Sunt abordate cu tact chestiuni sensibile precuertide convertirea, refa cu

Dinu Noicasi ,concilierea” (cratina) cu Emil Cioran. Intre secvencriticesi de reconstituire
monografid, George Ardeleanu inseré@dmiile delicate ale unui portret spiritual superide

care se apropie — el igstecunoate — cu afefiune.

Al doilea capitol al lucirii propune un unghi inedit de reconstituire docotag a
unei personaliti: cele 3217 file din volumele intocmite de Seewef intre 1966Gi 1989,
pentru verificareai urmirirea informati a lui Nicolae Steinhardt (,Ortodoxul”, ,Scriitoful
.Intelectualul”). Dintru Tnceput, George Ardeleaatertizea asupra riscurilor implicate intr-o
astfel de abordare.atisul arhivistic construit timp de peste daaci de ani nu poate constitui
baza unei reconstituiri biograficesgacum propunea Steliarifase), &ci presupune tocmai
redimensionared rasturnarea sensului ,traiinal” al ngiunilor de adedr, realitate, justie
sau cul@. Astfel, cele opt volume din arhiva CNSAS suntpesesi ,citate” pentru a proba,
prin optica ,diavolului”, calitatea morakxcepionak a lui Nicolae Steinhardt. De fapt, George
Ardeleanu folosge urigul corpus de texte pentru a demonstra, steinhaydiia,aici credem
noi ca se affi tainasfirncenieilui N. Steinhardt: Straversezi un asemenea desti & accef
nici 0 negociere prin care fimta ar putea fi mutilat intr-o lume n care identitatea celor mai
multi dintre semeniid se dezintegre&Zin faa celor mai derizorii dintre mofturi” (p. 249).
Pentru a ajunge la o astfel de concluzie, esteclimp@ George Ardeleanu a prelugtsi-a
asumat o metadcritica steinhardtiaf si anume revelarea omului ca firmorak si ca pied
centradi intr-un destin construit prin decizii cotidnate etic.

Monografia lui George Ardeleanu se dovwgde fi, 0 dat in plus, un exergi
de admirde, ga cum este eseistica Iui Nicolae Steinhardt r#33i 1989. Ultimul capitol
al artii ,aproximeaa” critic ,cateva teme steinhardtiene”. Porninduge la premisa
conform dreia libertatea este tema fundamental operei steinhardtiengi centrul
proiectului $u existetial, sunt selectatg analizate opere de refegirale ,primului” si ale
Jultimului” Steinhardt:In genul... tinerilor(savuroasele rapart parodice lagenullui Emil
Cioran, Constantin Noica sau Mircea EliadggcretulScrisoriipierdute(publicat in 1975, la
Paris, sub pseudonimul Nicolae Niculescu, Tn revighos condug de Virgil lerunca),
monografia dedicatlui Geo Bogza, ih 1972 (UPoem invectiv al monahului de la Rohia).
Ideea in&si a aproxindrii aminteste de metoda critica incertitudinii, practicatde Nicolae
Steinhardt. Incertitudinegi aproximarea, in abordarea unui scriioa unei opere, sunt
semne ale smereniei gtiee.

George Ardeleanu dovedle o abilitate steinhardtianfundamental si anume
capacitatea de a nu sufoca hermeneutia siilapera celui despre care Tgisscrie. El prefef o
apropiere atefitsi ,smerita”, indicAndsi aproximand i de Trtelegeresi evitdnd & impurk o
anumesemnificaie sau un punct de vedere partizan. Personaliisgegerile steinhardtiene au
Jibertatea” de a se Tafisa In simbioz, in interdependeh Intre parcursul biografigi carti se
instaureaz o relaie de complementaritaté de construire recipréc pe care monografistul o
urmareste fira ostentéie, reveland, alternativ, \f@ prin opet si opera prin vig. Este,si
aceasta, 0 zarin care criticuki ,personajul” monografiei sale se apropie. ,Intiat si carti”
acesta din urthvedea ,un fel de sga intermediar existent undeva pe la mijlocul driunu
care duce de la & propriu-zig, brug, la ark si la forma cea mai adita a fenomenului
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cultural, formd ce se numge carte” Primejdia narturisirii, 1993, p. 18). George Ardeleanu,
n N. Steinhardsi paradoxurile liber&fii, abordeaz constant tocmai acest sipantermediar,
congtient fiind c este singurul mod de a se apropia, cat mai Gdehdesr.

Irina CIOBOTARU
ciobotaruirina@yahoo.com

Acta lassyensia Comparationig&ditions Universitas XXI de lassy, 2008

La revue «Acta lassyensia Comparationis» a pa2d@s aux Editions Universitas
XXI de lassy; c'est une publicatiaradémique annuelle consacrée aux études lit®rtire
culturelles comparatistes et qui est publiée p&¥dpartement de Littérature comparée de la
Faculté de Lettres de I'Université «Alexandru |@auza» de lassy. Ce sixieme numéro vise
une thématique plus large, le rationnel et l'ioiatiel Raional-lrazional/Rational-Irrational
Rationnel-Irrationnél et il contient une partie dédiée au professeam [Bonstantinescu — «In
Memoriam Professori loan Constantinescu (1938-20@@nte-six articles, quatre traductions
et six comptes-rendus.

La premiére partie de ce livre «In Memoriam Prafgskan Constantinescu»
s’'ouvre avec une bibliographie sélective qui priesées ouvrages les plus importants du
professeur; il y a quelques articles qui esquidegmbrtrait de cette personnalité littéraire, son
importance dans la culture roumaine et son roké gians la vie culturelle de lassy; les auteurs
de ces articles sontatlin Constantinescu («Perspective comparatisteiqaoebmparatist /
«Perspectives comparatistes: la poétique compargfifetrta Spanu («Criticul literar loan
Constantinescu» / «Le critique littéraire loan Gaminescu»), Leonida Maniu («<Eminescu
vazut de loan Constantinescu» / «<Eminescu vu par Gmarstantinescu»), Constantin Dram
(«Caragialesi deriziunea absurdului la loan Constantinescugdragiale et la dérision de
labsurde chez loan Constantinescu»), Soriadr@scu (bon Juan sau intoarcerea la
dragoste de loan Constantinescu» Den Juan ou le retour a lamoumpar loan
Constantinescu»), Mihai Zamfir («Visul germanicxlle réve germanique») et Mihaela
Cerriti-Gorodechi («O mgtenire care impune» / «Un héritage imposant»).

