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Alice Munro sau redefinirea feminitatii in termeni
de ,,conventional” si ,,neconventional”

Florica Bodistean”

Alice Munro or Redefining Femininity in Conventional and
Non-Conventional Terms

Abstract:

Alice Munro has gained her status as an established writer owing to her
short stories, which also brought her the Nobel Prize for Literature in 2013. Her
prose is an example of how ordinary life can turn extraordinary, thanks to the
writing manner of a resolute writer. The present study analyses the contexts
that distinguish her heroines from one another — aspects of feminine maturity,
social and family status —, at the same time dealing mostly with their common
pattern, namely their reaction to love studied in the most honest form possible.
This is, therefore, a study of sociology and phenomenology of love, focused on
four of Munro’s volumes: Hateship, Friendship, Courtship, Loveship, Marriage
(2001), Runaway (2004), Too Much Happiness (2009), Dear Life (2012).

Keywords: feminine prose, femininity, authenticity, difference, identity

Paradoxurile prozei scurte si ,,simple”

Discreditatd in fata romanului pe motiv cd nu ajunge la aceeasi
complexitate, povestirea, pentru a se intemeia estetic, are de surmontat
nu numai aceastd prejudecata de continut, ci si dificultdtile tehnice
inerente unei convertiri a Intinderii in profunzime. De aceea, genul scurt
a devenit marea probd de mdiestrie a unui scriitor, caci aici limitarea pe
orizontala textului si a lumii evocate presupune compensatii in
intensitate, un suplimentar efort de concentrare §i de potentare a
efectului artistic sau, generic vorbind, tendinte apasat configurative.
Prima reguld a povestirii este cea a necesarului, un fel de nec plus ultra,
ceea ce presupune nu doar o selectie strictd a episoadelor in ordinea unei
teleologii decise de deznoddmant si de un obligatoriu ,,efect de final”, ci
si o capacitate de semnificare a fiecaruia dintre acestea 1n parte,
capacitatea de a desfasura fragmente ,,iradiante” de existentd, momente
de cotitura cu strafulgerdri ce lumineaza viata de dinainte si de dupd a
personajelor. Arta povestirii € consideratd mai purd, mai aproape de
esente, mai aproape de discursul poetic chiar, pentru ca e rezultatul
asumdrii ei de citre un unic povestitor/focalizator. Incepand cu Bahtin
(1982: 130-157), romanul, expresie a unei constiinte social-ideologice,

" Professor PhD, “Aurel Vlaicu” University of Arad, bodisteanf@yahoo.com
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si-a asumat teoretic calitatea de gen dialogic (sau polifonic), intretdiere
de registre si limbaje, pe cind povestirea, originea tuturor formelor
epice, — dar, a nu se uita, o origine orald — e monologica, respectiv
discurs unitar si, implicit, intens subiectivizat. Diferenta dintre cele doud
genuri poate fi pusd si 1n termeni politici: ,,Povestirea e autoritard, in
masura in care adevarul faptelor e garantat de autoritatea povestitorului,
si chiar totalitara, dacd ne gindim cd nu-i permite sd se exprime decéat
unei unice voci. Romanul este, el, democratic” (Manolescu, 2012).

Laureata a Premiului Nobel pentru literaturda in 2013 pentru
maiestria probatd In acest gen special, proza scurtd, Alice Munro
reprezintd, prin intreaga ei opera, o desdvarsita ilustrare a cunoscutului
dicton despre esentele tari care se tin Tn flacoane mici. Aderand la
formula povestirii, scriitoarea aderd si la reprezentarea ,,din interior” a
unui mediu cunoscut, mediul traditional canadian din a doua jumatate a
secolului trecut, impunand ideea ca literatura sa e un mod de receptare a
realitdtii prin tot ceea ce tine de o grila a subiectivitatii si a sensibilitdtii
feminine. Insa dincolo de aceasta grila, tradusa artistic intr-o manierd de
observare a lumii a carei principalda amprentd stilisticd e acuitatea
detaliului, prozele sale se legitimeazd printr-o valoare esteticd
indubitabild ce nu are nimic de a face cu discriminarile de gen, ci cu
anvergura semnificatiilor general-umane proprii marilor opere.
Recunoasterea internationald a prozei lui Alice Munro este o confirmare
a depdsirii, Tn planul receptarii critice actuale, a ceea ce Bianca Burta-
Cernat numeste ,.feminismul diferentei”’, spre o asumare a notiunii de
,subiect cultural neutru din punct de vedere sexual §i, in consecinta,
Tmpotriva unei abordari enclavizate (excesiv de atente la «diferentele de
gen») a literaturii scrise de femei” (Burta-Cernat, 2011: 14).

Despre genul de scurta intindere Munro nsdsi vorbeste autoironic
intr-una dintre prozele sale, taxdnd o opinie ,,din afard”, destul de
comuna de altfel. O face prin vocea profesoarei de muzica din Ficfiune
(volumul Prea multa fericire), care descoperda cd Christine, fiica lui
Eddie, femeia care i-a luat locul in casnicia sa cu Jon si, totodata, fosta
sa eleva, a debutat cu un volum de povestiri:

Cum o sd trdim e o antologie de povestiri, nu un roman. Treaba asta, in sine, e
dezamagitoare. Pare sa afecteze seriozitatea cartii, faicand autorul sd para doar un
novice care bate la portile Literaturii, §i nu un scriitor instalat in siguranta dincolo
de ele.

Lectura unei povestiri intitulate Kindertotenlieder 1i reveleaza lui
Joyce, profesoara, faptul cd pretinsa fictiune e viatd in toatd puterea
cuvantului, care vine sd umple, din paginile unei carti, golurile dintr-un
segment neclasat al propriei existente. Goluri pe care nu le putea banui
pentru cd nu a si-a pus niciodatd problema celeilalte perspective,
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perspectiva fostei sale eleve care a vazut in ea modelul, instanta suprema
de ale cdrei aprecieri sau dezaprobari depindea fericirea sau nefericirea
sa. Or la toate acele chinuitoare tribulatii sufletesti profesoara a asistat
cu o teribild ignorantd, caci n-a tratat-o ca individualitate, ci ca piesd in
angrenajul destramarii formulei sale de viata: ,,nu s-a gandit niciodata la
ea ca la Christine, ci ca la copilul lui Eddie”. Mai mult chiar, s-a folosit
de adoratia fetei pentru a o descoase in legaturd cu mersul celei de-a
doua casnicii a fostului ei sof.

Povestirea foloseste intriga domesticd drept rampa de lansare a unor
teme metatextuale: rolul scrisului in intelegerea de sine sau raportul
dintre biografie si fictiune surprins in oglinzile paralele autor — cititor,
asupra cdruia gloseazd indirect in final. Pentru Christine, scrisul se
dovedeste a fi un mod exorcizare a unui episod traumatic din propria
existentd a naratoarei, episod inactiv emotional odatad ce a fost asternut
pe hartie, cdci detasarea ei de fiinta de care s-a simtit tradata, ca si de
propria povestire e totald. Cand, perplexa si emotionatd, Joyce vrea sa
innoade firul rupt cerdndu-i Christinei un autograf, nu pare sa fie
recunoscutd. Nici titlul povestirii a carei eroina este nu pare sa-i spund
ceva autoarei: ,,Al fi crezut cd n-are nimic de-a face cu ea. De parca ar fi
fost un obiect de care se descotorosise lasandu-1 pe iarbd”. Pentru Joyce,
i. e. pentru public, insertia biograficului poate parea o atitudine de
scriitor neprofesionist, trddand un imaginar steril (,,era prea lenesd ca sd
inventeze”, crede ea despre Christine), dar, prin intreaga sa opera, Alice
Munro demonstreaza ca exista o relatie intre autenticitatea fictiunii si
emotiile traite, relatie prin care prozatoarea Tmpinge limitele a ceea ce se
intelege indeobste prin autobiografic dincolo si deasupra factualului.
Despre ce insemna autobiografic pentru ea, Alice Munro vorbeste Intr-o
notd ce precede grupajul ultimelor povestiri din volumul Draga viata,
reunite sub genericul Final:

Ultimele patru texte din aceastd carte nu sunt tocmai povestiri. Ele formeaza o
unitate separatd, care este autobiografica in spirit, desi nu intotdeauna intru totul in
fapt. Cred ca sunt primele si ultimele — si cele mai adevarate — lucruri pe care le am
de spus despre propria mea viata.

Un mare merit al prozelor scurte scrise de Alice Munro este acela ca
ele pastreaza avantajele povestirii fard a renunta la cele ale romanului.
Extensia temporald a subiectului e primul lucru care frapeazd: o viata
intreagd Incape 1Intr-o povestire, in citeva instantanee, In céteva
secvente, poate mai semnificative decat insusi filmul care ar lega
imaginile. Replica finala a naratoarei din Unele femei ,,JEu am crescut si
am Tmbatranit” poate fi metafora textuald a majoritdtii prozelor sale;
intre cele doua faze se Intinde Tnsasi viata si insdsi povestirea acestei
vieti, cdci, raportatd la istoria relatatd de textul pomenit, fraza poate fi
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cititd 1n felul: ,,Am ajuns sa adopt, pe rand, perspectiva fiecareia dintre
femeile pe care, la varsta evenimentelor din povestire, nu le-am inteles”.
Nu altceva spune si doamna Travers, din Pasiune, cand marturiseste ca a
citit de mai multe ori 1n viatd Anna Karenina, identificandu-se, pe rand,
cu Kitty, cu Anna si, in cele din urma, cu Dolly. Devenirea varstelor
pare sa fie obsesia centrald a scriitoarei. Prozele sale sunt studii de caz
integrale sau cel putin crochiuri ale unui destin ce se vrea Inteles pana in
ultimele lui articulatii. Numeroase personaje isi reviziteaza trecutul
tocmai In acest scop. Dacd nu duc o viata pand la punctul ei terminus,
ajungdnd la inevitabila degradare si moarte, povestirile insinueazd
progresia temporald prin evocarea radacinilor sau prin flash-uri
retrospective ce vin sd justifice, intr-un fel sau altul, prezentul.

Alice Munro scrie fictiuni psihologice despre transformarile si
avatarurile feminitatii, astfel Tncdt cea mai la indemana inseriere a
personajelor sale este in functie de varsta si de atit de problematica
(intr-o societate traditionald) stare civild. Reperele si evenimentele
acestor femei sunt aceleasi — relatia cu familia (in copilarie), dragostea,
casdtoria, maternitatea, avorturile, adulterul, boala, decreptitudinea,
moartea —, dar modul de raspuns al fiecdreia e diferit. Caci Alice Munro
nu creeaza tipuri, desi cateva obsesii pot fi Intrezdrite, ci individualitati.
Personajele sale raman femeile chiar si atunci cand perspectiva narativa
e a unui barbat, caci femeile, pare sa spund scriitoarea, sunt cel mai bun
material pentru a cerceta tema devenirii, o devenire ce se scrie ca eterna
disputa Intre doud tentatii: fixarea intr-un spatiu domestic cu confortul,
tabieturile si limitarile lui si evaziunea spre alte orizonturi, daca nu
spatiale, macar sufletesti. Dand expresie unui acut sentiment al curgerii
universale, intenfiondnd sd cuprindd intreaga dezvoltare a unui vieti
pana la fatala sa transformare, prin moarte, in destin, prozele lui Alice
Munro transmit un aproape programatic refuz al happy-endului artistic
si un pact netradat cu realitatea, care lasd cel mai adesea un gust amar.
Harold Bloom (2009: 1) o fixeaza in termeni foarte precisi: “She is not a
fantasist or a visionary and scarcely a symbolist. Alice Munro’s art is
strictly mimetic yet what it imitates is the tangled yarn of that border
area where our drives live us. [...] She is, with Katherine Anne Porter
and Edna O’Brien, one of the wise women of the Post-Freudian Evening
Land in its long decline™".

E drept ca prozatoarea construieste si citeva situatii aparte, citeva
cazuri fericite In care, In cenusa unei vieti, se intrezareste o farima de

! _Ea nu e fantezist3, nici vizionara si nici pe departe simbolistd. Arta lui Alice Munro e
strict mimetica, 1nsd ea imitd firele incilcite din zona de granitd unde se regésesc
impulsurile noastre. [...] Ea este, impreund cu Katherine Porter si Edna O’Brien, una
dintre femeile Intelepte ale crepuscului postfreudian in lungul sdu declin.” [trad. mea]
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jaratic ce face posibild recircularea unor comportamente de mult
instrdinate. Aceasta li se Tntampld catorva personaje care, crezandu-se
trecute pe linia moarta, au sansa de a descoperi la senectute sau 1n inertia
amnezicd, noi motive de a trai. Cuplul din Dolly 1si regizeaza moartea
considerand cd nu i se mai poate intimpla nimic, dar aparitia unei femei
care fusese iubita sotului in tinerete o face pe sotia septuagenara si
redescopere, cu incredibild prospetime, sentimentul geloziei. La fel cum
Fiona, din Trece ursul peste munte, ajunsd intr-un azil de boli mintale,
reexperimenteazd emotia iubirii pure, adolescentine, fatd de un tovaras
de suferinta aflat acolo temporar. Aceastd nesperata ,,vard de noiembrie”
a personajelor sale, penibila si caraghioasd in ochii celorlalti, sau doar
indecentd sub aspectul varstei indragostitilor, e, in viziunea unei
scriitoare prea putin optimiste, exemplul continuei primeniri a vietii de
care se face rdspunzatoare natura indiferentd la prejudecati. De fapt,
ceea ce emblematizeazd scrisul sau e o funciard lipsd de prejudecati.
Caci plasandu-si personajele intr-un areal fictional deja mitic — de
autoritatea unui Yoknapatawpha sau Macondo —, ntinzandu-se de la est
catre costa de vest a Canadei, intre Toronto si Vancouver, dar
particularizat printr-un climat strict domestic §i printr-o periculoasa
(pentru identitate!) tranzitie de la sat la oras, de la casele cu trotuar la
cele la care ajungi prin noroaiele unui camp, personajele sale se afirma
cu o fortd nebdnuitd si cu un comportament neconventional pe care
numai oamenii inceputurilor de ciclu, de clan si de civilizatii le detin.
Lumea sa e produsul mediului de periferie si al nostalgiei fatd de un
Centru, identificat cu Marele Oras, dinspre care vine mirajul unei
generoase oferte de perspective — confort, independentd, dezinhibare,
individualitate — adusd de relaxarea rigorilor vietii traditionale si
religioase ce permanentizase excesiv puritanismul victorian pana si in
secolul trecut. Toatd drama personajelor construite de Alice Munro se va
naste din balansul intre comun si ne-comun si ea va fi, evident, a
spiritelor insurgente. In acest cAmp de forte, lumea sa se misci cu o
autenticitate scapdratoare, spectaculosul nu e anuntat prin nimic, ci se
instaleazd natural Tn chiar banalul vietii cotidiene. Rezultatul e un
construct artistic personalizat, ancorat puternic 1n ordinar, Intr-un
domestic coplesitor Tn care, cum spune naratoarea din Mobila de familie,
,»era cumva indecent sd dai atentie la ceea ce depasea sfera imediatului”.

Spatialitatea si psihologia tranzitiei

Produs al mixturii dintre sat si oras, universul prozelor sale std sub
semnul unei spatialitati contradictorii si fecunde in acelasi timp, o
spatialitate de tipul ,.nici..., nici” sau ,.si..., si”, care se sintetizeaza in
formula inchis-deschis-ului. inchiderea e dictatd de presiunea unei lumi
n care sunt inca active reprezentarile tradifionale asupra constantelor de
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gen, cu sectoarele lor distincte: barbati si femei, lumea Tatalui si lumea
Mamei, universul casnic al unei perfecte housewife si cel al slujbei
respectabile, prin simplul fapt cd e aducatoare de bani, a sotului. Dar
inchiderea vine si pe cai mai perfide care tin de fatalitatile destinului
individual si atunci se cheama resemnare, teamd de oprobiul public,
umilintd, neputintd morald, degradare fizicd. Deschiderea e o
permanenta aspiratie ce poate deveni realitate prin mana hazardului, prin
gestul insurgent sau... pur si simplu prin oportunitatea unei calatorii.
Tema calatoriei, cu variantele sale — evadarea sau mutarea intr-un alt loc
— e pandantul temei familiei Inchise si pretins stabile §i una privilegiata
intre temele autoarei. Ea marcheaza nu atat ruptura de un spatiu, cat mai
ales ruptura de un mod de viatd prealocat ce tinde sa se transforme intr-
un destin. Aceasta sansa li se dd Tnsd numai unor personaje-outsider din
punct de vedere structural, Tn general adolescentelor sau tinerelor
puternice si curajoase, ce par sa fie alter-ego-urile autoarei.