La deuxiéme partie de cette publication comprerslatécles qui couvrent la
thématique de ce numérBaional-Irazional/Rational-IrrationalRationnel-Irrationnel et
qui touchent a de diverses dimensions de la lodiexieelle et intertextuelle; ces articles
portent sur I'(ir)rationalité des vampires (GilRanderier — «L'(ir)rationalité des vampires?
A propos duTraité sur les apparitions.de dom Augustin Calmet»), la logique du magique
(Neil Bishop — «Logiques du magique, ou le ratidriams une fiction de lirrationnel:es
maisons de cristat’Annick Perrot-Bishop»), le mélange entre deuxndes, le monde
rationnel et celui spirituel du romatarry Potter (Valérie Doussaud —Harry Potter. le
retour vers un émerveillement rationnel»), le Viside fantastique des poémes en prose de
la premiére moitié du XIXsiécle (Liliana Fgakiu — «Le poéme en prose. A la frontiére du
visible et de l'invisible»), I'autoréflexion critige chez Robert Pinget (Czeslaw Grzesiak —
«L’autoréflexion critique de Robert Pinget et des gersonnages-écrivains: d'un projet
inconscient a une écriture consciente»), les aspegthiques qui encadrent les drames de
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Giraudoux et de Sartre (Roxana Haidberg — «Ratlamagonnel dans les drames
mythiques de Jean Giraugoux et Jean-Paul Sarteejgu et la prise de risque (Natalia
Leclerc - «La prise de risque, rationnelle ouibratelle? Le cas de joueur»), la couleur chez
Paul Valéry (Tina Mamatsachvili — «La notion de leou comme un élément rationnel
mortuaire dan&a jeune Parque&le Paul Valéry»), les cohérences chez Tristaral(&adu

I. Petrescu — «Notes sur les possibles cohérerices pbéme de Tzara»), la dualité
amour/sorcellerie (Elena-Bran@duSteiciuc — «Les choses que I'entendement n’apdgea
expliquer ni a comprendre: quelques considérattumsAmours sorciéresle Tahar Ben
Jelloun») et le destin de 'homme face a I'histalte XX° siécle (Velichka Ivanova — «L-
irrationnel de TI'histoire chez Milan Kundera et ighRoth»). On remarque aussi d’autres
articles trés intéressants qui portent sur laioglade ces deux dimensions, le rationnel et
lirrationnel, articles rédigés en roumain; «Eg@tea conceptelaryional si irazional in
romanul Geniul pustiude Mihai Eminescu» (Ludmila Brate), «R#ional-irgional n
spaiul iubirii fatale. Anna Karenina» (Lucia Cifor),E«oul cervantesc intre realitage
sminteai» (Constantin Dram), «(I)Ranalitatesi simtire: doi eroi paradoxali — detectivul
particular Philip Marlowesi geniul Bartimaeus» (Gyorfi-Deak Gyorgy), «Taci
irationalul» (Mihaela Paraschiv), «fRmal-irgional in ‘hortomania’ pritului de Ligne»
(Petrua Spanu). Il y a aussi trois articles en angla@igés par Cornelia Macsiniuc
(«Paradoxes of Disbelief: Metamorphosis and Metadran A Midsummer Night's
Dreamp), Constantin Grigotu(«Apocalyptic Imagery in Michel Tournierse Roi des
Aulnes), Ana-MariaStefan («Urban Gothic and the Invisible Men»), demxallemand,
deux en espagnol et un seul article en italien.

La troisieme partie envisage quatre traductionséss par Gyorfi-Deak Gyorgy
(«J. R. R. Tolkien: Trei texte sacre in graiuriceld / «J. R. R.: Trois textes sacrés en
langues elfiques») qui traduit quelques petits nfimigts qui représentent en fait des
variations d’'un hymne rencontré dans le roman paritl. R. R. Tolkieri,ord of the Rings /
Le Seigneur des anneauihaela Cerauti-Gorodechi («H. P. LovecraftCetatea dra
nume> / «H. P. Lovecraft.a cité sans now), Nikola Vangeli («Dragi Mihajlovski: Moartea
diacului — fragment» / «Dragi Mihajlovski: - fragme) et Petrta Spanu («Jean-Luc
Outers: Un bibliotecar catiincios» / «Jean-Luc Outers: Un bibliothécaire sm@ncieux»).

La derniére partie de cette revue contient six ¢esapendus réalisés par: Drago
Carasevici Dicfionar de literatuti comparad, les auteurs de cet ouvrage étaatikh
Constantinescu, loan Constantin Lihaciu et Ana-M8téfan), loan Mili@ (The Keys of
Middle-earth: Discovering Medieval Literature thiglu the Fiction of J. R. R. Tolkien
oeuvre rédigée par Stuart D. Lee et Elizabeth $om)p Lucia Cifor Yorchristliches und
christliches Sonnwend-Brauchtum im deutschen Sgedddt. Jul und Weihnachten.
Mittsommer und Johanni/Obiceiuri populare giee si precrestine ale solstiilor Th spaiul
lingvistic german. Jubi Craciun. Sanziengi Sfantul loan de Var, livre écrit par Adina-
Lucia Nistor), Gydrfi-Deak Gydrgy (le livre de CalrRobu -Scriitori romani de science-
fiction), Mihaela Cerauti-Gorodechi (trois livres en traduction roumaine de H. C.
Andersen:Povati si povestiri. Ediie jubilara prilejuité de Tmplinirea a 200 de ani de la
nasterea scriitorului (1805-2005)transposition du danois par Victor Franz4 poveti
nemuritoare — la traduction et les notes réalisées par Max ge®rallesen, Mihaela
Cerriuti-Gorodechi et Adrian Crupa ePoveti si povestiri. Prima traducere integral
fidelz din limba danez in limba roméa — la traduction appartient a Dorothea Sasu-
Timerman) et Teodora Ghivididtrois livres dédiés a l'auteur anglais Lewis Gkrie livre
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de Flaminia Robu Translating Nonsense Verse. A Case of LinguiktinthologieLewis
Carroll: Jabberwocky. Un celebru poem in 70 de liwdre nu exist et 'ouvrage réalisé
par Liana Muthu The Linguistic Sign-Object Relation in Lewis Cdsobtories.

Cette ample publication est incontestablement umt gle repere dans I'étude
du rationnel et de l'irrationnel du point de vuétéiaire et elle nous invite a une
réflexion sur la contingence de la vérité, du etale la logique de I'existence humaine.

Oana DIMA
oana.cristina.dima@gmail.com

Mireille Calle-Gruber (coord.), Les Triptyques de Claude Simon ou l'art du
montage Editions Presse Sorbonne Nouvelle, Paris, 2008

L'ouvrageLes Triptyques de Claude Simon ou l'art du montadige par Mireille
Calle — Gruberparait sous les auspices des Editions Presse Serbauvelle en 2008, avec
la participation de Peter Brugger, de Pascal Quigeade Georg Bense. La coordinatrice
Mireille Calle-Gruber est professeure de littémtarl'Université Sorbonne Nouvelle-Paris 3
ou elle dirige le Centre de recherches en étuddsifées et de genres. Georg Bense est un trés
connu et apprécié auteur, scénariste, réalisatenoahbreux films et documentaires et Peter
Brugger est Docteur en philosophie, producteunteiua de programmes culturels.

ParLes Triptyques de Claude Simon ou l'art du montjeeille Calle-Gruber a
voulu rendre hommage a Claude Simon, grand écrivamtais, lauréat du Prix Nobel de
Littérature en 1985 et «pere» du mouvement du NauRoman, a cété de Michel Butor et
Alain — Robbe Grillet. L'ouvrage présente «une roaterie de documents, pour la plupart
inédits, de registres différents — scenarii, déagaptechnique, correspondance, textes,
manuscrits, plans de montage, entretiens, crititiéeire, films, photographies — qui ont été
écrits et réalisés sur une période de vingt ark8(291978 ). S'ouvrent ainsi, entre littérature,
cinéma et peinture, de nouveaux sentiers de lgatureu aborder la création polytechnique et
la singuliere puissance de I'oeuvre de Claude Sinfpr6)

Dans «'Introduction — Claude Simon, la main hesesy Mireille Calle — Gruber
nous présente I'écrivain et le cinéaste Claude Bimoba été passionné par les deux domaines
— celui du roman et celui du cinéma — sans faiceir@i dissociation entre les deux. On entre
dans les «secrets» de l'art du montage dans desisocommé.a Route des Flandrekes
Triptyqueset Le Jardin des PlanteMireille Calle — Gruber reconnait et apprécisdatien de
Réa Simon, de Peter Brugger et de Georg Bensentjwootribué a la réalisation de cet
ouvrage. Peter Brugger a eu une correspondancataenavec Claude Simon et il a gardé
toutes les lettres qui ont aidé Mireille Calle -ukr a suivre les étapes de la création de
L'Impasseet a donner aux lecteurs la possibilité de visipfgélm achevé, film attaché dans
la pochette du livre. Claude Simon lui-méme essgmédans ce volume par l'intermédiaire
d'un article, «L'inattendu attendu», publié en treiibn allemande en 1995 dans
Frankfurter Rundschawu l'auteur dévoile son attraction pour le cinémpaur la
«mythologie hollywoodienne», pour des termes comsuéne, acteur, actricblotes sur
Triptyque élaborées par Claude Simon pour des rencontbdiges - et qui ont été gardées
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dans ses archives — complétent la perspectiveigistode la relation que I'auteur entretient
avec le cinéma. Par exemple, il définit le mottydpie — «peinture sur trois volets
représentant divers épisodes de la vie d’'un saint divers épisodes d’une histoire biblique
ou de quelque Iégende — et ou 'unité est donnééhaamonie des couleurs et des formes
entre les différents volets. Telle tache par exerdphs le volet de gauche pouvant renvoyer
a une autre de la méme couleur dans le volet dte detc.» (p.23) Ecriture, cinéma, peinture
sont combinés pour arriver a la «dimension coadtet (p.13) de I'art.

Mireille Calle-Gruber nous donne également la trapsion d’'un entretien
filmé, entretien dirigé par Peter Brugger et précétiune discussion entre Claude
Simon et quatre commentateurs qui donnent leuri@pisur I'ceuvre de I'écrivain. Ces
commentateurs sont: Helmut Scheffel — traductewhnJFletcher — professeur
d'université, ElImar Tophoven — traducteur et Jemafdou — écrivain et théoricien.

«Le pas-a-pas / Dossier d8mpasse nous fait découvrir le chemin parcouru
par le court-métrage projeté dans I'émissioiptyque avec Claude Simendirigé de Peter
Brugger. Ce film a eu le title'Impasse — d'aprés un scénario de Claude Sin@West en
effet le scénario adapté deiptyque Le Découpage techniqu@alisé par Georg Bense et
Peter Brugger a été retrouvé dans les archivesédévhin et a été important pour le
commencement du tournage, pour la constructionddesrs et pour le réglement de la
guestion des droits. LIBécoupage techniqugétend sur les pages 47 — 56 et la traduction de
l'allemand est faite par Eberhart Gruber.

La correspondance soutenue de Claude Simon avec Beigger s'avere
importante pour la compréhension d’'une ceuvre téeaminutieusement et analysée
jusqu’au moindre détail.

Le volet «La Matrice» se concentre sur les plansidetage déa Route des
Flandres, Triptyque, Jardin des Plantesus les trois en original, mais aussi dans la
transcription de Mireille Calle-Gruber. On obserdes plans faits par un homme
méticuleux, toujours attentif aux moindres détails.

Les manuscrits des plans de montages et les noted pptyquese trouvent
a la bibliotheque littéraire Jacques Doucet desPari

Le volet intitulé «Le roman comme écriture de reposition» comprend
neuf essais de Claude Simon, écrits entre 195878,1& deux lettres adressées par
Claude Simon a Emile Perez, critique littéraireTdeis.

Dans ses essais Claude Simon se penche sur l'ag€mréral. Il parle de
I'«arriere — garde», du «godt ancien», mais aus$i davant — garde». Il se jette dans la
philosophie, mais il entre aussi dans le domaindadinguistique. Le probleme de
I'écriture est analysé dans un autre essai, ad®té tache de I'écrivain. Il présente ses
attitudes envers la tradition et la révolution dansulture. Les neuf essais de Claude
Simon finissent par un exposé — ayant comme sajebsception du roman — soutenu a
un colloque franco — allemand en 1975, qui renvoign ouvrage de Novalis (intitulé
Monologue)texte qui cl6t le filmTriptyque avec Claude Simon.

Les photos de Georg Bense présentent des imagdiseméu travail assidu
de Claude Simon, Petre Brugger et Georg Bense lanstudios du Saarlandischer
Rundfunk et sur la riviere aux Planches.

Mireille Calle-Gruber boucle son admirable ouvragec une postface signée de
Pascal Quignard, «Ce que vous a apporté Claudengjma il parle d'une implication totale
du grand romancier, cinéaste et photographe, dellialécoupage chez Claude Simon, de son
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érotisme grave. «ll y a une chose qui compte degiplus pour moi.» Et Pascal Quignard de
conclure «Je pense que cela git aussi au coeurederé peignante écrivante photographiante
de Claude Simon. Plus loin que la lecture il y@olatemplation.» (p. 211)

L'ouvrageles Triptyques de Claude Simon ou I'art du monidigee qualité
rare donne la possibilité aux lecteurs de se sphts proches du grand Claude Simon
par lintermédiaire des documents authentiquess dauforme des textes, photos,
transcriptions des plans de montage, lettres aisess

Briana BELCIUG
briana.belciug@gmail.com

Véronique Léonard—Roques (coord.)Versailles dans la littérature.
Mémoire et imaginaire aux XIXet XX siecles
Presses Universitaires Blaise—Pascal, Clermont—Famd, 2005

Les chars, les royales merveilles,

Des gardes les nocturnes veilles,

Tout a fui; des grandeurs tu n’es plus le séjour;
Mais le sommeil, la solitude,

Dieux jadis inconnus, et les arts, et I'étude
Composent aujourd’hui ta cour.