Marele start il dd educatia, liceul, urmat pana la capat (caci
majoritatea il abandoneaza pentru slujbe temporare devenite definitive
sau pentru casatorie §i maternitate), fiind primul privilegiu si primul
mijloc de selectie. ,,Ma simteam despartita printr-o viatd Intreaga de
majoritatea celor pe care ii cunoscusem iIn clasa a noua”, spune
prozatoarea n Draga viata, ultima secventa din corpusul celor patru
povestiri, ,,autobiografice in spirit”. Toate sondeaza straturile succesive
ale memoriei naratoarei, din care se recompune reprezentarea copilariei.
in centrul lor, sti amintirea unei mame, de profesie invatatoare, care,
fard a fi bovaricd, trdieste mereu cu nostalgia unei vieti ,,de oras”, o
mama plind de personalitate, voluntard si pretioasa, care isi spunea
punctul de vedere cu o voce vibranta si cu o asemenea convingere, Tncat
anihila orice alta parere. O mama Tnvinuita de familia sotului ca arata a
altceva decat era, adica nu ardta ca o femeie crescutd si destinatd sa
rdmand la o fermd. Aceeasi mama 1si tara fiica de zece ani la dansuri
intr-o casa particulard, dar era suficient de conservatoare incat sa
renunte la aceastd distractie cand constata ca locul e frecventat si de o
cunoscutd prostituatd. in fundal, un tatd multumit de propria conditie,
interiorizat si echilibrat, dar care, esuind 1n comertul cu blanuri de vulpi
argintii, ajunge muncitor intr-o turnatorie, aceasta in conditiile in care, la
putin peste patruzeci de ani, sotia da semne evidente de Parkinson si
fiica e cea care preia responsabilitdtile. Schema familiald autobiografica
se dovedeste a fi patternul multor povestiri in care apare obsesiv mama
atipicd, dezvoltatd 1n directia excentricitatii vestimentare si de limbaj,
dar si Tn aceea a unei pretimpurii boli mintale. Cum tot obsesiv
functioneaza si imaginea contrastiva a cuplului parental trdind pe masuri
launtrice diferite, afisand pretentii diferite de la viata. In general, femeile
lui Alice Munro refuzd plafonarea si se lasa tentate de alte forme de
existentd, pe cand barbatii pastreaza o relatie mai tolerantd cu realitatea.

14
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Femininul e intotdeauna elementul prins intr-o conditie mobild, aceea a
unei permanente cautari de sine, iar expresiile acestei cautari sunt
diverse, de la mimarea sau adoptarea unor forme de viata insolite, de
imprumut, pana la protestul fatis ce ia forma evaziunii — e drept, cel mai
adesea ezitante (Fugara, Dimensiuni) — dintr-o conjugalitate sau dintr-
un mediu casnic sufocant. Asociind, Tn majoritatea situatiilor, femininul
cu elementul mutabil al firii si masculinul cu obedienta si cu solutiile
comode, aflate la indeména, Alice Munro practicd o rasturnare
semnificativd a stereotipurilor de gen. Unul dintre personajele sale
masculine, Neal din Cariera de pietris, face si teoria fatalismului si a
egocentrismului necesar Tn formula unei vieti impacate cu sine: sd cauti
sa fii fericit indiferent de imprejurari, sa accepti tot ce vine, caci, daca te
lasi purtat de curentul lumii, atunci tragedia dispare. Femeilor lui Alice
Munro le lipseste aceastd capacitate de acceptare, ele sunt expresia
nemulfumirii, dar tocmai ele sunt reduse la tacere printr-un crud joc al
destinului: patternul vietii de familie, cu sotia care se Tmbolndveste
prematur — defularea artistica a propriei biografii tarate — va cédpata 1n
alte proze continuari dureroase prin deturnarea vietii domestice si
amoroase a barbatului spre o a treia persoand, de regula fata din casa,
care, angajata sa reechilibreze ecuatia domestica, Tmpinge de fapt spre
dezagregare formula cuplului.

Tabloul vietii de familie zugravit de Alice Munro nu beneficiaza de
reprezentdri linigtitoare, ci e marcat de secrete infamante ce ies la un
moment dat la suprafatd, de aspiratii secrete, labilitati emotionale,
sexualitate pervertitd sau porniri obscure care nu pot fi marturisite la
nivelul vietii constiente. Un tata privat de viata sexuald prin boala sotiei
1si descopera tentatii libidinale la adresa fiicei (Trenul) si, nesuportand
gandul, se sinucide aruncindu-se sub un tren; un altul, cu pretentii
intelectuale, fost profesor, constrins de amnezia progresivd a softiei,
aduce in casd o femeie tindra, rudimentard, dar eficientd si ajunge sa
vada n aceasta o fiintd providentiala care i-a redat credinta n femei
(Curdnd). Un al treilea, vdzand ca fiul nou-nascut are pe obraz o mare
patd sangerie, se dezice de acesta, fapt ce adanceste fisurile existente
deja intre el si sotia sa (Chipul). Nici mamele nu sunt idealizate: o fiica,
crezand ca a fost adoptatd, afld cd imprudenta mamei a provocat moartea
primului nascut al familiei (Gregeli); o mama 1si pierde fiica in tren
pentru o aventurd pasagera si, Ingrozita, o descopera refugiata in spatiul
dintre tampoane. O altd mama, cu veleitati artistice, dupa ce constata ca
este insdrcinatd cu amantul ei actor, 1si paraseste soful si, ludndu-si cele
doua fiice, se mutd cu acesta intr-o rulota la marginea unei cariere de
pietris. Intr-una dintre gropile excavate aici se va ineca fata cea mare, iar
sora ei, prezenta acolo, va rdméne marcatd de vinovatia de a nu-si fi
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alertat la timp mama, aflatd probabil 1n exercitiul intimitatii cu
proaspdtul ei iubit (Cariera de pietris).

Rupt intre modelul patern si cel matern, copilul trece pe rand, odata
cu varstele, din lumea mamei in cea a tatalui si invers, asumandu-si
punctul de vedere si complicitatea unuia sau a altuia. Niciodatad o
comunicare simultand in trei, dimpotriva, se pare ca buna relationare cu
unul dintre parinti se Tntemeiazd pe esecul comunicarii cu celdlalt: Tn
adolescenta, Juliet discuta chestiunile profunde cu tatal si si priveste cu
0 anume superioritate mama excentricd si rasfitatd, pentru ca la
maturitate sd descopere dramatismul existentei acesteia §i dragostea
neconditionatd pentru fiica sa, a carei revedere a devenit singura ei
ratiune de a mai trii. In acelasi timp, sunt deconcertante lasitatea si
conformismul tatdlui, multumit ca-i reuseste mimarea aparentelor
(Curand). Expresia-limita a ratarii vocatiei materne e Inregimentarea
copilului intr-o sectd religioasa care 1l va rupe complet de vechea sa
existentd (Rdpe-adanci). O astfel de mama recuzata va fi si Juliet, care
trebuie sd accepte cd fiica sa Penelope, disparutd din raza ei la douazeci
si unu de ani pentru a-si cauta ,,dimensiunea spirituala”, a fost crescuta
gresit, in suficientd detasare de parinti si fara sd i se cultive o justd
perceptie asupra lucrurilor esentiale in viatd. Scriitoarea e atentd sa
sublinieze dialectica opiniilor care se suprapune celei a vérstelor,
ajungind pana la turnuri radicale: numai ca mama, Juliet poate realiza
implicatiile rdzletirii copilului, a propriei fiice, o fiica de altfel destul de
asemanatoare cu ea in tinerete. Perspectivele diferite ale naratorului —
copil sau adolescent, iar apoi adult — creeaza un joc al identitatilor pe
care se sprijina polifonismul de esenta romanesca al prozelor lui Alice
Munro.

Trairile ce nu pot fi ,,trucate”

Dragostea e o temd recurentd, care capdtd insd mai degraba
configurdri comportamentale, implicite, decat discursive, directe. Pe
acest teritoriu, tehnica elipsei e mai exploatata ca nicdieri altundeva,
compensatd de un acut simt al observatiei ce Tnregistreaza, aparent in
treacdt, micile gesturi cotidiene, derizoriul sub care se ascunde chiar
sensul unei existente. Scriitoarea are marea capacitate de a vorbi despre
lucrurile despre care nu se poate vorbi — The Art of Alice Munro: Saying
the Unsayable este titlul primului volum de eseuri consacrat prozelor
sale de catre editorul Judith Miller (1984) — si de a prefera sugestia in
dezvoltarea temelor asa-zis elocvente. Unde incepe si unde termind o
relatie, cand sucomba competitia, lupta, asasinatul virtual dintre orgolii
sub ,,benigna” indiferenta, cat de diverse si de incomprehensibile pot fi
motivele ce duc la instalarea unei vieti duble sunt teme de meditatie
carora scriitoarea evitd sd le dea un raspuns univoc. Problema dragostei,
spun prozele lui Alice Munro, se poate pune la orice varstd, cadci nimic
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nu le desparte in planul fenomenologiei amorului pe adolescentele
rebele si sigure pe sine, capabile de gesturi socant de indraznete, de
batrnele aparent asexuate, iesite din cercul vietii erotice. Intre atatea
entitdti necunoscute si volatile care dau seamd de meandrele vietii
sentimentale, asocierea constantd dragoste — curaj construieste cateva
situatii-tip in care voluntarismul feminin are rol decisiv: Juliet, eroina
din Ocazie, o tanard profesoara suplinitoare de limbi clasice, invocd o
»ocazie” (altfel creatd de ea) ca sd-1 vadd pe barbatul pe care l-a
cunoscut Tn urma cu sase luni, in timpul drumului spre scoala care o
angajase. Face pentru aceasta o calatorie lunga si incomoda, indemnata
doar de o scrisoare a barbatului care 7i marturisise cd s-a gandit adesea la
ea. Dar, fatalitate, soseste In Golful Balenei in chiar seara zilei in care
acesta isi ITnmorméantase sotia devenita, de ani lungi, o leguma In urma
unui accident. El Tnsusi se afld in locuinta ultimei amante, pentru ca un
barbat cu o sotie infirma — si infirmitatile ocupa o larga paletd, de la
accidente, la Parkinson, Alzheimer si la bolile de inima — are nevoie de
doua tipuri de femei care sa-1 ajute: o menajerd, ca Ailo, si 0o amanta,
precum Christa. Dar fata raméne peste noapte 1n locuinta goala si e
cuprinsd de groazd si rusine dimineata, cand cel asteptat, dupd ce i-a
verificat prezenta, soseste. Modul 1n care e intampinata ii da senzatia de
usurare si fericirea o copleseste. Fericirea, spune Juliet, care e atat de
asemdnitoare cu spaima! Intre una si cealaltd se afld gestul unui bérbat
care 1si deschide primitor si bucuros bratele.

Alta tinard, ajunsa profesoard Intr-un sanatoriu pentru copii bolnavi
de tuberculoza (Amundsen) 1si traieste prima si unica dragoste cu
doctorul de acolo, ajunge in pragul casdtoriei, pentru ca acesta sd
renunte in ultimul moment, speriat de un asemenea angajament.
Casatorita, 1l va reintalni in Toronto, peste multi ani, in timp ce traversa
o stradd aglomerata, iar faptul ca el trece fard sa se opreasca, fara sa se
agate de aceastd oportunitate, ii actualizeazd brusc emotiile din
momentul cind fusese atat de brutal, de inexplicabil, parasita: ,,Nimic nu
se schimba cu adevarat in dragoste” constatd ea in final. Dintre toate
actele asumate de personajele lui Alice Munro, modul de raportare la
dragoste e, sugereaza prozatoarea, unul dintre cei mai precisi revelatori
ai sinelui, tocmai pentru ca e insensibil §i la schimbarea de perspectivda
pe care In general o aduce orice evolutie Tn timp, si la aspectul apdsat
contrafactual al realitatii.

In Ura, prietenie, dragoste, cdsdtorie, tinira menajera a domnului
McCauley, Johanna, o englezoaicd crescutd intr-o casa de copii, €
victima fericita a scrisorilor ticluite de nepoata acestuia, Sabitha, si de
inventiva si inteligenta ei prietena. Incintati de céteva vorbe de
apreciere strecurate 1n scrisoarea pe care Ken Boudreau, ginerele
stdpanului, o adreseaza propriei fiice aflate in grija Johannei, menajera
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initiazd o corespondentd cu acesta §i primeste raspunsuri incurajatoare,
redactate inteligent... de catre cele doud fete care folosesc prilejul
pentru a se distra copios pe seama naivitdtii sale. Convinsd de
cristalizarea unor serioase sentimente intre ei, Johanna ,,dezerteaza” din
slujba si 1si anuntd sosirea in localitatea barbatului, situatd undeva in
vest, in Indepartata provincie Saskatchewan, impreuna cu mobila fostei
lui sotii, moarte de ceva vreme, mobild pe acesta o revendicase. Nici la
fata locului confuzia nu e spulberatd, caci starea de sdndtate a acestui
vanturd-lume, de fapt o fiinta lenesa si interesatd, e critica, iar femeia,
asa cum era de presupus, preia senina sarcina de organizare a unei vieti
viitoare in doi. Peste doi ani, dupd inmorméntarea batranului domn
McCauley, prietena Sabithei, Edith cea ndazdravana, realizeaza ca ea e de
fapt responsabild de venirea pe lume a lui Omar, copilul cuplului pe
care, din joaca, il crease si cd versurile lui Horatiu, din tema ei de la
latina, se potrivesc ca o manusa intorsaturii pe care o luaserd lucrurile:
,INu trebuie sa intrebi, ne este oprit sa stim ce ne rezerva soarta mie sau
tie...”. Incredibil, dacd ne gandim cd totul se intamplase dupa regulile
nestiute ale unui joc de adolescente numit ,,Urd, prietenie, curte,
dragoste, casdtorie”, in care hazardul decide ce tip de relatie vei avea cu
baiatul la care te gandesti. Conceputa, ca §i alte proze ale scriitoarei, pe
ruptura cuplului intre fictiunea dragostei romantice si pragmatismul real
— eleganta mobila de artar nu e altceva decat simbolul legaturii dintre
cele doud planuri —, povestirea anuleaza in final opozitiile si introduce
un nou tip de ethos in fabuld. Asa cum subliniazd Coral Ann Howells
(2009: 177), “Munro has deftly turned romance on its head, translating
the dynamics of fantasy into real life while subverting the traditional
gendered power relationship into celebration of a woman’s managerial
capacities and a man’s gratitude for beeing rescue™”.