A. Chenier, «Versailles», Odes (1794)

La forte effusion que I'on sent encore a I'écoutewibcable «Versailles» se
justifie par le fait que ce chateau n'est pas wergent un imposant monument historique,
qui s'est réjoui une fois, dans un certain momenthdstoire, d’'une étincelante importance
pour Paris, ou méme pour la France entiére, maiétgirace a une existence tumultueuse,
qui a su résister malgré toutes les intempériegesues. Chargé d'une histoire parfois
heureuse, parfois méme sanglante, le domaine deailtes a attiré non seulement les
historiens et les amateurs de légendes, mais legsécrivains, qui y ont vu une opulente
source d'inspiration pour leurs créations.

Le volume que nous allons présenter ci—apres estaueil ample, qui offre une
multitude de perspectives liées a la littératurersaillaise»Versailles dans la littérature.
Mémoire et imaginaire aux XPét XX siécles publié en 2005 aux Presses Universitaires
Blaise—Pascal du Clermont-Ferrand, France, comdti actes du colloque international
coorganisé par la CRLMC de I'Université Blaise—Rast par I'Etablissement Public du
musée et du domaine national de Versailles. Laécen€e a eu lieu du 27 au 29 mars 2003
a l'auditorium du chateau de Versailles. Ce livet le fruit des efforts de Véronique
Léonard—Roques, qui a réuni les études présentéessiague international.

Le volume est composé d'un Préambule et cing degpiprincipaux, en
fonction de la thématique débattue, il est encadréun Avant—propos et une Postface,
tous les deux rédigés par Véronique Léonard—Rogyaisservent de chassis de ce
tableau du Versalilles littéraire.
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Le Préambuled’Emmanuel Bury pose quelques jalons dans la @nedtique de
la littérature «née» a Versailles, en se rappogtdi#ncien Régime, a la régence de Louis
XIV (1638-1715). Les ceuvres qu'il analyse et suwglelles se fonde son ouverture
appartiennent a deux auteurs de X\gigcle, a savoir Jean de La Fontaine (1621-1695),
avec Les Amours de Psych@669), et Madeleine de Scudéry (1607-1701), dwaec
Promenade de Versaill€$669). Le critique voit le siecle du Roi—Solaheme une époque
grosso modagolitique, mais qui «est traversée par la topilftéraire» (p. 28), Versailles
étant le siege de toutes ces interférences. Lesigi@éms du Versailles des deux écrivains
sont tenues pour de représentatives images d’uniaolttéraire florissant, qui promet un
avenir mythique. Et cela on a pu éminemment proavaiongue.

Le premier grand chapitre du tome, intitdiémbeaux romantiquesontient
quatre essaies magistraux appartenant a AgnestVddel'Université de Provence,
Francoise Chenet—Faugeras, de I'Université Sten@nahoble 1ll, Francoise Court—Pérez,
de I'Université de Rouen—Ceredi, et Valérie Bajou, Conservateur au Chéateau de
Versailles. Les études présentiengxtensde Versailles littéraire du XlIXsiécle, en mettant
sur le tapis les ceuvres de Francgois—René de Chateal (1768-1848), Victor Hugo
(1802-1885), Alfred de Musset (1810-1857), Théep@ihutier (1811-1872) et d’autres
figures emblématiques du Romantisme francais. Icgtion du Versailles romantique se
trouve sous les «auspices» d'une réticence acefesymbolisant le paradigme du
Classicisme «ruiné», assez souvent abhorré paroteantiques. Versailles est vu soit
comme inféodé a une esthétique vétuste, tombééseidtide, soit comme un lieu délabré et
frelaté. Chateaubriand, qui dédie a Versailleshapitre duGénie du Christianismégoint le
chateau a «une ceuvre du temps» (p. 44), étantiBemeldu passé, du présent et de I'avenir,
mais qui, «comme tout chéateau, il est hanté pdaf@gémes de ses anciens habitants [...]»
(p. 50). Versallles, c'est «la vanité qui duregrou quatre siecles et qui pourrait bien étre
guelque chose» (p. 51). Hugo, comme le montre BismChenet—Faugeras, a la «vision
d’'un Versalilles croulant et de jardins désaffec{@s®$2), en parlant dans le méme contexte
d’'une désacralisation du palais, qui est assogiabime ou regne la pieuvre» (p. 64).
L'étude de Francoise Court—Pérez sur Musset eti€aqdrte sur 'image d'un Versailles
éteint, regardé par les deux poétes comme «pagsagégié entre l'antiquité, trop
mythique et le présent trop inscrit dans I'histodg (p. 81). On peut donc remarquer, et cela
conclut le dernier essai de ce chapitréersailles ancien ou moderngue I'image de ce
chateau est le plus souvent liée pendant le®Xdkcle a lidée d'une temporalité
accomplie... ou peut-étre & une atemporalité.

Les quatre suivantes theses, englobées sous disailles musédraitent une
autre dimension du domaine de Versailles, pas cotiwdee d'une époque périmée ou
comme le siege des fantdbmes, mais en tant quiaimetouristique pour des gens de lettre.
Les auteurs de ces études, Claudine GiacchettiUdeversity of Huston, Etats—Unis,
Valérie Bajou, du Conservateur au Chéateau de \lessaDominique Pety, de I'Université
de Savoie—Chambéry, et Béatrix Saule, du Conservatechef au Chateau de Versailles,
ont présenté les impressions — pas toujours ageabljue touristes tel Frances Trollope
(1780-1863), les fréres Goncourt (Edmond: 1822-180s: 1830-1870) ou Pierre de
Nolhac (1859-1936), ont eu sur le chateau et soséeau a visite que la romanciére
britannique a rendu a Versailles — «le lieu deg®igs contrariétés et rigueurs» (p. 109) — en
1835 et qu’elle a racontée dans le liPagis and the Parisiang’a pas été une trés heureuse,
attendu que le grand chateau se trouvait en réoova ce moment-la et était
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conséquemment fermé. C’est pourquoi, conclut I'Aisgl, «Versailles [...] ne sera jamais
un Panthéon» (p. 116). Valérie Bajou présente deiseci I'inauguration du musée du
Versallles en 1837 et comment a—t—il été accygllile public, en portant sur les réceptions
bigarrées de cet événement. Le méme impératifinmnde prétexte pour les autres deux
essais, qui décrivent l'un la réticence des fr&escourt face a 'aménagement d'un tel
musée, en considérant Versailles comme «engagéidarsorte de décadence» (p. 148), et
lautre I'enthousiasme de Pierre de Nolhac poutecsburce intarissable d'inspiration
littéraire, qui «donne [...] vie aux sculptures»ip1).