Trucuri, replica in negativ a acestel povestiri, confirma
atotputernicia si capriciul hazardului care iti surdde cind nu te astepti,
dar e tot acela care 1ti zadarniceste cele mai meticuloase planuri: Robin,
sord de sange si sord de caritate pentru Joanne cea bolnava de un astm
sever, descoperd Intr-una din iesirile ei ,,de lux”, o data pe an, la un
spectacol de teatru din orasul apropiat, un barbat providential, emigrat
din Muntenegru, cu care comunica de la Tnceput in cel mai firesc mod cu
putintd. Amandoi realizeazad ca intdlnirea e o intAmplare semnificativa,
dar, pentru cd el urmeaza sa se repatrieze pentru o vreme, decide sa lase
intdlnirea viitoare la latitudinea ei, in acelasi loc, la el acasa, peste un an,

2 _Munro a risturnat cu abilitate maniera in care este privit romance-ul, transformand
dinamica fanteziei in viatd reald, subminand in acelasi timp relatia traditionald a puterii
genului in celebrarea capacitatilor decizionale ale femeii si in recunostinta barbatului
pentru faptul ca e salvat.” [trad. mea.]
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cind ea va trebui sa fie imbracata in aceeasi rochie verde. Omul care o
ntAmpind Tnsa la termenul stabilit nu pare s-o recunoasca si e chiar
infuriat de aparitia ei. Rusinea si umilinta o marcheaza pe Robin,
raméne singurd chiar si dupa moartea surorii sale, dar peste multd
vreme, lucrand ca asistenta la sectia de psihiatrie a spitalului, descopera
intr-un pacient pe fratele geamdn, surdo-mut, al badrbatului care i-a
ravasit viata si realizeaza ca de fapt acesta e cel care o respinsese, ca
substitutia gemenilor a functionat scandalos, altfel decat in piesele lui
Shakespeare pe care le urmarea cu aviditate. Revelatia n-o Tmpaca defel
cu trecutul care i-a zadarnicit, printr-o festd, marea sansd, dar e
recunoscdtoare pentru cd a ajuns sa cunoascd adevarul chiar si tarziu,
cand barbatul dorit murise deja. Cat e controlabil si cat e hazard in
destinul nostru? Ce vind poartd aceastd Robin care si-a imaginat un an
de zile intoarcerea? Ca a ajuns mai devreme sau mai tarziu cu cateva
minute? C3 a purtat o altd rochie, tot verde, fiindca rochia initiald nu
fusese curatata..., fiindcd femeii de la curdtdtorie i se Imbolnavise
copilul...? Ca a crezut, nesabuit, ca un aranjament fragil avea sa mearga
ca uns pentru ci si credinta din spatele lui se pastrase intreagi? In
piesele de teatru, astfel de situatii sunt ,trucuri” care se dezvaluie la
timp, dupa ce si-au implinit rolul, acela de a face actiunea mai
spectaculoasd, 1n viatd 1nsa ele fac parte din mecanica oarba destinului.
La fel de oarba precum Oedip, cel care facuse totul ca profetia nefasta sa
nu se Tmplineasca.

Se poate observa in general la Alice Munro predilectia pentru
relevarea simetriei inverse dintre viata si carti, dintre realitatea obiectiva
si transfigurarea ei artisticd. Literatura e intotdeauna mincinoasd: nici
Johannei lucrurile nu i-au mers ca 1n scrisori, nici lui Robin nu-i
foloseste la nimic experienta pieselor lui Shakespeare. Tema ultima a
prozelor sale despre dragoste este demascarea conventiei instituite de
constructele imaginare, conventie care sucomba la prima confruntare cu
real life. A fost observata, de altfel, ca o marca a scriiturii autoarei —
presimtitd incd din primul volum, Dance of the Happy Shades, dar
confirmata incepand cu Life of Girls and Women —, existenta unor
»sugestii ale unor relatii potentiale care contravin supozitiilor si
asteptarilor pe care le avem despre lumea reald” (Zetu, 2013: 21).

Dragostea, marturisesc indragostirile eroinelor lui Alice Munro, se
presimte rapid, ca stare aparte instalatd in doar citeva ceasuri petrecute
impreund cu cineva, ntr-o conversatie initiatd de circumstantd si in
micile gesturi de atentie. Dintr-o asemenea situatie-tip se iveste, timida
si neincrezatoare la inceput, revelatia unei fiinte similare. Dacd
incomunicabilitatea reprezintd marea problema a relatiilor de familie,
comunicarea fireasca, incredibil de fireasca, instalata in cele mai
comune situatii, e, fard gres, simptomul gasirii celuilalt si toate
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dezvoltdrile ulterioare ale acestor istorii, erotice doar ca promisiune,
confirma adevarul primei intuitii. Iar adevarul std intotdeauna in detaliile
aparent nesemnificative, Tn impresiile pasagere ce marcheaza dupa aceea
existenta secretd a eroinelor sale. Greta, o poetesa din Vancouver
(Tarmul Japoniei), salvata de penibilul de a fi baut prea mult la o
petrecere organizatd de redactorul revistei care a publicat-o, ramine cu
gandul la barbatul care a dus-o acasa cu masina si pe care l-a cunoscut
doar 1n timpul acestui drum. Obsesia e persistentd, pare una de femeie
bovaricd — pe deasupra si poetd (si mama abia In restul timpului) —, dar
cand are ocazia sd vina pentru o perioadd in Toronto, unde barbatul
locuia, 1i scrie. O face cu sentimentul cd arunca o sticld in apa sperand
prosteste ca mesajul sa ajunga la tdrmul Japoniei, dar are marea surpriza
sa fie asteptatd de el la tren. La fel, Grace, adolescenta neconventionald
din Pasiune, logodita din inertie cu Maury, ranitd fiind la picior, se
abandoneaza brusc fratelui vitreg al acestuia, doctorul Neil, pe care
ajunge sa-1 cunoasca profund 1n doar intervalul drumului spre spital. Si
in toate aceste momente este congtientd ca tranteste brusc o poarta in
urma ei §i ca pasiunea pe care $i-o imagina intr-o anume expresie fizica
poate avea fete mult mai intense, dar si mult mai sublimate.

Astfel de ilumindri fulgurante au atita fortd, Tncat amintirea lor
persistd o viatd Intreagd, cum va constata si Meriel din Ce ramdne in
amintire, femeia careia dupd-amiaza de dragoste petrecutd cu proaspata
sa cunostintd — Asher, doctorul ce o Tnsoteste in vizitarea unei matusi —
11 da o senzatie de plenitudine ce Tnseamna si fericire, §i sentimentul
mandriei de sine. Alice Munro reactualizeaza modelul dragostei
romantice ca ecran negativ pentru deciziile protagonistei: pe puntea
feribotului ce o duce catre casa si familie, rememorand, cum o va face
ani buni dupa aceea, detaliile recentei Intélniri, lui Meriel 1i trece prin
cap gandul ca, daca ar fi personajul unei anumite povestiri — cum nimeni
nu mai scrie astazi —, ceea ce 1-ar ramane de facut ar fi sa se arunce in
apa si cd, dintr-un punct de vedere interzis, aceasta ar fi dovada suprema
a rationalitatii. Rasturnarea raportului obisnuit idealism — realism,
ascunsa bine 1n aceastd amintire, e materia unei a doua vieti, secrete,
visate cu ochii deschisi. O viata care, paradoxal, nu e revizuitd de Meriel
nici macar dupd ce afla ca doctorul, pe care nu 1l mai intdlnise niciodata
de atunci, a murit Intr-un accident, semn ca episodul consumat cu multi
ani Tn urma era definitiv asimilat de intimitatea sa adanca si 1i sustinea,
dintr-un punct-cheie, intreaga viatd afectivd. Momentul o face 1nsd sa
descopere capacitatea selectiva a amintirii care masoara de fapt vointa
noastrd de iluzionare. Cdci intre toate amintirile pastrate ca o comoara
de pret, una singura fusese alungatd in colturile memoriei, cea in care
Asher, refuzdnd imbratisarea de despartire, 1i spune ,Nu fac asta
niciodatd”, dandu-i clar de inteles cd a decis s-o fereasca de umilinta
adulterului si de falsele sperante. Fara sd o spund explicit, prozatoarea
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acordd memoriei o pondere decisiva in definirea identitatii personajelor
sale, iar faptul acesta se poate masura mai ales prin transformarile pe
care le produc ravagiile numeroaselor boli mintale de care sunt afectate
femeile sale.

Problematizarea identitatii feminine nu se impune numai ,din
afard”, in cadrele inertialului mecanism al vietii traditionale de familie
care, cum s-a vazut, avanseaza catre un ,,divort mintal” determinat de
asumarea progresiva si tacitd a rolurilor de gen prealocate: pe de o parte,
mama cu copii i casa, de cealaltd, tatdl cu profesia si banii. Nu neaparat
copiii sunt cei care impart Tn doud lumea domesticd. Asumarea
responsabilititilor de gen poate atinge zona intima a unei constiinte de
sine definite din perspectiva valorizarii sau nonvalorizarii ca individ
autonom. in contextul mentalitar circumscris libertinismului anilor “70,
povestirea Refugiul opune doud variante de cuplu corespunzind celor
doud mentalitati concurente: “the narrator reflects with or through her
eclectic memories on the advantages and disadvantages of both
lifestyles — patriarchy and/vs. female liberation™ observa Sigrid Miiller
(2014: 25). E vorba, pe de o parte, de parintii nonconformisti care isi
»depoziteaza” fiica la rude pentru ca ei sd poatd pleca sd lucreze In
Africa, de cealalta, unchiul si matusa Down, imagine perfecta a
raportului de supunere si dominatie. In casa acestora din urma,
naratoarea pubera afla ca e de preferat 0 mama a cdrei personalitate
debordanta se exercitd chiar si Tn dauna simtului matern, unei sotii-copil
care, din comoditate si lasitate, 1si amana la nesfirsit maturizarea,
compldcandu-se Tn a fi administratorul de nddejde al casei-refugiu
pentru un barbat important social.

Onestitatea scrisului lui Alice Munro lasa deschis intreg acest teritoriu
al optiunilor individuale fara sd permitd insinuarea vreunei judecdti sau a
vreunui partizanat sexist. Diatribele feministe sunt repartizate unor
personaje ,,de rascruce de epoci”, genul razvritit si independent precum
Grace din Pasiune, cuceritoare prin opozitia obstinatd fatd de tot ce
insemna modelul feminin al anilor 50, Intruchipat atit de bine de Liz
Taylor 1n filmul, la moda pe atunci, Tatal miresei:

Frumoase, venerate, rasfatate, egoiste, cu mintea de gdind. Asa trebuia sa fie o
fatd ca sd se indragosteascd si de ea cineva. Pe urma devenea mama si nu mai era
niciodata altfel decat devotata lacrimogen copiilor. Nu mai era egoistd, doar ca mintea
0 avea tot ca de gdina. Pentru vecie.

Traseul Intortocheat al descoperii sinelui si al afirmarii identitatii se
decanteazd si in limitele descrise de mimetism vs. comportament

Lharatorul reflecteaza, cu sau prin amintirile sale eclectice, la avantajele si
dezavantajele ambelor stiluri de viatd — patriarhalitatea §i/vs. eliberarea femeii” [trad.
mea.]
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autentic, sugereazd prozatoarea. Mediatizarea voioasa a femininului ,,de
interior”, decorativ si indatoritor, este resimtitd ca o forma perfida de
ghetoizare intelectuald, actiondnd pe nesimtite asupra constiintelor.
Alfrida din Mobila de familie, tdndra promititoare si neconventionala,
care scrie sub pseudonim intr-un ziar popular in caiteva orasele din
Ontario la rubrica ,,Pagina pentru gospodine a Florei Simpson”, aduce
zvonul unei alte lumi Intr-un mediu sufocant, dominat de suprematia
matusilor si a unchilor batrani, dar ajunge sa se identifice in viata chiar
cu cititoarele rubricii sale, cele pe care le dispretuise profund, si cu
habitudinile, intotdeauna ironizate, ale conservatoarei sale familii. Ce
model a mimat Alfrida si ce era ea de fapt? Tanara emancipatd sau
casnica pentru care furniza in articolele sale noutatile de ultima ord in
materie de decoratiuni si retete culinare? Pand unde poate fi facut
raspunzdtor mediul de ceea ce devenim? Si cat pret merita sa fie pus pe
prejudecdtile unei societati in care — cum spune Greta din Jarmul
Japoniei — simplul fapt cd ai o idee serioasa sau cd citesti o carte
adevdratd e taxat ca gest suspect care avea legaturd cu imbolndvirea
copilului de pneumonie?

The room of one’s own a Virginiei Woolf, pe care Alice Munro o
ilustrase In The Office (din volumul Dance of the Happy Shades), este
camera goald, din care ,,mobila de familie” a fost aruncata, pentru ca
acolo sa vorbeasca, netrucata, nefiltratd, doar vocea interioard. Sau
drogheria 1n care naratoarea — tot un alter-ego al prozatoarei —, evadata
din casa Alfridei, descopera in fata unei cafele ordinare fericirea de a fi
singurd si de a-si fi intrezéri drumul, conditia de scriitor asumata
structural, dincolo de diletantism, mimetism, excentricitate sau fronda:
,,/Asta era ceea ce-mi doream, acestea erau lucrurile carora credeam ca
trebuie sia le dau atentie, asa voiam sa-mi traiesc viata”. Or
profesionalizarea femeii-scriitor, prin recunoasterea sociald a acestei
pasiuni ,,ciudate”, daca nu chiar ,,periculoase”, este si cel mai apropriat
mod de recomandare identitara pentru o scriitoare care s-a confruntat din
plin cu obtuzitatile mentalitare ale propriului mediu si pe care le-a biruit,
n viata, ca si 1n literatura sa, prin autenticitate.

A trai pe mai multe dimensiuni: Sofia Kovalevki — studiu de caz

Prea multa fericire este o proza cu un statut singular Tn opera lui
Alice Munro, nu doar excentrica, ci §i contrapunctica Tn multe privinte
lumii consacrate de autoare. Fatd de existentele feminine contemporane,
comune, anonime, raspandite pe vastul teritoriu al Canadei, femei-
victime, invinse in aspiratia de a-si schimba viata, Prea multa fericire e
fictionalizarea biografiei celebrei matematiciene de origine ruseasca cu
contributii Tn domeniul ecuatiile cu derivate partiale, Sofia Kovalevski,
un pionier In privinta emancipdrii intelectualitdtii feminine din Europa
sfargitului de secol al XIX-lea.
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Intr-o nota atasatd povestirii, Alice Munro marturiseste ca a
descoperit acest destin de exceptie in Enciclopedia Britannica si ca,
fascinatd de asocierea dintre scriitor §i matematician, a citit tot ce a gasit
despre ea, fiind recunoscatoare in primul rind volumului semnat de Don
H. Kennedy, Little Sparrow: A Portrait of Sophia Kovalevsky (1983).
Facand-o, impotriva tuturor habitudinilor scrisului sau de esenta
autobiografica, chiar eroina celei mai substantiale proze din volum,
aceea care 1i furnizeaza si titlul, ne putem ntreba daca nu a ridicat-o la
rang de mit personal.

Motoul povestirii e o altd marturisire apartinand chiar Sofiei
Kovalevki:

Multi dintre cei care nu au studiat matematica o confunda cu aritmetica si au
impresia cd e o stiintd anosta si aridd. De fapt, aceasta stiintd cere o imaginatie
debordanta.

In siajul celor doud paratexte, care atrag atentia asupra omului
complex care a fost Sofia Kovalevki si asupra imaginarului sau,
personajul a fost identificat cu ipostaza creatorului atemporal care, ca
matematician, exploreaza spatiile fanteziste ale posibilului, la fel cum
scriitorul o face cu alte mijloace: ,In my reading, the story is about the
enigma of mental space and its representations. As such, it is a story
about a woman mathematician and novelist but simultaneously a
reflection about how both mathematics and literature are works of the
imagination and discover the unexplored possibilities of the creative
mind”™* (Boucherie, 2010: 146).

Povestirea recompune biografia Sofiei Kovalevski intr-o ordine
subiectiva decisd de fluxul memoriei eroinei, printr-un amestec de flash-
uri trecut — prezent — viitor. Dintr-o familie aristocratd ruseascd, ea
reuseste sa-si urmeze visul utopic pe atunci, de a studia matematica la
universitate — ntr-o vreme in care in Rusia acest lucru nu era ingaduit
femeilor —, contractind o casatorie formald cu paleontologul Vladimir
Kovalevski numai ca sa fie scutitd de aprobarea pdrintilor pentru a
emigra. Viata ei Tmpartitd intre Palibino, mosia de la tard a familiei din
Rusia, Petersburg, Moscova, Heidelberg, Berlin, Paris si Stockholm e si
o pendulare intre condifia de femeie, care acceptd la un moment dat
convenienta vietii domestice si mondene (dand nastere si unei fetite) si
statutul inexistent Tncd, presimtit, dar greu de recunoscut, acela de om de
stiintd-femeie, matematician-femeie, profesor universitar-femeie, o
premierd absolutd In lumea europeand, pentru care francezii cei

4 ,in lectura mea, povestea este despre enigma spatiului mental si a reprezentirilor sale.
Asadar, este o poveste despre o femeie matematician si romancier, dar in acelasi timp o
reflectie despre modul in care atdt matematica, cat si literatura sunt opere ale imaginatiei
si descopera posibilitdtile neexplorate ale mintii creative.” [trad. mea]
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afectuosi nu sunt pregdtiti (In ciuda prestigiosului Premiu Bordin pe care
i-l1 acordd Academia Franceza de Stiinte, ,,mai degraba s-ar fi gindit sa
angajeze un cimpanzeu dresat”), dar suedezii cei reci si ,,cu capul pe
umeri”’, da. Sofia Kovalevski e 1intru totul o contradictie pentru
societatea inca patriarhala a celei de-a doua jumatati a secolului al XIX-
lea: ,,0 noutate absolutd, o ciudatenie adorabilda, femeia cu talent la
matematicd §i timiditate feminina, cu totul ncintdtoare, dar cu un cap
neobisnuit de Tnzestrat, ascuns sub bucle”.