Si les deux premiers chapitres ont analysé la técemlu Versailles de
préférence pendant le XfXiécle, le troisiémeispects de la versaillomanie autour de 1,900
recherche la perception du chateau par le publiXesiécle, qui se trouve encore, plus ou
moins, sous I'empreinte de la mentalité passéppaxant nonobstant parler d’'une sorte de
«manie» pour ce lieu. Les sept études y incluestintédigés par Julie Wolkenstein, de
I'Université de Caen, Gabriel Saad, de I'UniverEi#is lll, Florence Fix, de I'Université de
Bourgogne, Nathalie Prince, de I'Université du MaiNadine Giraud, de I'Université
d’Auvergne (Clermont 1), Luc Fraisse, de I'UnivéésStrasbourg Il, et pas derniérement
Isabelle Krzywkowski, de I'Université de Reims Agtne—Sophie Monglon, de I'Université
Pars IV=Sorbonne. Les auteurs se sont proposdsrdimfe perspective plurilatérale sur la
réaction que Versailles provoquait aux gens, etysanat les ceuvres de divers écrivains.
Pour Henry James (1843-1916), écrivain présente ldapremier essai, Versailles est un
lieu ambigu, d’'une accentuée dialectique sur lemgplidéologique et esthétique, en
déterminant un contraste international et histerigbabriel Saad constate que, a I'avis du
poéte Rubén Dario (1867-1916), I'espace versaditis«idéal de beauté et d’art de vivre»
(p- 180), qui, comme chez les romantiques, mais seéer la méme répulsion, évoque
lAntiquité. Le chateau est défini par le nicaragem comme «la musique de l'idée» (p.
185), une idée trilatérale: I'aristocratie, le letd’amour. Presque la méme vision a I'auteur
de laRecherche du temps perddarcel Proust (1871-1922), analysé minutieusempant
Luc Fraisse. Représentant une réverie fin—de—sigaigveille la mélancolie, Versailles de
Proust est une liaison avec la mémoire involontdlirsoupire vers un retour a un monde
disparu, ceux du Roi-Soleil. «Versalilles, c’estifrs recréé dans une conscience isolée du
monde>» (p. 247). Une image tout a fait opposéadrolive dans la thése de Florence Fix,
qui, en valorisant le titre d'une comédie de BubretdGastinealvion mari est a Versailles
identifie en Versailles «la ville du pouvoir exhibép. 201), caractérisé par facticité et
parfois ridiculité. Une obsession pareille a celie XIX® siécle pour les apparitions
fantomatiques a Versailles on la rencontre auss tamonde modern¥ersailles, icone
fantastique étude de Nathalie Prince, entame tous ces aspeciardin labyrinthique du
domaine, vu comme abandonné, crée I'impressiorgdthigisatior» (p. 214), qui favorise
un sentiment de mélancolie. Dans beaucoup d'celittérsires, «[...] Versalilles et son
jardin apparaissent comme des icones propicemaindence de sentiments fantastiques, des
icobnes paradoxales [...]» (p. 215). Par d'autres, menfexplique Nadine Giraud en
analysant I'ceuvre de Maurice Barres (1862—-1923artkn de Versailles est le symbole de
I'harmonie, de la proportion, tracant une «atmospl&hifere» (p. 223). L'exégete identifie
quatre dimensions du domaine de Versailles: éthjppléique, esthétique et mystique. A la
cléture de ce chapitre, la synthése que font Ieaketywkowski et Anne—Sophie Monglon
porte sur I'image d’un Versailles décadent, quiait’'ombre du passé» (p. 254).
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En jetant un coup d’ceil sur le chapitre suivanhedgAu carrefour des lettres et
des arts qui inclut des essais de Dany Savelli, de I'Ursité Toulouse Il-Le Mirail,
Tatiana Smoliarova, de Harvard University, EtatssiJBlaude Coste, de I'Université de
Caen, et Volker Schroder, de Princeton Univerditats—Unis, on découvre d’autres
dimensions concernant la valeur artistique du elsétiea premiére étude est une recherche
sur les écrits du proéminent peintre Alexandre Be(t870-1960), pour qui Versailles
constitue un véritable chef-d’'ceuvre artistique, smaiissi un privilege de diffusions
culturelles franco-russes. Il semble que le domaieeVersailles n'a pas représenté
seulement une attraction littéraire, mais aussir desi autres arts. Ces rapports sont
scrupuleusement examinés durant ce chapitre, owmuUesurs ont décrit les spectacles
«versaillaises» de l'artiste russe Serge Diaghfl872—-1929), ou les romans a théme
musicaux du violoncelliste Pascal Quignard (194B-jondateur du Festival d'opéra et de
théatre baroque de Versailles. Volker Schrdoder am@nconversation sur I'opérghe
Ghosts of Versaillef1991) de John Corigliano (1938-) et William M.ffa@an (1925-), qui
met en sceéne I'ombre de l'archiduchesse de I'AngriMarie—Antoinette (1755-1793). Cet
opéra a l'intention, comme le constate I'exégége«prolonger et retravailler une certaine
tradition fantasmagorique qui représente Versaillesnotamment Trianon [...]» (p. 330).

A la cléture du livre, on trouve le chapitre nomyesailles politiqueCet angle —
la politique, touché rien que tangentiellement desigtudes précédentes, mais qui néanmoins
posséde une importance notable et par conséqueitt meée place particuliere dans ce
contexte, a été attentivement examiné par DanieleMaat, de I'Université Blaise—Pascal,
Isabelle Durand—Le Guern, de I'Université de Bretagpud, Franck Merger, de I'Université
Paris IV-Sorbonne et Véronique Léonard—RoquesUdéversité Blaise—Pascal. La prémisse
de laguelle les auteurs commencent leur incuraicorstitue le pouvoir absolu du Roi-Solell,
qui a transformé Versailles en siége de sa domimatiais aussi de ses velléités, et qui a sert
comme modele pour les régences ultérieures. Ddigs sgetion finale on passe en revue
I'«itinéraire» politique que Versailles a parcoetugui a changé, a la longue, assez drastique
son identité, créant sur le chateau «une visiddtddaroguisante» (p. 22).

Digne d'étre mentionnée est aussi la Postface mnalgisde Véronique
Léonard—Roques, qui se trouve a la recherche ddenchantement de Versailles, en
valorisant deux métaphores attribuées au célebreiment: «palais des ombres» (Zola)
et «palais des fées» (Nimier) ... toujours un enuairgthique.