Dar nu pe istoricul impunerii matematicienei Tn lumea stiintifica,
care poate fi cititd in orice biografie a sa, mizeazd proza lui Alice
Munro, ci pe zona subtild, alunecoasa si mai incontrolabild decat cea a
mentalului colectiv, zona relatiilor si a emotiilor, specialitatea scriitoarei
canadiene. Constructul narativ dezvolta ultimii trei ani din viata Sofiei,
anii semnificativi in acest sens, cei de dupa intdlnirea sa cu rusul
expatriat si el Maksim Kovalevski, profesor universitar de drept si
sociologie. Sunt anii care o {in Intr-o teribila confuzie sentimentald, cum
1i scrie prietenei sale (,,nu stia daca se indrepta catre fericire sau catre
suferintd”), pana ce barbatul masiv si la trup si la minte se decide sa se
cdsatoreasca cu ea in chiar primavara acelui an, 1891. Intoarsi in Suedia
din vacanta petrecutd la Nisa, unde si-a petrecut Craciunul alaturi de
Maksim, Sofia, bolnava de pneumonie, cade la pat si moare dupa cateva
zile.

Finalul, abrupt ca si 1n viata reald a protagonistei, ne poate antrena
pe directia unei interpretari simbolice, fataliste, care sd depdseasca
realismul crud al manifestarii hazardului in chiar momentul de apoteoza,
cel in care Sofia 1si constientizeaza ,,prea multa fericire” pe care a ajuns
sd o traiascd; o fericire care vine din sentimentul de Tmplinire pe toate
planurile existentei sale: a fost ceruta 1n casatorie de Maksim si va trai n
sudul Frantei (unde 1si poate continua munca la proiectele sale eliberatd
de presiunea de a preda la universitatea suedezd pentru a-si castiga
existenta), si-a sustinut la timp si stralucit conferinta programatd la
Stockholm si are o idee profunda despre viitoarea sa carte. Ceva neclar
ncd, dar care promite sa-i ofere o Tntelegere superioara ce 1i va dezvalui
enigma propriului destin — ,,0 migcare de pendulare, spuse ea, un puls al
vietii” —, ceva totalizator si esential, Tn stare sa armonizeze toate
aspectele fiintei sale: matematica, dragostea, literatura.

Arta lui Alice Munro e departe de a fi tezistd la modul feminist’.
Sugestia pe care o induce este ca se detaseazad de presiunea dicotomiilor,

3 Intr-un subiect ce ar putea furniza teme tari feminismului, autoarea o propune ca eroini
in primul rand pe femeia Sofia Kovaleski, ceea ce nu a trecut neobservat. Marijke
Boucherie constata in acest sens ca variantele denominative prin care Sofia e mentionata
in naratiune (intotdeauna fara precizarea numelui de familie) sunt semnificative pentru
focalizarea povestirii pe love-story-ul ei, dar, implicit, si pe diferenta sociala si culturala
dintre femei si bérbati ca realitate evidentd a timpului sau (2010: 149). De asemenea,
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atingdnd un plan general al filosofiei de viata 1n care problema esentiald
este aceea a echilibrului dintre plus §i minus sau a compensatiilor
necesare. ,,Prea mult”... atrage dupa sine pe ,,prea putin” sau excelenta
calitativi se vede cenzuratd cantitativ. Fictiunea valideaza ideea ca
moartea e sanctiunea impusd unei femei care si-a transgresat prin
Inzestrare nativd §i tenacitate limitele speciei, dar n-a renuntat nici la
implinirea ca femeie. Ultimele ei cuvinte, ,,Prea multd fericire”, asuma
intensitatea cu care si-a trdit viata, ardoarea cu care a ravnit, si a fost pe
punctul de a obtine, Totul. In aceast idee, discutia ultima dintre Sofia si
mentorul ei, profesorul Weierstrass, se poartd pe subiectul diferentei
dintre ei, dintre o viatd dedicatd exclusiv matematicii si un proiect
integral de existenta pe care batranul savant il priveste cu rezerva:

—  Mein Liebe, spuse ea. Iti poruncesc, iti poruncesc sa te bucuri pentru mine.
—  Trebuie sd ti se pard ca sunt foarte batran. Am dus o viatd linigtitd. Natura mea
nu are atatea faete ca a ta. Am aflat cu atita uimire ca scrii romane.

Prea multa fericire sta de la inceput pana la sfarsit sub semnul
excesului, al lui ,prea mult”, contrapondere pentru ,,prea putinul” din
celelalte proze ale volumului, despre crima, infanticid, boli incurabile,
deviatii sexuale, malformatii, alcolism, fiinte elementare etc. Nu poate
trece neobservat ecoul de tragedie anticd prin conturarea unui hybris
destinal ce singularizeaza social fiinta exceptionald la fel de mult
precum o fac si tarele diversilor psihopati din celelalte povestiri. La
acest nivel, nota comund a volumului, al carui titlu poate parea ironic si
neadecvat, este singuratatea celui care e altfel.

,Prea mult” e figura narativd a povestirii si la nivelul discursiv, ca
leitmotiv, si la cel al subliminal: inteligenta sclipitoare a Sofiei, puterea
ei de neinfrant care, in cele din urma, 1i aduce acceptarea profesionald si
umand §i uriasul Maksim, cu nume predestinat, in care totul e
hiperbolizare: ,,mare atét ca fizic, cit si ca intelect”, ocupand ,,prea mult
loc pe divan si in mintea celui ce se gandeste la el”. Sofia, de o
feminitate adorabila, dar cu minte ,,de barbat”, scriitoare si om de stiinta,
evoca o perfectiune de androgin la care zeii nu pot raméane indiferenti.
Cu atat mai mult cu cat e alaturata unei alte fiinte totale, lui Maksim, a
cdrui complexitate nu se poate descrie, spune ea intr-o scrisoare adresatd
unui prieten, decat ca suma de contrarii.

in logica narativa, inclusiv evenimentialitatea devine consecinta
aceleasi augmentari care provoaca limitele umanului. Célatoria Sofiei pe

Eva Zsizsmann consideri ci, desi apare ca o predecesoare a femeii independente, care
acumuleaza pentru sine si incearcd sd traiasca din ceea ce acumuleaza, Sofia nu adoptd
un discurs feminist strident, ci vede mai degraba relatiile dintre femei i barbati ca o
veche paradigma a carei desfiintare e dificild (2011: 205).
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vreme de iarnd din sudul Frantei spre Stockholm, cu opririle la Paris —
unde 1si viziteazd rudele rdmase in viatd (pe cumnatul sau Victor
Jaclard, fost comunard, si pe nepotul Urey), ca si pe matematicianul
Jules Poincaré — sau la Berlin, unde 1l revede pe celebrul Weierstrass a
carui studentd fusese, pare, retrospectiv, un semnificativ turneu de
ramas-bun. Apoi, epuizantul ocol al Copenhagdi unde se declansase
epidemia de variola si, in cele din urma, betia fericirii pe care o trdieste
indatd dupd sosirea in Stockholm; betie care o determina sa se intoarca
acasd pe jos, prin zdpada, de la receptia unde fusese invitata, imbracatd
doar 1n tinutd de seard, dar sub puterea de neoprit a unei revelatii
izvorate din explozia inteligentei ei:

Apoi parasi Incaperea fara sa se scuze si iesi afara. Capul 1i era prea plin de idei
stralucitoare §i exceptionale ca sa mai stea de vorbd cu oamenii. [...] Avea
picioarele ude, dar nu i era frig. Se gandi ca asta se datora lipsei de vant si senzatiei
extraordinare din mintea si din trupul ei, de care nu fusese constientd inainte, dar pe
care, cu sigurantd, se va baza de acum inainte. Poate ca era lipsit de originalitate sa
se gandeasca la asta, dar orasul parea desprins din basme.

Alice Munro sugereaza ca pana si mentalul etnic pare sa aiba un rol
in problema optiunilor categorice ale eroilor sdi. O explicatie, intre
altele, e predispozitia pentru extreme a rusilor, care traiesc la
temperatura pasiunii periculoase — ,,Rusii urdsc. Rusii iubesc” —, preferad
ninsoarea in locul ploii i nu se sinchisesc de conveniente cand sunt
prost dispusi. Implicit, suedezilor, lipsindu-le paroxismul, le lipseste
vocatia sacrificiului.

Povestea Sofiei Kovaleski pune problema generala a specificului
vietii femeii-artist, cdreia 11 este inerentd o dinamicd particulard a
raportarilor sale la public si privat. Jocul prezentei si absentei, al
fluxului i refluxului e decis de mecanismul unui ,sistem de vase
comunicante”, in care ce se castigd intr-o parte se pierde In cealalta. Este
vorba, n linii generale, despre conflictul dintre sine si ceilalti, dintre
solicitarile muncii de creatie si cele ale comunitatilor de apartenenta,
dar, in cazul particular al Sofiei, §i despre sacrificii precum emigrare,
inadaptare, rezerva si excludere sociald, necesitatea de se autointretine
sau o relatie mama — fiicd marcatd de sincope. Pentru Sofia insa,
sistemul, aproape matematic, de compensatii cu care opereaza viata se
resimte in primul rand 1n relatiile de cuplu, zona cea mai problematica,
pentru cd aici savantul, ,barbat” Tn mentalul sfarsitului de secol al XIX-
lea, se descopera acut concurat de natura sa proprie de femeie. Cei doi
barbati din viata Sofiei, Vladimir si Maksim, dezvoltd problematica
cuplului concomitent n termeni arhetipali si de gen, puncte de vedere nu
lipsite de tensiune.
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Maksim Kovalesky e iubitul perfect pand ce aceasta primeste
prestigiosul Premiu Bordin, fapt care il face sa se simtd plasat intr-un
con de umbra 1n societate §i, probabil, si in mintea Sofiei:

Premiul Bordin le stricase relatia. Asa credea Sofia. [...] in timp ce se rasfita
cu triumful ei, Maksim spald putina. Sigur cd nu spusese nimic despre adevaratul
motiv — indrugase ceva despre lucrarile pe care le avea de scris, cd avea nevoie de
linistea si de pacea de la Beaulieu.

Se simtise ignorat. Un barbat obisnuit sd i se dea atentie, care probabil nu
cdlcase vreodatd intr-un salon, la vreo receptie, de cand ajunsese la maturitate, si
atunci doar cand fusese cazul.

Vladimir in schimb, expresia unui animus hipotrofic, e sansa ei de
reusitd profesionald, relatia confortabild, netensionata de resentimente $i
puseuri de orgoliu masculin. Cand Sofia reuseste sd se casdtoreascad cu
el, Tnvingand Tmpotrivirea tatalui sau, e ,,nebund de fericire” nu pentru
casdtoria in sine, ci pentru cd a confirmat asteptdrile surorii sale cu
convingeri feministe, Aniuta, ficand un gest semnificativ in vederea
emancipdrii rusoaicelor. Interesanta este si optiunea lui Vladimir care,
dintre cele trei surori candidate la aceasta cdsatorie formald, o alege pe
cea mai putin vizibild ca femeie. Explicatia, spune Sofia, e aceea ca
Vladimir

nu avea convingerile pe care le au barbatii de obicei. De asta 1i putuse oferi un
statut egal, ceea ce altii nu fuseserd in stare sd facd, de asta nu-i putuse oferi acea
caldura si siguranta invaluitoare.

Barbatul dezirabil chiar si pentru o femeie-matematician e Maksim,
desi relatia cu el e departe de a fi calma si uniforma, confirmare a teoriei
ca atractia erotica tine de sexul intern, ca acest nivel ilustreaza fondul
ultim al individului, cel raspunzator de polaritatea elementard a sexelor
care are prea putin de-a face cu compatibilitatile exterioare (cf. Evola,
2006: 60-81). Maksim este dorit, cu o disperare controlata in afara, nu
pentru ca e ,.barbatul bogat, inteligent si realizat”, ci pentru senzatia de
protectie si sigurantd la care calitatile lui evidente concura; senzatie care
emand din ,,umdrul lui lat” §i din ,haina lui de stofd find, scumpa,
mirosul ei de bani si de bunastare”, toate acestea evocand — semnificativ
pentru psihanaliza personajului Sofia — imaginea tatalui ei din copilarie.
Barbatul ca Tata si Iubit vs. femeia ca naturd proprie releva un dialog la
nivel de arhetipuri dezvaluind sinele adanc al Sofiei:

Minunata lui siguranta de sine, aceeasi siguranta pe care o avea si tatal ei, pe
care o poti simti de fetitd, cand te cuibaresti in bratele lor si ai vrea sd ramai acolo
pentru tot restul vietii. E si mai bine dacd barbatul acela te iubeste, te alina, chiar
dacd nu e decat un fel de pact arhaic si nobil pe care l-au facut acesti barbati, o
legdtura pe care au semnat-o fara entuziasm, ci doar din necesitatea de a te ocroti.
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S-ar supara daca le-ar spune cineva ca sunt docili, dar, intr-un fel, chiar asa
sunt. Se poartd barbateste, isi asuma riscuri si sunt cruzi, au responsabilitati si
insald cu bund stiintd. Comportamentul asta are niste reguli de care, ca femeie,
uneori te bucuri, dar alteori nu.

Love-story-ul Sofiei sugereazd ca diferenta dintre Vladimir si
Maksim e aceea dintre factorii care conditioneaza si cei care determina.
Cuplul social legat prin coercitia institufionala (a familiei, a
patriarhatului, a ideilor nihiliste comune) e imaginea in negativ a celui
elementar, magnetic, configurat de complementaritatea si integrarea, in
stare pura, a calitatilor masculine si a celor feminine.

Paradoxal pentru statutul ei public, povestea Sofiei este despre
fericire §i fericirea este cuvantul-temda al naratiunii. Dar fericirea unei
fiinte ce aspira spre integralitate are mai multe fete si mai multe
intensitdfi. Existd un prim moment cand Sofia fusese ,.extrem de
fericitd”: o fericire-bucurie-incredere incercata la treisprezece ani, cand
face cunostintd cu trigonometria constatand, in fata unei lucrdri de
opticd, ca mintea ei e capabila de conexiuni pe care nu le-a invatat
niciodatd. Exista o fericire ,,nebuna” cind realizeaza cd-si poate urma
vocatia iesind din fortareata Rusiei patriarhale. Exista chiar si varianta
soft, o fericire domestica si facilad care 1i demonstreaza ca ,,viata poate fi
foarte satisfacdtoare si fara realizari marete”. E fericirea pe care Sofia o
cunoaste cand incerca multumirile vietii de familie si ale vietii mondene
dupa ce se repatriaza in Rusia cu diploma de doctor frumos impéturita in
cutie. Existd 1nsd o fericire complexa cdreia nu-i poate rezista, alcatuitd
din toate acestea si chiar depdsindu-le. Fericirea care pune in acord
exteriorul cu interiorul, socialul cu elementarul — acea dimensiune de
maximd profunzime de care t{ine talentul ei in matematicd (,,un dar
natural, asemenea aurorei boreale™), vocatia artistica si, evident, erosul.
O fericire care-i va fi fatala, caci are valoarea unei rupturi de nivel. Dar
mai exista si un tip cu totul aparte de fericire, asupra careia Alice Munro
gloseaza insistent, aparent factice, dar, se va vedea in final, deloc astfel.
E fericirea indusa artificial de medicamentul pe care i-1 oferise doctorul
din Bornholm in timpul célatoriei spre Stockholm, o fericire-betie care
se naste din senzatia ca toate obstacolele din viata ei au fost inlaturate si
cd ,,evenimentele si ideile capatau o forma noud, vazute prin panouri de
inteligenta limpede, printr-o lentila care preschimba totul”. Aceastd
fericire-clarviziune provocata, extrem de asemandtoare insd cu cea
naturald, ndscutd din revelatiile mintii ei, cu fericirea prin ecranul careia
Sofia isi prognozeaza o viatd plenara, implica ideea cd manifestarea
inteligentei este la fel de stenica ca un drog.

Prea multa fericire are o importanta aparte in receptarea adecvata a
operei lui Alice Munro, scriitoare considerata, fara nuantele necesare,
drept feminista. Acesta este si motivul pentru care proza a facut obiectul
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unei analize distincte in studiul de fata, analiza ce vine sa Intregeasca
configurarea patternurilor de gen ale scrisului sau — aspect care a avut
parte de o tratare anterioard (cf. Bodistean, 2007) —, dar mai ales sa-i
puncteze nota specificd. Povestirea in sine este un exemplum pentru
pozitia ideologica echilibratd a scriitoarei canadiene care face din
personajul sdu expresia unui feminism conditionat istoric — in particular,
o ofensiva a inzestrdrii naturale fatd de un mental institutional patriarhal
—, dar nu si a de-feminizdrii. Personalitatea complexa a Sofiei
Kovalevski, disecatd din perspectiva naturii ei de femeie, i permite lui
Alice Munro sa dea glas acestui feminism afirmativ, in varianta exclusiv
benigna.
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Gemeinsamkeiten und Unterschiede zwischen
deutschen und ruménischen Marchen

Adela Driucean’, Melitta Sava (Rosu)™

Similarities and Differences between German and Romanian Fairy Tales

Abstract:

The study aims to compare Romanian and German fairy tales in order to
prove that shared topics such as the discharged soldier, the rewarding of man’s
kindness by God, the diminishing of the devil’s powers when confronting man
have been fundamental to some texts regardless of the area of origin. What
makes the difference here is the author’s input under the influence of his
nation’s spirituality.

Keywords: mortals, God, devil, soldier, Romanian fairy tale, German fairy
tale

Im Kontext eines wachsenden Interesses fiir interkulturelle Aspekte
und ausgehend von Wilhelm Grimms Auffassung von Gemeinsamkeiten
der Miirchen® aus verschiedenen Lindern und Kulturen, beschiftigt sich
die vorliegende Arbeit mit zwei Mérchen aus der deutschen bzw. der
ruminischen Literatur und soll als Ansatz fiir weitere Untersuchungen
gelten.

,,unter einem Mirchen verstehen wir seit Herder und den Briidern
Grimm eine mit dichterischer Phantasie entworfene Erzidhlung
besonders aus der Zauberwelt, eine nicht an die Bedingungen des
wirklichen Lebens gekniipfte’ wunderbare Geschichte, die hoch und
niedrig mit Vergniigen anhoéren, auch wenn sie diese unglaublich
finden* (Liithi, 1990: 3).

Unabhingig von seiner Herkunft kennt das Mirchen keine
Einschrinkung seiner Glaubwiirdigkeit, es ist eine Erzidhlung in der alles
erlaubt ist. Was die Komposition anbelangt, ldsst sich ein Muster
erkennen. Pavel Ruxdndoiu spricht von narrativen Macrosequenzen,

* Assoc. Prof. PhD, “Aurel Vlaicu” University of Arad, adeladraucean @ gmail.com

** Lecturer PhD, “Aurel Vlaicu” University of Arad, melitta.rosu@yahoo.com

6 _Die Verwandtschaft also, welche in der Sprache aller Volker durchbricht, [...]
offenbart sich gerade so in ihrer iiberlieferten Poesie, welche ja auch nur eine hohere und
freiere Sprache des Menschen ist (Grimm, 1992: 337).

" Andererseits gilt jedoch das Mirchen auch als ,der Wirklichkeit gewachsen bis
tiberlegen* (Faber, 2002: 13).

31



zum Beispiel: urspriingliche Phase, Wendepunkt, Losung und
Belohnung des Helden (vgl. Ruxandoiu, 2001: 424), Propp hingegen
erkennt in der Mérchenhandlung eine Verkettung von 31 Funktionen
und sieht darin eine vom Helden begangene Tat, die klar definiert und
wichtig fiir den Verlauf der Handlung ist (vgl. Propp, 1970: 26). Der
Held begibt sich auf den Weg, um etwas zu vollbringen oder einer
Verpflichtung nachzukommen. Er besiegt das Bose meistens mit Hilfe
seiner Weggefihrten. Schlieflich kehrt er zuriick und wird belohnt.

Stereotype Merkmale lassen sich auch an den Figuren erkennen.
Diese kreisen immer zwischen Gut und Bose. Wenn das Gute und das
Bose im Mirchen auch auf den ersten Blick antithetische Elemente zu
sein scheinen, so ergidnzen sie sich jedoch gegenseitig. Jedes Element
des Bosen hat einen tieferen Sinn und soll das Gute zum Vorschein
bringen und umgekehrt. Himmel und Holle werden zu Schauplétzen.

Eine eingehende Analyse ruminischer Mirchen, wie: Ion Creangas
Iwan Turbinka und deutscher Mirchen, wie Bruder Lustig von Jacob
und Wilhelm Grimm, weist dhnliche Motive auf, die in der gesamten
europdischen Region verbreitet waren und die, je nach Land und
Mentalitét, volksspezifisch verarbeitet und interpretiert wurden.

In ihren Anmerkungen zu den KHM der Briider Grimm weisen Bolte
und Polivka (2012: 149) darauf hin, dass bereits Wilhelm Christoff
Sigmund Mylius von einem Bruder Lustig spricht, ,Diesen Namen
verwendet auch W. Mylius in seiner Ubersetzung von H. Mackanzies
Erzdhlung Der Mann von Gefiihl* (Berlin, 1785 S: 33): ,Denn die
Burschen sind gemeininglich Briider Lustig und Hans ohne Sorgen*
(Fellows of much mirth and little thought). In seinen Anmerkungen zu
den Deutschen Volksmdrchen aus Schwaben erkennnt Ernst Meier
Mythen, die Bruder Lustig zu Grunde liegen. So stellt er eine Parallele
zwischen den zwei Wanderern aus dem Mirchen und den zwei Géttern
Donar und Loki her, ,,wobei Petrus wie gewdhnlich an die Stelle
Donars, des Donner- und Regengottes getreten ist. Der Bruder Lustig
aber, wie J. Grimm bemerkt, entspricht schon wegen des Herzessens®
dem listigen Loki, dem auch die Edda eben diese Dieberei zuschreibt*
(Meier, 2015: 199).

Eine im europidischen Mirchen hiufig anzutreffende Figur ist der
entlassene Soldat. Auf diesen Aspekt weist auch Jean Boutiere (1976:
320) in seiner Dissertation iiber Ion Creanga hin. In Creangds Iwan
Turbinka erhélt der alte Soldat eine &drmliche Abfindung, ,.zwei
Silberrubel Taschengeld*:

8 Die Tatsache, dass Lustig das Herz des gekochten Lammes verzehrt, dies jedoch vor
Petrus leugnet, kann in Analogie zur Judas-Christus Beziehung beurteilt werden (vgl.
dazu auch Bolte, Polivka, 2012: 150).
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Es war also einmal ein Russe, der hief Iwan. Dieser Russe war von Kindheit an
unter den Soldaten aufgewachsen, und da er etliche Dienstzeiten hintereinander
gedient hatte, war er dariiber alt geworden. Als nun seine Vorgesetzten meinten, er
habe seine Soldatenpflicht erfiillt, entliefen sie ihn aus der Armee mit allen seinen
Waffen, auf dass er gehen moge, wohin es ihm gefiele, und gaben ihm zwei
Silberrubel Taschengeld (Creanga, 1952: 259).

Im deutschen Mirchen Bruder Lustig erhdlt der Soldat neben Geld
auch ein Brot:

Es war einmal ein groBer Krieg, und als der Krieg zu Ende war, bekamen viele
Soldaten ihren Abschied. Nun bekam der Bruder Lustig auch seinen Abschied und
sonst nichts als ein kleines Laibchen Kommif3brot und vier Kreuzer an Geld; damit
zog er fort (Grimm: 0.S.).

Trotz der Armut teilen die Helden ihr ganzes Hab und Gut mit den
Bediirftigen, die eigentlich Gott und der Heilige Petrus waren. In beiden
Fillen wird der groPziigige, gutherzige Mensch belohnt, indem er alles
was er begehrt, in einen Ranzen packen darf. Mit Hilfe dieses Ranzens
erlangt Iwan Unsterblichkeit, indem er selbst den Tod erschreckt. Lustig
gelangt durch einen geschickten Schachzug in den Himmel, indem er
sich selbst im Ranzen versteckt und so, vom Heiligen Petrus ins
Himmelreich befordert wird.

Daran ldsst sich eine weitere Gemeinsamkeit zwischen dem
deutschen Mirchen und der ruménischen Schopfung erkennen, die
Einfiigung einiger Motive aus der Hagiographie und Kirchentradition.
Die Heiligen und die Teufel verlieren ihre typischen Eigenschaften,
ihnen werden menschliche Ziige zugeschrieben. Das Fantastische’ wird
humanisiert, indem sich das Metaphysische unter Erdlinge mischt. In
Iwan Turbinka kommt Gott in Begleitung des Heilligen Petrus auf die
Erde, um bei den Sterblichen nach dem Rechten zu sehen. Ahnlich wie
im Volksglaube zeigt sich Gott dem Sterblichen Iwan als alter Bettler:

So stellte denn Petrus ans untere Ende der Briicke, der Herrgott ans obere, und sie
begannen um milde Gaben zu bitten. Als Iwan bei der Briicke ankam, zog er die
beiden Silberrubel von dort hervor, wo er sie verwahrt hatte, und gab den einen
dem Heiligen Petrus und den anderen dem Herrgott (Creangd, 1952: 260).

o ,Zauber, Wunder und Ubernatiirliches* (Liithi, 1990: 2), werden nicht nur mit
Mirchen in Verbindung gebracht, sondern gelten auch als deren Markenzeichen.

Die Besonderheit Creangis besteht iiberwiegend darin, das Ubernatiirliche, Mythische in
die traditionelle Dorfwelt zu verlegen, wobei das Ubernatiirliche durchaus profan
behandelt wird (vgl. Dumitrescu-Busulenga, 2017: 107).
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Iwans Barmherzigkeit bringt ihm die Belohnung von Gott. Obwohl
sich Gott einfacher Worter und Gesten bedient, so besitzt er doch das
Allwissen, um Iwans wahren Charakter zu erkennen:

... Sei unbesorgt Petrus, sagte der Herrgott. Vor einem Wanderer, der singt, brauchst
du dich nicht zu fiirchten; dieser Soldat ist ein gutmiitiger und barmherziger Mensch.
Siehst du es ihm nicht an? Er hat nur zwei Silberrubel auf dem Herzen, lass uns ihn
einmal versuchen: komm stell dich als Bettler an dieses Ende der Briicke, ich will
mich an jenes andere stellen, und du wirst sehen, wie er, der arme Schlucker, uns alle
beiden Silberrubel als Almosen gibt (Creanga, 1952: 260).

Im deutschen Mirchen wird der Held nur vom Heiligen Petrus auf
die Probe gestellt:

Der heilige Petrus aber hatte sich als ein armer Bettler an den Weg gesetzt, und wie
der Bruder Lustig daherkam, bat er ihn um ein Almosen. Er antwortete: ‘Lieber
Bettelmann, was soll ich dir geben? Ich bin Soldat gewesen und habe meinen
Abschied bekommen, und habe sonst nichts als das kleine KommiBbrot und vier
Kreuzer Geld, wenn das all ist, muB} ich betteln, so gut wie du. Doch geben will ich
dir was.” Darauf teilte er den Laib in vier Teile und gab davon dem Apostel einen
und auch einen Kreuzer (Grimm: 0.S.).

Aus der Bibel und dem Leben der Heiligen wissen wir, dass Petrus
derjenige war, der sich am Griindonnerstag als erster von Christus
lossagte, ,bevor der Hahn zweimal kridht, wirst du mich dreimal
verleugnen und behaupten, dass du mich nicht kennst* (Markus 14, 30).
Dadurch weist Gott auf die menschliche Schwiche hin; indem er Petrus
die Welt anvertraut, erwartet er von ihm das gleiche Verstdndnis fiir
Siinder, das ihm entgegengebracht wurde.

Seine Anwesenheit im Mirchen ldsst sich dadurch erklaren, dass der
einfache Mensch Petrus Gott am néichsten empfindet, da er als Hiiter des
Himmelreichs dient und die Sterblichen dort empfingt. Die
Verbundenheit des einfachen Menschen gegeniiber dem Apostel kann
bereits an dessen Namen erkannt werden, er ist familiir. Der Heilige
Petrus agiert entweder als Wegefihrte Gottes auf Erden:

Wihrend Iwan [...] torkelnd, vor sich hinging, ohne zu wissen, wohin er seine
Schritte lenken solle, begab es sich, dass auf einem Seitenweg nahe vor ihm eben
der Herrgott und der heilige Petrus einhergingen, in wer weiff welches fromme
Gesprich vertieft (Creangd, 1952: 259),

hat Heilungs- oder sogar Wiederbelebungskrifte: ,.Lalt Euer Heulen
und Weinen“m, sprach der heilige Petrus, ,,ich will den Mann wieder
gesund machen®, nahm eine Salbe aus der Tasche und heilte den

'%gl. Bibeltext Johannes 16: 20.
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Kranken augenblicklich (Grimm: o.S.) oder hiitet das Tor zum
Himmel: ,,‘Mach auf, Sankt Peter!” rief Iwan und schlug in das Tor. Der
Heilige Petrus offnete, und Iwan trat ein, um wieder vor Gottes
Angesicht zu erscheinen...“ (Creanga, 1952: 275).

Creanga erginzt die Eigenschaften des Apostels indem er dessen
Furcht vor dem Soldaten hinzufiigt. Diese neue Eigenschaft, eher eine
menschliche Schwiche, ist ein originelles Merkmal, durch das der
Schriftsteller den Leser zum Lachen bringt:

Herr, sagte Sankt Peter erschrocken, lass uns eiliger gehn oder seitwirts
ausweichen, wer weiss, ob jener Soldat nicht streitsiichtig ist [...] Du erinnerst dich
doch, dass ich [...] von einem seinesgleichen Priigel eingesteckt habe (Creanga,
1952: 260).

Nicht nur der Heilige Petrus hat Angst vor dem Soldaten, sondern
auch die Bewohner des Schattenreiches. Im Unterschied zur kirchlichen
Tradition, die Holle und Teufel furchteinflofend darstellt, schreiben
ihnen die untersuchten Autoren menschliche Eigenschaften wie Angst
und Dummbeit zu. Die Vielzahl der Teufel und ihre Taten und Worte
tragen ebenfalls dazu bei, dass diese dem Leser fast sympatisch
erscheinen. In Iwan Turbinka iibertreffen sich die Teufel gegenseitig um
dem Soldaten jeden Wunsch zu erfiillen und in Bruder Lustig fiirchten
sie den Soldaten:

und kam endlich zu einem groen schwarzen Tor, und das war das Tor der Holle.
[...] drauBen ist ein Kerl mit einem Ranzen und will herein, aber laft ihn beileibe
nicht herein, er wiinscht sonst die ganze Holle in seinen Ranzen (Grimm: 0.S.).

Wenn die Teufel in den Ranzen steigen, bieten sie eine regelrechte
komische Vorstellung ,,Aber neun Teufel gegen einen Soldaten war
doch zuviel, und wenn er auf den vordern zuschlug, so packten ihn die
andern hinten bei den Haaren und rissen ihn erbarmlich®. Teufelspack,
rief er, ,jetzt wird mirs zu arg: wartet aber! Alle neune in meinen
Ranzen hinein!* (Grimm: 0.S.). In beiden Texten wird der Teufel nicht
ikonisch dargestellt; dies gilt nicht als Strategie, um das Gefiihl der
Alteritit zu verstidrken, sondern, ganz im Gegenteil, um das Gefiihl der
Angst abzuschwichen (vgl. Paduraru, 2012: 117).