Véritable monographie de la littérature versadlagune profusion inconcevable,
le recueil que nous avons présenté semble époiser interprétation possible. La variété
d’approches que I'on y rencontre a la tache d'ounrelques directions dans I'étude — on dirait
— inépuisable d'un lieu qui éveille une attractimesque «atavique». Foyer d’'une culture
colossale, qui lie l'antiquité a la contemporanéitéyau des plus acrimonieuses querelles,
siege de toute une histoire, Versailles persists dzs &mes humaines, comme s'il était |a
depuis I'éternité. Versailles, c'est la muse divdhne littérature plurivoque!

Mihai-l. CRUDU
mihai_crd@yahoo.com
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Gabriel Petric, Jarul din zgpada sclipitoare. Intrevederi cu Noic&uvant
inainte de Marius losif, Editura ,Limes”, Cluj-Napo ca, 2009

Cartea Iui Gabriel Petric se deschide cu un ,,Guvéinte” semnat de Marius
losif. Prin intermediul Iui, Gabriel Petric, autbodrtii, ajunsesesl caute in vremea studes
pe Constantin Noica, dage prietenul &1 1i scrie maestrului vorbindu-i despre predicilgp
lor. Sunt invitai la Faltinis unde, de-abia a doua &ampud si se ntdlneagacu maestrul, in 22
februarie 1981: ,,Ngtiu ce gandge Marius alturi de mine. Mai mult tacem. Se aude doar
zapada scdhind sub pgi nostri... Doar aerul tare, ca o @wie zbuitoare, ne fhineste
rasuflarea. Cand ridicam ochii obthgle drum, arim o siluef urcand agale. Se profileatot
mai clar pe ecranubipezii. Il ajungem pe Noica abia la intrarea Tnichita sa de Confort II”.

Pentru iubitorii filozofiei lui Constantin Noicauburia oferii de acest volum este
asigurat in dublu sens: o datla prima lectut, pe care, furat dejgerea pe carg-o da stilul
cartii, caracterul autenticist al expunegiifrumuseea construgi, in intregul 8u, o faci fira
pauz; a doua oar cand refaci lectura, cu ochi criticte sinti pe deplin satigtut de logica
prezenrii, de frumuseea susinerii si de vasta arie de cutinte pe care se intemeiademersul.

Lectura aterdta cirtii pune Tn valoare capacitatea de refte@ autorului aflat in
contact cu gandirea magia prezegei filozofului si legitura dintre autorsi filozoful
Constantin Noica, consemaate scrisorgi jurnale. Este de apreciat, faptélautorului i s-
au afituratsi alti prieteni: Marius losif, Mihai CaragaVirgil Diaconu, Augustin Pop, Traian
Stef si Dorin Stefinescu, cu tdi fascingi de figura maestrului lor spiritual, care au det/gin
ei co-autori ai volumului, prin pagini de jurnal,emorii, epistolesi versuri. Cartea
Thsumeak o serie de scrisori din perioada 12 ianuarie 198isiembrie 1987, semnate de
filozoful Constantin Noicaatre grupul de posibili Tritacei, ,,tineri Tnzesttaintru cultus,
para la 25 de ani”. Noica le explicviziunea sa. El vede cultura de perforgasimilaii
sportului de performaii ,,Munc multa, renungri, sacrificii. Si un antrenor”.

Autorul urmireste relaia dintre maestrgi ucenicii de la Bltinis care afi din
gura maestrului binefacerile lucrului birgdt: ,,E plin de semnifi¢i& ca unii, care au avut
experiema Canalului, rirturisesc & simeau nevoiagssi sape bine norma de doi metri cubi
ce le era dat.. Dupi 40 de ani, dacnu ajungi & faci ceea cetiiplace, ce te interesenzi
nu eti platit de societate pentru asta, destiivel ratat”. Aceste vorbe vin din partea unui om
care aispuns pe vremea comsiiior: ,,Eu nu slujesc tiranilor, eu slujesc zellor

Cu cat mai retrag izolat de lume, cu atat mafitat si frecventat era Constantin
Noica in anii retragerii sale. Dupnoartea marelui filozof, popdia ,noicienilor” a crescut
vazand cu ochisi pare §& sporeascin continuare. Depozitar al unor fwase ,amintiri cu
Noica”, Gabriel Petric a publicat, de altfel, irgf€neaua literaf (iunie 2009) cateva fragmente
din volumul pe care 1l prezém, numit . Jarul din Zpada sclipitoare. Revederi cu Noica”.

Abia dupi ce citgti aceast carte, impresia se confimiar lectura se dezlie ca
fiind una fundamental Meritele acesteiatti constausi in prezentarea acestor scrisori ale
marelui ganditosi prezentate de autor intr-o expunere provocateare, vorbesc deopotiiv
despre lefia maestrului, dagi despre certarea tinerilor détre marele filozof. La sféitul
cartii este inseratRealitatea inchipuirjitext in care autorul ne atrage g@iteasupra faptuluiac
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noi, oamenii, elibéim o cantitate de infornia mult mai mare decét cea pe care o prigiim
suntem avertizaca ,,Va veni o vreme cand vom citi doar titluritior si vom fi multumiti”.

Nu putem incheiaafa a remarcasi faptul & desi traiim intr-o perioad a
internetuluisi a telefonului mobil, elemente indispensabiletivieotidiene, cartea oféro
comunicare eficieatintre marele filozofi ,,tinerii inzestra Intru cultus, pari la 25 de ani”
numai pe bazde scrisori. Riguroés;i provocatoare, cartea este in agiglenp o sintez cu
valoare de introducere Tn véamarelui ganditor, oferind o exemplificare conceetrelaiei
dintre Noicasi ,tinerii de mare inzestrare” pe care filozofolreh &-i antreneze. Unitar
prin concege, construge si stil, desi realizat cu ceilali co-autori, lucrarea constituie un
nou dosar, démai degrab anecdotic, in biografia lui Constantin Noica.

Amalia POPESCU
florinaamalia@yahoo.com

Nicolae Cojocaru,lstoria traditiilor gi obiceiurilor la roméni. Din preistorie
pang la mijlocul secolului al XIX-lea I, Editura Etnologica, Bucuresti, 2008

intr-o perioad n care se vorlgee din ce in ce mai mult de pericolul iminent al
globalizirii, de pierderea ideniii nationale, a tot ceea ce insednzestre spiritudl Istoria
tradisiilor si obiceiurilor la romanireueste, credem, sprezinte o imagine cupriatoare a
istoriei tradiiilor si obiceiurilor la roméni, find un demers necesambinevenit pentru
cititorii de aslizi, deoarece deiluie obiceiuri stivechi, credire populare, momente
importante din vig existerei umane ,prin punerea in valoare a unor forme atexdin
evoluia lor istoric, de la inceputusji pars astzi, cu toate prefacerile pe care le-au suferit
de-a lungul veacurilor'liftroducere p. 5).

Dupa cum precizeai autorul, in capitolul introductiv, cercetarea itidr si
obiceiurilor romangti, din perspecti¥ istorica, este foarte importaht deoarece are ca
premisi durabilitatea unor ritualurisi practici stivechi care au constituit zestrea
spiritualititi neamului romanesc, ce a manifestat o putérfocta morak, o neincetat
posibilitate creatoarg ,un suport de suflet in comunitatea ttamhak”, infitisdnd lumea n
accepiunea ei cea mai diversdin care se dedgjin afad de parfumul poeziei sufletului
popular, intreaga mentalitate a poporului.

Meritul acestui prim volum al lugrii este acela de a prezenta diacronic cultura
populaé si ,mecanismul evolutiv al acesteia” prin trecereald o epot istorici la alta,
urmarindu-se astfel ,evolia formelor rituale de datit, din preistorie paiin perioada epocii
moderne. Prin demersuls care argi un caracter etnologic, acela de a &ninfenomenul
nasterii tradiiilor si obiceiurilor, precumsi dezvoltarea acestora in anumite zonetaie
frecvena desisurarii Tn comunititile tradtionalesi formele pe care le-au inilmat in diferite
locuri, Nicolae Cojocaru a rgit si contureze o imagine compiexdin perspectiy
cronologié, a datinilor romandi. Lucrarea aborde#&zproblematica datii traditilor si
obiceiurilor romangi, iar informgiile furnizate sunt rezultatul cerést unui material
documentar bogat, bazat pértariile istorice, lingvistice, arheologice, etnafice, care ajit
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la cunoaterea ,vérstei unor obiceiuri mai vechi, chiar @&t reconstituirea lor se apli®
anumiti dozi de subiectivitate”Igtroducere p. 9).

Lucrarea este structuiain cinci capitolesi prezing ,forme de tradie” ce
alcituiesc obiceiuri diferite, atestate din preistori@re evidetiazi intr-o sinteZ bine
documentd@t momentele cele mai importante ale exigieumane rfasterea, @sitoria,
moarted, precurmsi evenimente din via comuntii (familiala si sociak). In realizarea acestei
lucrari, autorul a urrérit doua diredii de lucru ,,inseparabile de altfel unei prezgristorice
generale” a culturii populare: una de documentémeeputurilor formelor de datiii alta de a
urmari evoluia lor, metamorfozele, modul structiir pe anumite obiceiuri de Tnseétate
centradi, frecvena circulaiei in zone diferite, precusi evoluia semnificgilor, prin raportare
la factorul spau si la factorul timp. Astfel &, pe 1ang datarea istorica formelor de trade,
un rol deosebit de important I-a avut decodificate®r semnificai ale tradiiilor si
obiceiurilor, ce se pot constitui in documente irtgptie pentru istoria autohtgnpentru
prezentarea unui anumit nivel de dezvoltare a diteiitapopularesi chiar a vigii traditionale
in ansamblu. In vederea intagr traditilor si obiceiurilor in realitatea vremii, autorul
marturiseste @& a ,,coroborat frecvent #nturiile folclorice cu cele despre sitisapopulaiilor de
pe teritoriultarii, cu forma lor de vig, indeletnicirile, moravurilgi credirtele religioase ale
acestora” (p.12), in vederea preZsinkenomenului folcloric prin raportare la contakeulturii
materialesi spirituale a populgei din diferite zone.

In primul capitol, intitulat Forme de tradie In preistorie autorul defingte
preistoria ca fiind ,,0 lungperioad de genexa culturii populare, in care s-au produs formele
primare de trade ale omului primitiv” (p. 17)si evideniazi viata omului preistoric #ita pe
un plan dublu, cel al valorilor naturai¢ cel mitic, oprindu-se asupra exiginmitice,
interpretai ca o cale de comunicare cu divinitatea, matesilin acte sacre, rituri care au fost
create pentru a accentua cregiomului in puterea diviiiilor, pe care fie le-a conceput
cosmic, fie le-a eles doar ca simpleidturi spirituale, reprezentand fiele bineluisi ale
raului, integrate mediului de @ Tradiiile din aceagt perioad aveau un caracter magico-
religios, fiind destinate unui scop spiritual evitdeAutorul prezint o serie de practici ritualice
care au la bazuna din creditele ancestrale, credinin supravigire. Se oprge, in special,
asupra practicii de Tnmormantare cu ocrgurd-olosirea ocrului gk (un substitut ritual al
sangelui), cu care se pirsu cadavrele, simboliza un obicei prin care cekdat revenea la
viatd, in lumea cealdtsau chiar la via teres#, unde se creded omul §i continli existena,
ritual semnificAnd ideea existen de dup existemi. Practicile magico-religioase de
fnmormantare sunt prezentate cronologic: in péte@imul preistoric reproducea chipals
din dorina de a crea un fetpe care &l purd Tn mormant, caasi continue existega dug
dispariia corpului), in neoliticul timpuriu (un obicei egzela al Tnmormaaii craniilor), in
neoliticul tarziu (ritul Tnmormadtii era acela al inhungei) si in neoliticul superior (apare
practica Tnmormaatii corpurilor cu ocru rgu, iar masacrarea devine un mod de
comportament ritual in l&wra cu viga spirituad). Neoliticul este perioada in care se
manifesi preocuparea pentru neaircuplu, creditele Th neamul totemic au arit concepia
despre stimosul familiei, trecut dup moarte intre spiritele-totem (veneraredrstsilor). in
perioada de trecere de la neolitic la perioadazotan obiceiurile cele mai bine documentate
sunt cele funerare, descoperirile arheologice aatpstocuparea pentru Tnmormantarea
corpurilor Tn pozie chirci, peste care sédea tumul, pentru a fi adostite cat mai bine. Pe la
mijlocul epocii bronzului, in obiceiurile funerage introduce ritul incinérii corpurilor, rit care
se aplica la inceput doar copiilor, semnificAndbatere de la practica trédnak a inhundrii,
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care se aplica doar adiar. In perioada de trecere de la epoca bronzalepoca fieruluii
mai tarziu, Tn cadrul obiceiurilor de inmorméanta fstreaz riturile vechi prezentate,
marturie Tn acest sens fiind descoperirile arheogle vremii.