Die untersuchten Texte beziehen sich auf die menschliche Natur und
die Art und Weise in der das Individuum diese wahrnimmt. Weil er
nicht verstanden hat, dass der Tod den Menschen vorgeschrieben ist,
wird Iwan zum ewigen Leben verurteilt. Lustig ist es auf Erden zu
langweilig und weif3, worum er den Heiligen Petrus bitten soll, um ins
Himmelreich zu kommen:

‘Nun, willst du mich nicht einlassen, so nimm auch deinen Ranzen wieder: dann
will ich gar nichts von dir haben’, sprach der Bruder Lustig. ‘So gib ihn her’, sagte
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der heilige Petrus. Da reichte er den Ranzen durchs Gitter in den Himmel hinein,
und der heilige Petrus nahm ihn und hing ihn neben seinen Sessel auf. Da sprach
der Bruder Lustig: ‘Nun wiinsch ich mich selbst in meinen Ranzen hinein’. Husch,
war er darin, und sa} nun im Himmel, und der heilige Petrus musste ihn darin
lassen (Grimm: 0.S.).

Im Universum der Schriftsteller scheinen Himmelreich und Holle
sehr nahe beieinander zu sein. Dies beweisen auch die leichten, kurzen
Wege von einem Ort zum anderen: ,,[Er] kam endlich zu einem groflen
schwarzen Tor, und das war das Tor der Holle... [...] Wenn sie mich da
nicht wollen, dachte er, ,,will ich sehen, ob ich im Himmel ein
Unterkommen finde, irgendwo mu8} ich doch bleiben* (Grimm: o0.S.).

Im Vergleich zum ruménischen Mirchen weist Bruder Lustig auch
auf iibermenschliche Fihigkeiten des Heiligen Petrus und dessen
Freunschaft mit dem Soldaten hin. Infolge der vom Apostel vollbrachten
Wunder nimmt Bruder Lustig alle Gaben zu sich:

‘Im Namen der allerheiligsten Dreifaltigkeit, Tote, steh auf’. Und beim drittenmal
erhob sich die Konigstochter lebendig, gesund und schon. Nun war der Konig
dariiber in groBer Freude und sprach zum heiligen Petrus: ‘Begehre deinen Lohn,
und wenns mein halbes Konigreich wire, so will ich dirs geben’. Der heilige Petrus
aber antwortete: ‘Ich verlange nichts dafiir’. ‘O, du Hans Narr!’, dachte der Bruder
Lustig bei sich, stiel seinen Kameraden in die Seite und sprach: ‘Sei doch nicht so
dumm, wenn du nichts willst, so brauch ich doch was’. Der heilige Petrus aber
wollte nichts; doch weil der Konig sah, daB der andere gerne was wollte, lie er
ihm vom Schatzmeister seinen Ranzen mit Gold anfiillen (Grimm: 0.S.).

Eine eigene und seitdem bestehende Marchensprache wurde den
Grimms mehrmals nachgewiesen: ,lhre Sprache ist schlanker und
poetischer, sie fingiert Volkstiimlichkeit, sie ist angereichert mit den
Alltagsweisheiten und Redewendungen ihrer Herkunft, etwa mit dem
hessischen °Ei, freilich’. Es war Wilhelm, der solche Verschonerungen
gegen Jacob, der sie fiir unwissenschaftlich hielt, durchgesetzt hat, er
war es, der fiir die Texte den idealen Mirchenton gefunden hat*
(Greiner, 2009: o0S). Rolleke weist darauf hin, dass diese
Mirchensprache nicht zufillig eingesetzt wurde, sondern, ,da er
[Wilhelm] vermutete, dass die Maérchentradition hierzulande um die
Lutherzeit ihren Hohepunkt erlebte, orientierte er sich an der Sprache
der Lutherbibel. Er hat das Deutsche also archaisiert und kunstvoll
etwas ‘zuriickgedreht’, so entstand freilich etwas ganz Neues* (Rolleke,
2012: oS). Beispiele fiir veraltete und mundartliche Ausdriicke wéren
,verfumfeien, was soviel bedeutet wie verpfuschen, verschwenden,
leichtfertig  vertun, ,wohlfeil“,  abgedroschen, billig, oder
,Diebsgesindel als Bezeichnung fiir Menschen mit asozialem
Benehmen. Creangi gilt ebenfalls als ein Asthet des Volksmundes und
wahrer Kenner des Dorflebens. Auf spielerische Art und Weise stellt der
Autor ein Possenspiel zusammen, wobei sogar Gott als Schelm
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erscheint. Dieser Charakter wird dem Mairchen nicht nur durch den
Volksmund, sondern durch das besondere Gespiir des Autors verliechen
(vgl. Lovinescu, 1989: 306-309). Vladimir Streinu (1971: 111) spricht
in diesem Zusammenhang sogar von einer ,,drolligen Syntax*.

Beide Mirchen weisen zahlreiche Sprichworter und Redewendungen
aus dem Volksgut auf: ,Milde Gaben fiihren ins Himmelreich.*
(Creanga, 1952: 260); ,,Wer wessen Herr wird, er iiber die Teufel oder
die Teufel tiber ihn! “ (Ibidem: 263) ,,[...] Wirest du geblieben, so wérst
du mir wie ein Bruder gewesen; bleibst du nicht, so bist du mir wie zwei
Briider wert. (Ibidem: 268); ,,Mit Recht hat einmal jemand gesagt:
‘Gibst den Finger du dem Iwan, steigt er dir gleich auf dem Diwan’.*
(Ibidem: 282); ,,So lang Welt und Erde steht/ Und kein Wind am Herde
weht.” (Ibidem: 283) oder, ,,Was er wieder fiir einen Sparren im Kopf
hat!*; ,,was der fiir Miicken im Kopf hat, denn was er mit der einen
Hand gibt, das nimmt er mit der andern®; ,,nun bin ich ein gemachter
Kerl*; ,,‘nun, heb die Beine auf, Bruderherz’, sprach er zu ihm, ‘daf} wir
noch zu rechter Zeit hinkommen’.*; ,,Gleich bezahlt, oder ich will euch
mit griinem Haselsaft waschen'" (Grimm: 0.S.).
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A Contrapuntal Reading of Daniel Defoe’s
Robinson Crusoe

Arash Moradi”
Farideh Pourgiv"

Abstract:

Daniel Defoe’s Robinson Crusoe has been described as an allegory of
colonization. Using Edward Said’s contrapuntal reading strategy, the present
article analyzes Daniel Defoe’s Robinson Crusoe. This study attempts to shed
light on the dark spots of the novel, give voice to the unheard characters of the
original story,anduncover new meanings and new aspects of the story.In doing
so, J. M. Coetzee’s Foe, which is a counter-canonical text revealing unheard
voices and dark spots of the original story, is analyzed first. It becomes clear
that novels which are manifestations of culture have been a critical first step for
imperial powers to subjugate other nations, an ongoing process that hast not
ceased to function in the contemporary world.

Keywords: The other, colonization, imperialism, the unheard, culture

Introduction

Robinson Crusoe is considered the first English novel. It is so well-
grounded in the western culture and so well-known by western people
that many economists use the story to illustrate their economic theories
“involving the maximization of utility and minimization of cost”
(Grapard, 1995: 36) because they know that most of their readers have
at least a basic knowledge of the story even if they have not read it
themselves. Edward Said calls Robinson Crusoe, “the prototypical
modern realistic novel” (1994: xii) and underlines the relationship
between colonial territory and the realistic novel:

The colonial territories are realms of possibility, and they have always been
associated with the realistic novel. Robinson Crusoe is virtually unthinkable without
the colonizing mission that permits him to create a new world of his own in the
distant reaches of the African, Pacific, and Atlantic wilderness. (1994: 64)

Yet, narrative fiction, of which Robinson Crusoe is an obvious
instance, has received very little attention with regard to its position in
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the history and world of empire (Said, 1994: xii). This is why Robinson
Crusoe 1is also widely regarded as an allegory of empire wherein
Robinson occupies and colonizes an island (though his being

)

(/)

shipwrecked on this island seems to be an accident and directed by B+

God’s “Providence”, a word frequently used by Defoe in the text),
saves, tames and ‘civilizes’ a black ‘savage’cannibal figure called
Friday by teaching him English, and refers to the island and Friday by
using the possessive adjective ‘my’. Hence, it is no historical accident
for Said that the rise of the English novel and the rise of the British
Empire were concomitant. According to Said each of them aided and
legitimized the other:

Since my exclusive focus here is on the modem Western empires of the nineteenth
and twentieth centuries, I have looked especially at cultural forms like the novel,
which I believe were immensely important in the formation ofimperial attitudes,
references, and experiences. I do not mean that only the novel was important, but
that I consider it the aesthetic object whose connection to the expanding societies of
Britain and France is particularly interesting to study. (1994: xii)

Edwrad Said’s Contrapuntal Reading

In his ground-breaking book Orientalism,Said demonstrated how the
inferiority that the orientalist discourse attributes to the East or the other
simultaneously constructs the superiority of the West. Thewesterners’
orientalist discourse attributes sensuality, despotism, irrationality and
primitiveness to the East or the other, defining the westerners in the
process as rational, democratic and advanced (Bertens, 2001: 205). Said
believes that Orientalism made primitivism inherent to the Orient:
“Primitiveness therefore inhered in the Orient, was the Orient, an idea to
which anyone dealing with or writing about the Orient had to return, as
if to a touchstone out-lasting time or experience” (Said, 1978: 231).

To show the machinations of colonialism and imperialism, Said
employs a reading strategy called contrapuntal reading. He borrowed
this term from music. Contrapuntal reading is a reading back from the
perspective of the colonized to show how the hidden but crucial
presence of the empire rises in canonical texts. In other words, it is a
kind of resistant reading which entails not yielding to the demands of the
author to interpret the text as he or she would have the reader do. By
doing so the reader will find very different significations and meanings
compared withthe intended meaning of the author. Contrapuntal reading
gives voice to the text’s silencesand illuminates its dark spots. As Pierre
Macherey says in his A Theory of Literary Production, “What is
important in the work is what it does not say” (1978: 87). A contrapuntal
reading of a text gives voice to the marginal unheard other. By
contrapuntal reading a ‘counterpoint’ is established between the imperial
narrative and the postcolonial perspective or ‘counter-narrative’ that
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penetrates beneath the surface of texts revealing the presence of
imperialism even in the most innocent and politically-neutral-looking
novels or poems. Said’s well-known instance is Jane Austen’s Mansfield
Park. As Said points out:

In the counterpoint of Western classical music, various themes play off one another,
with only a provisional privilege being given to any particular one; yet in the
resulting polyphony there is concert and order, an organized interplay that derives
from the themes, not from a rigorous melodic or formal principle outside the work.
In the same way, I believe, we can read and interpret English novels, for example,
whose engagement (usually suppressed for the most part) with the West Indies or
India, say, is shaped and perhaps even determined by the specific history of
colonization, resistance, and finally native nationalism. At this point alternative or
new narratives emerge, and they become institutionalized or discursively stable
entities. (1994: 51)

In other words, Said’s contrapuntal reading takes both or all
dimensions of the text into account rather than the dominant one so that
other potential meanings and significations of the text, concealed and
suppressed by the dominant reading of the text, are revealed. Moreover,
by this reading strategy one may see canonical texts “as a polyphonic
accompaniment to the expansion of Europe” (Said, 1994: 60) showing
in the process the deep interrelationship of imperial and colonial
societies. Contrapuntal reading reveals the interrelation of cultural and
political practices in imperialistic projects demonstrating the role culture
played in imperialistic pursuits.

The great rhetoricians of theoretical justification for empire after 1880 — in France,
Leroy-Beaulieu, in England, Seeley — deploy a language whose imagery of growth,
fertility, and expansion, whose teleological structure of property and identity, whose
ideological discrimination between “us” and “them” had already matured elsewhere
— in fiction, political science, racial theory, travel writing. (Said, 1994: 107)

Hence, culture, represented in works of fiction, political science and
travel writing, has been at the service of colonization and imperialism.
Imperialistic powers have always used narratives in order to justify their
subjugation of other nations and countries:

stories are at the heart of what explorers and novelists say about strange regions of
the world...The main battle in imperialism is over land, of course; but when it came
to who owned the land, who had the right to settle and work on it, who kept it
going, who won it back, and who now plans its future — these issues were reflected,

The barbarity and savagery that colonizing powers attributed to
other nations in their narratives deprived those nations from the right to
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possess their own landslong before they were actually and forcefully
subjugated by colonizing powers. Hence, according to Said, the roots of
the colonization of other countries must be sought in cultural
manifestations such as novels, travel writings, anthropology and
political science.

J. M. Coetzee’s Foe: Said’s Contrapuntal Reading in Practice

J. M. Coetzee’s work, along with those of Rhys, Harris and Ngugi,
has been described by Richard Lane as “counter-discursive writing back
and through the canon” (2006: 113). By this statement Lane means that
these authors rewrite and reinvent canonical stories in order to reveal
hidden aspects which have remained suppressed and silenced by those
canonical texts. Coetzee does this by presenting new characters and
situations totally different from what happens in Daniel Defoe’s
Robinson Crusoe. He presents a very imaginative background for the
story of Robinson Crusoe showing what led Daniel Defoe to write his
novel in its present form. Coetzee introduces a new character to the
story, Susan Barton, who is a female castaway and is rescued by Friday
and Crusoe. Susan’s narration of the story makes everything that Defoe
said about Robinson Crusoe seem a lie. Defoe made Crusoe such a
heroic figure that he has been called the “British Ulysses” (Pimentel,
2010: 16):

It [Robinson Crusoe] soon became the ethical reference for modern man. Crusoe
measures the height of the sun, and builds his instruments. He marks the days off on
a post, he writes a diary. With scratches and little acts of craftsmanship he manages
to civilize time and space. And so he survives disaster. He deploys a whole
catalogue of skills and mechanical arts, a repertoire with which he rewrites the
history of humanity. Hunter, farmer, carpenter, labourer, basketmaker, potter,
astronomer, builder, Crusoe is his own tailor and his own physician. (Pimentel,
2010: 17)

Susan Barton’s narration reveals very different things from what
Defoe had said about Crusoe: he is forgetful, he has no desire to escape
(in fact he dies of woe on the journey back to England because he has
been taken from his island contrary to his wishes), he keeps no journal,
he has not made any furniture (except for a small bed), he has not taught
Friday any English, he has not made any candles, and except for a single
knife he has saved nothing from the shipwreck. Crusoe, Friday and
Susan Barton live a miserable life on the island totally at the mercy of
the elements. In short, according to Susan Barton’s narration of the
story, Crouse is for the status que, ‘“The simple truth was, Cruso would
brook no change on his island” (Coetzee, 2010: 27).

As Pimentel says in his article, “Coetzee speaks where Defoe
remains silent” (2010: 19). This is very true with regard to Susan Barton
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herself who is the most active and innovative character of the novel
always giving suggestions to Crusoe to make improvements, to rescue
tools from the shipwreck in order to make a boat, to keep a journal, to
make furniture, to make candles, to teach language to Friday etc. To all
these suggestions, Crusoe has only one answer: no, we do not need to do
so. When Susan and Friday arrive in England, this active woman who is
the sole possessor of the story is at the mercy of male artists and male
publishers and is therefore wiped out from the story later. As a woman
she could not have written the story because publishers would not accept
to publish a story from a female author. That is why she gives her story
to Mr. Foe to write it for her asking him to write nothing but truth: “the
truth that makes your story yours alone” (Coetzee, 2010: 18); “I will not
have any lies told” (Coetzee, 2010: 40). However, as the captain that
rescues them from the island says later, there is no guarantee to ensure
that authors and publishers will only write truth: “There I cannot vouch
for them... their trade is in books, not in truth.” (Coetzee, 2010: 40).
The captain’s prophecy is what actually happens. Concerned with the
novel’s success, Foe introduces drastic changes to the original story and
makes the “dull life” of Robinson, Susan and Friday on the island more
exciting: Susan is eliminated from the story as it will benefit the sale of
the novel: “Better without the woman” (Coetzee, 2010:72), he
introduces cannibals and cannibal feasts to the island, he gives Crusoe
muskets, powder, and a carpenter’s chest, he makes Robinson plant
corn, rice andproduce raisin and he has Robinson teach Friday English.
As Susan later says,

Dear Mr. Foe, I am growing to understand why you wanted Cruso to have a musket
and be besieged by cannibals. I thought it was a sign you had no regard for the
truth. I forgot you are a writer who knows above all how many words can be sucked
from a cannibal feast, how few from a woman cowering from the wind. It is all a
matter of words and the number of words, is it not? (Coetzee, 2010:94)

In other words, Foe censors the true story and adds whatever he
likes to it so that the novel’s success is guaranteed. Hence, though Susan
claims to be a free woman possessing agency especially with regard to
the story of the island (“for I am a free woman who asserts her freedom
by telling her story according to her own desire” (Coetzee, 2010: 131)),
it turns out later on that she is quite helpless in the hands of the male
Daniel Foe. As readers, we understand why Foe repeatedly importunes
Susan to tell him about her search for her lost daughter in Bahia: Foe
will use Susan afterward as the prototype of his novel’s title-character,
Roxana, who is a prostitute. This is Daniel Foe’s unuttered reply to
Susan Barton’s complaint to his desire to eliminate her:
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you will murmur to yourself: "Better without the woman." Yet where would you be
without the woman? Would Cruso have come to you of his own accord? Could you
have made up Cruso and Friday and the island with its fleas and apes and lizards? I
think not. Many strengths you have, but invention is not one of them.' (Coetzee,
2010:72)

Thus, though a woman can claim to be free and possess agency, she
has no freedom and agency in the long run in the hands of male artists
and publishers who seek only profit no matter the cost.