in capitolul al doilea, intitulaTradjii, ritualuri si ceremonii la geto-daciNicolae
Cojocaru preziit pe baza descoperirilor arheologica scrierilor istorice, spial, modul de
viata si formele de datiale geto-dacilor. in perioada awim vedere, manifesile populare
aveau drept scop Tmplinirea ritii@ unor momente considerate sacre, precum celgatlih
vietii sau cele calendaristice. Larlgitori, darsi la Tnmormaniri, geii organizau petreceri
zgomotoase, se veseleaigeu praznice, jertfeail celebrau cultul zeilor tutelari: cultul lui
Zamolxis (participarea la cultul zeului $eda prin misterii, cargiiaveau ob&ia in ,moartea
si Tnvierea” lui Zamolxis). Tot In cadrul acestuipital, autorul vorbgte despre seiidle
organizate Bendidig Cotica sauOrfica), unde un loc aparte 1l tleau jocurile, despre
tradiiile si practicile magice (descantecele realizate denitttea notii, Diana-Luna-Hecate,
care se refératat la snatatea sufleteascla psihis, ca$i la cea trupeascla somatos), despre
obiceiurile la srbatorile arhaice l(upercalia, Feralia, Anthesterile, Lenegléen care erau
sarbatoriti centaurii, demonii Gandharva-Gandareva, seinfugiririle ritualo-varitoresti ale
unui animal slbatic, aveau loc curse de eaiot felul de intreceri, carnavalgiimascarade, cu
caracter magico-religios, despre obiceiurile caceréferire la momentele principale aletivie
la natere, la instirea de familie, precusi o serie de rituri funerare complexe.

Capitolul al treileaDbiceiurisi forme de tradie la daco-romanievideniaza faptul
c3, in urma coloni&rii Daciei si prin contact cu civilizgia noii stipaniri, formele de trage se
imboditesc cu elemente atat de fagtuomara, catsi din alte zone ale imperiului, ,ale
colonitilor veniti ex toto orbe romaria(p. 125). Autorul precizeazfaptul & tradiiile si
obiceiurile daco-romane periodice au fost infltaén de calendarul roman, care a avut o
importand deosebit Tn cultul divinitilor (unele luni, la romani, au primit denumiregpalu
numele unui zeu: lanus, Marte). Din timpul ogigg@omane s-auastrat numeroase insctiip
si monumente care fac referire la divitile adorate, riturgi ceremonii organizate la anumite
sarbatori, precurrsi o serie de practici de cultai®itorile romane ajunse Th Dacia erau diferite,
unele din ele s-au integrat mai binetivigin provincie, Th special cele care puneau weat
deosebit asupra elementului popular, cum Saitiirnaliile Calendelesi Baccanalele Altele,
precumLarentalia Campitaliasi VVota legate de cultul mglor si diverse practici magice, vor
dispirea din tradiile Daciei romane. Tot Th cadrul acestui capigsite prezentatdataressi
evoluia istorici a girbatorilor cregtine din perioada daco-romgra girbatorilor ocazionale
practicate indeosebi pe fondul unor tiadilturale etnice, cum au fost cele grgiodin cetfitile
pontice (serfri dedicate cultului lui Poseidon Heliconis, sedadrarghilia legati de un vechi
rit ionian, organizate in cetatea Histria). Pe daabiceiurile familiale, mai sunt prezentate
practicile magicgi mantice specifice perioadei daco-romane.

Tn capitolul al patrulea, intituldbiceiuri din perioada prefeudgl autorul preziri
dainuirea tradiilor din Dacia romanizétsi evoluia lor par la contopirea cu formele culturii
populare stiromane, icand referire la cateva aspecte care au jucatlusenial in acest
proces de formarg continuitate: satul, neamul, fondul arhaic delitra, memoria populér
mitologia si religia. Datoriti faptului @ pentru perioada prefeudalmaterialul arheologic
privitor la cultura spiritual din spaul nostru este redus, acesta este compensat ¢ une
informaii straiine despre anumite forme de datini care existancatin special cele din
cronicile slave. Acestora li se potaada o serie de documente etnografice, care addarin
din cronica nescrisa evenimentelor perioadei #tvmane, pstrate in memoria popuiasi
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circuland In comuritile indigene. Tn acest sens, pentru agepstioad nu se pot face
reconstituiri veridice asupra @gi unor obiceiurisi traditi, deoarece multe dintre acestea au
circulat pe cale oral find ,intemeiate pe memoria colectia genengilor” (p.13). Repere
importante pentru aceagterioad sunt chestionarele folclorice ale lui B. P. Hasdéicolae
Densyianu, care oférun material documentar bogat, privind formelerddite mai vechi,
unele chiar siroméane.

Tn ultimul capitol, Tradisiile i obiceiurile din perioada medievalse metioneaz
faptul @ aceast perioad, marcai de noi intemeieri deseziri, este una bogafn tradiii si
obiceiuri, fapt evidefiat, pe lang descoperirile arheologice, de numeroasele saieri
cronicarilor, documentele de cancelarie, cronailenime, manuscrisejetipariturile de limta
si literatura sau cele religioase, istorile vechi rom@nei striine, lexicoanele, precuri
relatirile calatorilor strini, care au stibatut teritoriul tarii. Este perioada in care folclorul este
prezent in viga poporului, ca forthde cultud a satului, tematica cantecelor populare fiind una
variati, dand ngtere la doine, baladg colinde autohtone. In cadrul acestui capitolpault
prezing semnificaiile obiceiurilor calendaristice din toate proviteibazandu-se pe o serie de
analogii, chiar completi de la o zoa la alta, precum obiceiurile de i#&mnCraciunul
(colindatul, umblatul cu Ajunul, teatrul religiog €tciun - irozii, jocul @pusilor etc.), Anul
Nou (Plugyorul), Boboteaza(Chiraleisa); obiceiurile de peste an, dgsfte conform
sarbatorilor calendaristicgi anotimpurilor, Th care se reflactechi conceqii despre evoltia
timpului, a naturii, despre ciclul agrarpastoral, cu legjuri in credinele populare de sorginte
crestina si mitologica; obiceiurile familiale, precursi practicilesi obiceiurile ocazionale (hora
si jocurile) si magice. Importagiteste, Tn opinia autorului, prezentarea Thcepatudatrului
popularsi evoluia istori@, in documente, a acestuia, reprezentat de t@atrullor cu nasti
(jocul caprei, ursului, calului), teatmdtanesc (nuntaji teatrul haiducesc.

Prin complexitatea ei, baZape un material bibliografic vast, prin acutesesi
accesibilitatea prezeint, deopotrii prin structura compainak echilibrati, lucrarea
reprezini o oped valoroad care a adus in actualitate complexitatea tezawteltradiii si de
obiceiuri populare romagi fiind in acelai timp un document important ih vederea
consenirii si perpetdrii acestora.

Daniela CORBU-DOMA
dana_cdomsa@yahoo.com
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