Defoe’s cruel omissions and additions are not limited to Robinson
and Susan. In fact, they are even more conspicuous with regard to
Friday who is actually mute: his tongue has been cut out either by slave
traders or by Robinson himself. Friday’s muteness is perhaps the most
important dark spot of the story. Without any means of communication
(whether speech, writing or music) Friday is unable to tell Foe or Susan
who actually cut his tongue out. This is the most important silence in the
text seized by Coetzee to reveal the cruel omissions and additions
involved in writing other people’s history especially those who have no
means of communication to defend themselves against their distorted
representation in works by other people from other places. Friday’s
inability to communicate and the impossibility of knowing his history
makes him a perfect prey for Defoe who ‘invents’ a ‘history’ for him.
Coetzee shows that what happens to Friday is the fate of all oppressed
people who have no voice of their own to present and represent
themselves in the world. Friday is a victim of cruel oppressors who have
mutilated him. Yet it is impossible to reconstruct the truth of his loss as
he is the only witness of his own mutilation. Near the end of the novel
Foe importunes Susan to teach English letters to Friday so that he can
reveal who actually cut his tongue out (Coetzee, 2010: 145). The effort
is useless but it demonstrates the fate of the oppressed in the hands of
cruel colonizers: the oppressed has to master the communication means
of his own oppressor in order to be heard and to be able to convey the
cruelty done to him. But the oppressor will not leave him alone in his
inability. Foe’s importuning Susan to teach Friday English language
letters foreshadows a darker intention which becomes manifest in
Robinson Crusoe in which Friday is not mute and can learn English
taught by Robinson: Friday becomes Foe’s and by extension
imperialism’s mouthpiece for advocating colonization of other people
and other lands.

To sum up this section Coetzee’s Foe shatters all the falsehood of
the story of Robinson Crusoe by presenting an imaginary background to
the novel. Coetzee does this by showing how Robinson, Susan Barton
and Friday have been exploited by Daniel Foe in order to forward his
own and by extension imperialism’s dark intentions. Coetzee speaks for
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and gives voice to the unheard where Daniel Defoe is silent and even
suppresses the true story of the oppressed and the unheard. By
introducing many additions and deletions to the story making the
superiority of the English and the inferiority of the other nations seem
natural, Defoe validates and justifies their colonizationby the English.
This will be elaborated in the next section.

A Contrapuntal Reading of Daniel Defoe’s Robinson Crusoe

As was mentioned above,a contrapuntal reading attempts to reveal
the silences and dark spots of texts. In the previous section it was shown
how Robinson, Susan Barton, and Friday were taken advantage of by
Foe in order to make his novel a success. In writing Foe, Coetzee’s own
approach to Daniel Defoe’s Robinson Crusoe was a contrapuntal
reading: he provided a background to the novel in order to give voice to
the unheard characters of the novel and to shed light on its dark spots.
Hence, he introduced Susan Barton, a new female character, he made
Friday mute and he made Robinson a passive character. All these
contrast with the Defoe’s story. By doing this Coetzee revealed new
aspects of and significations for the novel. In this section we turn to the
original text of Robinson Crusoe with a contrapuntal reading strategy.

As was mentioned above, Robinson Crusoe has been called the
“British Ulysses” in his being so active, restless, and adventurous. He
personifies the protestant work ethic and the active and adventurous
spirit of the west solving all problems and challenges. However, in his
boisterous personification of the successful spirit of the west in
Robinson Crusoe, Daniel Defoe envisaged no option but to silence
others, that is, those nations and people that are different from the west.
They had to be portrayed as barbarous, superstitious, uncivilized and
inferiorin order to constructwesterners as civilized, rational, and
superior. This was the first step in justifying their colonization by
western countries. In his new island, Crusoe becomes a new Adam
taming it. He becomes the Lord, Master and King of the land fulfilling
the Biblical promise to man to become the master of the world: “Let
them have dominion over the fish of the sea, and over the fowl of the
air, and over the cattle, and over every creeping thing that creepeth upon
the earth” (Genesisl: 26). Robinson fulfills this to the fullest possible
extent:

I was King and Lord of all this Country indefeasibly, and had a Right of Possession... I
might have it in Inheritance... there was my Majesty the Prince and Lord of the whole
Island; I had the Lives of all my Subjects at my absolute Command. I could hang, draw,
give Liberty, and take it away. (Defoe, 2007: 85, 125)
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Defoe first turns to religion and shows the superiority of Christianity
by degrading and defacing other religions. Crusoe has an aversion to
other religions not even allowing himself to name Isalm and Muslims
instead calling them ‘Mohametans’. In the first part of the novel, when
he becomes a slave to a Moor for two years (a considerable span of time
to observe the customs and practices of a different nation), he fails to
mention even one religious practice or ritual done by Muslims as if they
have no religion or religious rituals at all. However, he is quite glib at
implying that Muslim Moors freely practice homosexuality with their
European slaves: “and the Boom gib’d over the Top of the Cabbin,
which lay very snug and low, and had in it Room for him to lye, with a
Slave or two” (Defoe, 2007: 19). When Robinson later sells Xury, his
Muslim slave boy, to the Portuguese captain, the captain gives the boy
an obligation to set him free in ten years, “if he turn’d Christian”
(Defoe, 2007: 30). This shows that Robinson and the Portuguese captain
do not see any difference between Islam and other superstitious
primitive religions. Another instance of Crusoe’s demolishing other
religions occurs in the episode with Friday. It surprisingly turns out that
Friday does believe in a Supreme Being whom he calls “Benamuckee”.
It also turns out that they have their own priests whom they call
“Oowocakee”. However, this knowledge does not please Robinson who
intends to colonize his subject’s mind too:

By this I observ’d, That there is Priestcraft, evenamongst the most blinded ignorant
Pagans in the World; and thePolicy of making a secret Religion, in order to preserve
the Venerationof the People to the Clergy, is not only to be found in theRoman, but
perhaps among all Religions in the World, even amongthe most brutish and
barbarous Savages. (Defoe, 2007: 183)

Hence, Robinson sets out to demolish Friday’s previous notions of
religion to make room for his own Christianity in his mind. He tells him
how the Christian God in stronger than their “Benamuckee” and also
that their priests are liars in claiming to talk to “Benamuckee” and that
they are communicating with the “Devil”. Therefore, by degrees and by
discrediting Friday’s religion in his eyes, Robinson colonizes Friday’s
mind too. Friday’s mental colonization goes to such an extent that he
becomes a “much better Christian” (Defoe, 2007: 186) than Robinson.
Hence, the superiority of Christianity and the inferiority of other
religions are proved in the text. Now the Christian Westerners have the
mission to ‘instruct’ others about the “true” knowledge of God and
Christ and to “save” the soul of non-westernpeople.

In addition to considering the other nations’ notion of religion and
God pervert, Robinson considers them savage and wild needing to be
tamed by the ‘benevolent’ power of the colonizer. The word “savage”
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and “wild” have been used hundreds of times in the text by Cruose in
referring to nations other than westerners. After fully instructing Friday,
Robinson entertains another fantasy in his mind: sending Friday to his
own nation to act as a Christian missionary:

Friday tell them to live Good, tell them to pray God, tell them to eat Corn-bread,
Cattle-flesh, Milk, no eat Man again: Why then said I to him, They will kill you. He
look’d grave at that, and then said, No, they no kill me, they willing love learn: He
meant by this, they would be willing to learn. (Defoe, 2007: 189)

However, Friday refuses to go away without his “master”:

Why send Friday home away to my Nation? Why, (says I) Friday, did you not say
you wish’d you were there? Yes, yes, says he, wish be both there, no wish Friday
there, no Master there. In a Word, he would not think of going there without me; I
go there! Friday, (says I) what shall I do there? He turn’d very quick upon me at
this: You do great deal much good, says he, you teach wild Mans be good sober
tame Mans; you tell them know God, pray God, and live new Life . . . you teachee
me Good, you teachee them Good. No, no, Friday, (says I) you shall go without me,
leave me here to live by my self as I did before. He look’dconfus’d again at that
Word, and running to one of the Hatchets which he used to wear, he takes it up
hastily, comes and gives it me, What must I do with this? says I to him. You take,
kill Friday; (says he.) What must I kill you for? said I again. He returns very quick,
What you send Friday away for? take, kill Friday, no send Friday away. This he
spoke so earnestly, that I saw Tears stand in his Eyes: In a Word, I so plainly
discover’d the utmost Affection in him to me, and a firm Resolution in him, that I
told him then, and often after, that I would never send him away from me, if he was
willing to stay with me. (Defoe, 2007: 190-191)

Several fantasies of the colonizer can be observed in this excerpt.
First: the colonized will be the permanent willing servant of the
colonizer. Friday would rather die than be sent away by Robinson to his
own nation. Friday will be the eternal servant of Robinson. Second, the
brutality of the colonized and his people are accepted by the colonized
themselves. Friday sees himself and his tribesmen as wild, godless
savages. This is more manifest to himself after he has embraced
Christianity and its tenets which necessarily make his and his people’s
customs seem pervert. Third, the colonized subject see the colonizer as
his teacher willingly inviting him to come to his country and teach his
peopleto be good and live a new life. Thus, what the text is implying is
that non-westerners are willing and are to be colonized.

Nevertheless, there are many dark spots and silences around the
character of Friday here. As was mentioned in the previous section,
Coetzee chose to make Friday mute in his counter-canonical novel in
order to highlight so many silences about his character. This authorial
choice seems to have been initiated by Daniel Defoe’s making Friday
such a glib and fanatic advocate of colonization. Coetzee makes him
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mute in order to show that nothing can be known about his past.
However, in the ‘ruthless’ hands of Defoe as author, Friday is nothing
but a mouthpiece for colonization. His past history is not important.

)
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-

Hence, Crusoe calls him Fridaybecause that is the day on which B4

Robinson has rescued him (Defoe, 2007: 174). Crusoe does not even ask
him his previous name as that is not important for the colonizer.
Therefore, Friday’s previous life is totally wiped out at the moment he
becomes acquainted with Crusoe. No mention is made of his probable
brothers, sisters, mother, wife or children in the novel. The only thing
that is important to Crusoe is Friday’s being a slave and servant to him
to the end of his life as Friday puts Crusoe’ s foot on his head as a sign
that he will be Crusoe’s servant to the end of his life: “he would serve
me as long as he live’d” (Defoe, 2007: 174).

Daniel Defoe’s Robinson Crusoe perfectly exemplifies Karl Marx’s
statement about the representation of the other: “They cannot represent
themselves; they must be represented” (2008: 124). On the whole, the
people Robinson meets in his adventures are almost never given the
chance to talk about themselves and their customs. They are silent and
voiceless. Hence, Robinson’s manipulative representation of them as
savagebeasts of prey.For Crusoe, tofall into their hands would be “as
bad as to have fallen into the hands of Lyons and Tygers” (Defoe, 2007:
23). However, it turns out that they are not as savage as Robinson
represents them. Friday reveals that they practice cannibalism only
against enemies taken in war and only as a symbolic act to show their
utter revenge over their enemies (Defoe, 2007: 188, 298). It is also
revealed that they are hospitable as they not only have not eaten the
seventeen Spaniards shipwrecked on their island but they also have
made “Brother with them” (Defoe, 2007: 188), giving them victuals to
live for four years. Another instance of the hospitality of the people
called “savage” by Crusoe occurs in the first part of the novel when
Robinson and Xury have no food and fresh water and Cruose’s “friendly
negroes” (Defoe, 2007: 28) provide them with refreshments. Therefore,
it can be said that these non-western people do have their own religion,
customs and civilization. Their only problem is that they have never had
the means or opportunity to represent themselves and as a result have
fallen prey to the stereotypically representational hands of western
authors who have more often than not given a distorted version of their
customs, religion and civilization.

Non-westerners are not the only unheard or voiceless victims of
Defoe’s Robinson Crusoe. The nature, including trees, birds and
animals, does not also have any voice in the novel. The religions and
philosophies of the Western civilization are deeply anthropocentric, that
is, they are oriented toward the interests of the human species at the
expense of the resources of nature. Therefore, human beings consider
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themselves free to exploit the nature and animal species for their own
purposes (Abrams, 2009: 88). This belief is manifested in the Bible,
Greek  philosophy and  the  scientific  spirit of  the
Enlightenmentcontinuing to the contemporary world.

This is Crusoe’s philosophy in his treatment of nature. To Robinson,
nature is not important in its own right or for its own sake. Rather, it is
valuable only if it satisfies his needs and desires: “In a Word, The
Nature and Experience of Things dictated to me upon just Reflection,
That all the good Things of this World, are no farther good to us, than
they are for our Use” (Defoe, 2007: 110).Therefore, he destroys many
trees to make tables, chairs, shelves, boats, umbrella, tobacco pipe,
country-house, sea-coast house, etc. for his comfort. Besides, as
Robinson himself declares he sees every creature on the island as a
potential source of “meat” to be eaten (Defoe, 2007: 94). He feeds on
nearly every animal species on the island including birds, turtles, turtle
eggs, pigeons,not sparing even their young. Robinson shows his disgust
of cannibalism calling it “hellish Brutality” and “Degeneracy of the
Humane Nature” (Defoe, 2007: 139). Yet, in his disgusting consumption
of nearly every living thing on the island, Robinson becomes a cannibal
figure not very different from the savages he condemns. This was
perhaps unintentional on Defoe’s part who tried to give a perfect and
faultlessportrait of Robinson as the representative of colonialism. Alex
Mackintosh in his “Crusoe’s Abattoir: Cannibalism and Animal
Slaughter in Robinson Crusoe”reveals the artificiality of such a label as
“cannibal” given to the ‘savages’ by Crusoe: Robinson is revealed to be
another cannibal figure:

The empire may seem, in theory, to represent man’s best hope of overcoming his
cannibalistic tendencies, but when its consequences are played out on a fictional
stage, it is revealed to be built on precisely the same desire to consume other men —
or animalise them — that animates the cannibals. (2011: 35)

Robinson condemns the inhumanity of cannibals to prove his own
humanity yet he also proves the animality of savages which is a crucial
first step to their enslavement and destruction. Mackintosh unveils
Robinson’s false gestures of sympathy for his animals and servants
calling them “an intrinsic part of his strategy of domination, which is
based on a combination of brute force and disciplinary power” (2011:
40). He quotes Oliver Goldsmith’s statementon meat-eaters which can
be extended to colonizers: “they pity and they eat the objects of their
compassion” (qtd. in Mackintosh, 2011: 40).

In conclusion, this contrapuntal reading of Daniel Defoe’s Robinson
Crusoe shed light on its dark spots,gave voice to the unheard characters
of the original story, anduncovered new meanings and new aspects of
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the story. It revealed the danger of the westerners’ one-sided point of S J
view of non-westerners whom they negatively represented in order
toconstruct and maintain their own superiority and justify their
subjugation and colonization of non-westerners. The world is still F==*
suffering from such western fantasies presented in new forms in the
name of democracy. If Robinson justified his killing and subjugation of
‘savages’ by representing them as deserving such a fate, today’s
superpowers give themselves the license to crush any nation different
from them by calling them ‘terrorists’. However, given the present
environmental and international crises, one can clearly see the dangers
of such discourses made about the world which can lead to the total
extinction of life on the planet when one contemplates the brutal
treatment of nature by superpowers or their nuclear threats against each
other.
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The Island and the Insularity at the Confluence
between Disciplines

Andreea Potre”

Abstract:

The present article investigates one of universal literature’s most prolific
motifs: the island. This particular motif goes beyond the boundaries of literature
and becomes a subject of interest for several areas and disciplines: philosophy,
anthropology, biogeography,mythology, psychoanalysis. In the context of the
contemporary world, a new discipline devloped, “the nissology”, which deals
with the study of the islands “in their own terms”.

Keywords: insularity, alterity, “nissology”, motif, topos, archetype

The island as home of a castaway is one of the major themes of
universal literature, because island space has not ceased to exert a hardly
definable attraction, through its paradoxical and ambivalent nature,
through the attraction and rejection reaction it sometimes causes
simultaneously in the human being. The theme of insularity and the
motif of the island prove a historical persistancein the evolution of
literature, which is supported by the many texts built around them.

The deserted island sparked the interest of researchers belonging to
different fields, so that this topos undergoes a multidisciplinary analysis.
There are relevant studies dedicated to this particular space in
geography, philosophy, humanistic geography, psychoanalysis,
symbolism, anthropology, biogeography. Also in the twentieth century a
new discipline was established, “nissology”, which deals exclusively
with the study of the islands. The topos of the island is linked to the
studies of researchers from the 20th and 21st centuries, such as Mircea
Eliade, Yi— Fu Tuan, Jean— Jacques Wunenburger, Lucian Boia, Virgil
Ciomos, Gilles Deleuze, Jacques Derrida.

The coordinates in which the assumed space can enroll contain a
wide range of meanings: paradise, hell, refuge, welcoming home,
fortress. The possibilities subscribed are virtually limitless, depending
on the creative potential that manifests in the boundaries of the insular
space taken over by man. The island is an element that triggers
imagination, offering successive modeling, perpetual redefinition. It is
that vast, isolated space, where the castaway meets “the other”.
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Island space is the subject of different searches; most of the time the
adventurer who conquers the island expects at the subconscious level the
fulfillment of expectations which he did not even give a concrete
dimension: “The island escapes the laws of reality. The bold navigator
who explores it is, without knowing it, in search of his own past,
because there he will find — or at least the artists expect to find — the
vestiges of an obscure ancient history, or even the beings remaining in a
fabulous Golden Age which, in the world he comes from, can be found
only in the mind of scholars” (Pippidi, 1999: 26).

The island, like the aquatic element, is a plurivalent symbol,
meaning, depending on the context, isolation, fragmentation, exotism,
shipwreck, utopia, dystopia, and its importance is deeply rooted in the
collective imagination. Despite the obvious delimitation of this isolated
space, the island also presumes the opening. This dialectic between the
inside and the outside is legitimated by the existing relationship between
earth and water (a creative tension), by the myths of various nations, by
the cosmogonic myths of different cultures. “The mystery of the waters
along a relationship supported with their fantastic hurricane and
monsters, death and despair, suffer a transfer, converting to the very
mystery of the islands they bathe.” (Ciomos, 1999: 165)

The island has been in the past a special world, a world of
excellence, giving to the European man the opportunity to get in touch
with people of a different, sometimes shocking condition. The climax of
the island’s imaginary was reached at the end of the Middle Ages,
providing ground for making great discoveries. Through insular
experience the existing distance between the center and the periphery is
checked. Lucian Boia sums up the amount of possibilities that wild
space offered to the European man: biological monstrosity, shore for the
most obsessive dreams and desires, sexual freedom, as well as ascetism,
holiness (Boia, 2000: 163).

On the other side, from the contemporary perspective, the modern
researchers emphasize the contrary, the linking with the world. John R.
Gillis, who is carrying out his activity of research at the Stanford
University, is underlining the existant binder between the insular space
and the world; placing the sign of egality between the island and
insularity, we are getting distracted from the real aspect, the one which
is showing us that the islands are linked to the world (Gillis, 2014: 5).

The exact same idea of connection, of binder, of link, is also noticed
by the anthropologist, ethnographer and writer Epeli Hau’ofa. He
dedicated his lifetime work to give islanders the condition of dignity; in
this way of meaning, the study called “Our Sea of Islands” becomes
relevant, in which he removed the prejudices on the islands of the
Pacific, the author revealing the fact that these islands are not isolated
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and separated by the immensity of the ocean, but, on the contrary, they
are being linked because of the ocean.

Hau’ofa ascertains that after the research of cosmogonies, myths and
legends of Oceania, the islanders had a holistic vision over the world
which they belonged to, and the things were seen in the totality of the
relations which were weaving between them.

The insular space it’s a topos which provokes the imagination, it’s
meanings going further than the idea of isolation, of loneliness. The
valences of this controversial topos were also highlighted by J. Edward
Chamberlin in the volume called “How islands transform our world”:
“There are islands that limit us, and islands that liberate us; islands
where love flourishes, and islands where hatred takes roots; islands that
hold us together, and islands that keep us apart. Some islands, special
for spiritual reasons, are to be visited only by the elect; others are strictly
reserved for prisoners. Some with material resources, have been
occupied by a few families for centuries, while other islands, with no
resources at all, are now home of thousand of residents” (Chamberlin,
2013: 13).

Chamberlin reveals the importance of the imaginary insular in the
context of the globalization phenomenon, considering that the islands
became — in the contemporary context — a genuine academic fetish. In
the vision of the author quoted earlier, the island demonstrates it’s
ambivalent character, the characteristics are found in opposite poles, for
example: love — hate, freedom — limitation, binder — separation element,
stability — wandering, isolation — opening.

In literature, the island contains itself a challenge, a serie of tests
made by the faith. In the vision of Gilles Deleuze, the castaway
demonstrates his capacity to re-create the world from its beginings, to
start over. Relating on the poststructuralist philosopher quoted earlier,
the characters like Robinson Crusoe, fail dramatic in front of this task
which assumes the reiteration of the divine gesture of creation. The
Deleuzian vision over the “landmark™ character, Robinson Crusoe, is a
dazzling one. Crusoe is blamed for the absence of creativity: the
mythical re-creation of the world, on a virgin island, it’s transforming in
the case of Defoe’s character in a dull reconstruction of the bourgeoisian
daily life (Deleuze, 2004: 12).

The island it’s a specific literary topos, which offers the boundaries
where the castaway manifests, the isolated human, far from humanity,
surprised in different situations which can be stored and analyzed from
perspective of gender dynamics. The literature that developed around
this plurivalent topos was predominantly a masculine one. The
individual Robinsonade, outlined in Robinson Crusoe by Daniel Defoe,
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but also the colective one developed in The Coral Island by R.M.
Ballantyne, caused a lot of rewritings.

Along the time they have made room with timidity for the female
character. Peter Sloterdijk, the philosopher who suggests that the secret
of space is a secret of space and femininity, is relevant in this respect.

The feminine characters evolving in island spaces illustrate several
types of feminity: the angelic female Cezara from the homonymous
novel of Eminescu, Virginia from the novel Paul and Virginia by
Bernardin de Saint Pierre, the independent woman: Suzana of Bellac,
the protagonist of the novel Suzan and the Pacific by Jean Giraudoux,
the woman writer: Susan Barton from J.M. Cotezee’s novel, Foe (1986),
the one who boldly reinvents the Robinson Crusoe myth. The Spanish
writer Alvaro Pombo also proposes a woman narrator in the novel
Where the Women (1996). The author imagines an island of absolute
femininity. The last novel that puts femininity in the island context is
Wayne Johnston’s novel The Custodian of Paradise (2007). The
narrator is the female journalist Sheilagh Fielding, who isolates herself
willingly on Newfoundland to analyze her past and to write about her
experiences.

Island as an object of “topophilia”: the perspective of
humanistic geography

The attraction exerted by the island space assumesdistance,
remoteness. Man has an inborn attraction for everything that comes out
of the immediate sphere. Over time, explorers, colonizers, adventurers,
settlers have searched for islands, coordinated by goals that force the
limits of human imagination or go deep into the human subconscious.
The attraction of the island topos has a force directly proportional to its
remoteness into space, and human life is based on a polarity such as:
familiar space — open space, suitable for the adventure.

Umberto Eco considers that the island's charm is due to the
impossibility of determining exact coordinates until the eighteenth
century, not so much by isolation. The island thus escapes the certainty,
creating a waiting horizon, always misleading humanity.

In the view of the humanist geographer Yi-Fu Tuan, the island,
alongside the shore and valley, are toposes that have aroused human
imagination to a high degree. The author imposes the concept of
topohilia to designate the connection between feeling and place: “The
word fopohilia is a neologism, useful in that it can be broadly defined to
include all of the human being’s affective ties with the material
environment. These vary greatly in intensity, subtlety, and mode of
expression. The response to the environment may be primarly aesthetic”
(Tuan, 1990: 93). Tuan argues that the space itself does not have an
irresistible power to make a difference; it raises the fopophilia, but the
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sensory stimuli that the environment provides confer the shape of man's
ideals. Thus, the island is a topos that draws humanity through its
extraordinary characteristics; this space encompasses several archetypes
that define it, the island becoming an archetypal space.

The insular topos from a philosophical perspective

The island is also revealed in the perimeter of philosophy as an
unquestionable attraction, which is the common denominator of all the
theories developed on this topos.From philosophy derive original
theories on the island imaginary. Thus, the island is defined from the
point of view of the permanent tension between the two elements: water
and earth, the demiurgic vocation the island imposes on man, from the
perspective of the absence of sexual difference, paradisiac and infernal
values, from from the perspective of the phenomenon of isolation.
Philosophers have developed theories derived from the research of
island space since antiquity.

One of the most famous islands that appeared in the philosophical
writings of antiquity is Atlantis; In 360 BC, Plato, in his Dialogues,
speaks through the voices of Critias and Timaeus about Atlantis, a city
of harmony, an island world beyond the borders known to space and
time humanity, an idealized but imperfect world.According to the Greek
philosopher, Atlantis was an immense island in the Atlantic, and the
beings that inhabited it were essentially semi — divinely descendants of
Poseidon and mortal Cleito. The leaders of Atlantis have decided to
conquer Athens and Egypt, but because of the hybris committed, the
inhabitants were punished by the gods, and the island was swallowed by
the sea, the story thus constituting an antediluvian myth. Plato used the
Atlantean myth to draw a praise of simplicity to demonstrate the
superiority of the Athenians in opposition to the extravagance and
opulence of the Atlanteans.

The island served as a space in which the utopia is being built;
the word itself: utopia is born with the homonymous work belonging to
Thomas Morus. The island’s name can be decoded in three ways: ou-
topos — nowhere, eu-topos — good place, or u-topos — u-shaped, thus
alluding to the shape of the insular space itself. Utopia is in the view of
Thomas Morus an imaginary island, a complex, sophisticated world in
which members of the community adhere to a common set of cultural
values and share the same lifestyle. The space of Golden Age is
changing thus, making it easier to be definedgeographically .

In the contemporary context, most of the philosophical theories
derived from the meditations caused by the island space have as a
common denominator: its ambivalence, the reactionary reactions the
island provokes or its values at opposite poles. It also functions as a
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common denominator and the tendency to define the nature of the
attraction inspired by the uninhabited space of the island. “Why do we
love islands? Whydon’t we like the islands? Why some love the islands,
and others do not like islands, some dreaming them, searching for them,
dwelling in them, refreshing themselves in them, others avoiding them,
running away from them, instead of using them as a refuge?” (Derrida,
2013: 112).

The most controversial and wide — ranging insularity theories have
developed in modernism and postmodernism and the philosophers who
have dedicated insights into insularity issues belong to different currents
and cultures: Jean-Jacques Wunenburger, Gilles Deleuze, Jacques
Derrida, Virgil Ciomos, Peter Sloterdijk.

Gilles Deleuze analyzes the springs of the enthusiasm, the impulse
which enlivens the human being towards a deserted island. The dream of
arriving on a deserted island conceals a subconscious desire for
separation, extraction from the real, fleeting context, because the island
itself was born out of fragmentation, disarticulation, breaking the
continent. This self — imposed separation leads to the practice of the
demiurgic vocation of the individual in the position of the god.

The poststructuralist philosopher emphasizes first and foremost the
eternal opposition between the ocean and the earth, considering that
both islands,of both continental and oceanic origin, are the result of a
perennial struggle. Whether they have formed through erosion, fracture,
or underwater eruptions, all the islands subsume this tension, this
struggle between earth and water. The attribute of desolation seems to
be born absolutely natural in this belligerent context. People will always
have a reservation in terms of island space because of the feeling of
insecurity; as long as the two elements dispute their primacy, people can
only mask their fear, resorting to symbolic stratagems, giving the earth
and water gender roles: mother and father, in order to give them a
familiar air, convincing themselves that the struggle is over (Deleuze,
2004: 23).

Despite this tension, man feels the excitement, enthusiasm that
accompanies him on his journey to the island. Deleuze defines the
fascination that insular space causes on humanity; the impulse that leads
to the formation of the island through the piercing of the aquatic surface
is doubled by the impulse that attracts people to the island’s nature. The
cosmogonic vocation of the island ends and is taken over by man, who
has to create, to begin his world ex nihilo. The creative function of the
island is taken over by man. From this point, however, man can prove to
be a creator, or he can lead to perfection the state of desolation of the
island, invoking it with a sacred dimension; the highest degree of
creativity would be achieved when the human gives the island a
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dynamic image of itself, thus recording a transfer from man to island
and vice versa.

The second poststructuralist philosopher who analyzed controversial
aspects of island space is Jacques Derrida. During the first volume of
The Beast and Sovereign, Derrida develops the issue of sexual
difference, and in the second volume it overlaps with the theme of
insularity. Derrida highlights the fascinating nature of insular discourse
in Western culture from the perspective of the absence of sexual
difference. The author explains the eternal attraction that Robinson
Crusoe exerts and all the novels born in his ideological paradigm
through the fact that sexual differences do not exist or have no meaning
anymore, the island becoming a paradisiacal topos in which the readers
find their status as innocent children. Referring to the Robinson Crusoe
myth, Derrida defines the island by the very absence of woman,
femininity, desire and sexuality, suggesting that there is a secret contract
between the paradisiacal euphoria and the absence of the woman;
singular and exceptional sovereignty is defined by the presence of the
slave, the beasts and the total absence of femininity. So the myth that
perpetuated in the context of the western canon presupposes the
existence of subjects as nonsexual entities (Derrida, 2013: 98). Derrida,
like Deleuze, surprises a double movement of the human caused by
island space: on the one hand, the escape to an island, and on the other
the run away from the island. The author thus identifies a double
contrasting movement of attraction and allergy, attraction and aversion,
insularophilia and insularophobia. This double movement is assimilated
to the impulse, the elan that draws people to island spaces, identified by
Deleuze. Following the insular phenomenon's analysis, Derrida
concludes that “the essence of the island” resides in an experience of
solitude, perceived as “isolation, retreat, insularity” (Derrida, 2013: 91).

A different view of the island is articulated in the work of the
German philosopher Peter Sloterdijk, which in the volume Foams, the
third one in Spheres. Plural Spherology, develops an original theory of
isolation, focusing on island formation process: “insulierungen”. In the
first chapter of this volume, Sloterdijk describes the island as a result of
the isolation, demonstrating how different isolation modes create
different types of islands.

The german philosopher, like Deleuze, captures the quality of the
island as a prototype of the world itself. This aspect is due to the
insulating effect of the sea, the humidity, the moisture, that surrounds
the island space, but also to the segregation of the world. It is underlined
the frame role of the sea, Sloterdijk concluding that isolation is the
factor that gives the specificity of the island space. “What the frame
does for the picture by excluding it from the world context, and what
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secured borders achieve for peoples and groups, is carried out for the
island by the isolator — the sea” (Sloterdijk, 2016: 290).

The insulating attribute of the sea allows the emergence of a world
model, and its most prominent feature is the island’s atmosphere.The
entire subchapter focuses on the isolation action that can also be
accomplished with human agents. Starting from the sea, as an insulating
agent, Sloterdijk glides from the concept of “found island” to the “made
island”. Sloterdijk emphasizes that the art of isolation, the construction
of artificial islands, repeating the essential features of the natural islands
has developed amazingly in the context of contemporary times.

“Nissology”’: studying the islands in their own terms

The island is also the subject of research of a new discipline,
“nissology”, whose status is controversial. The term derives from the
Greek root for the island: nisos and logos meaningstudy. Defining this
science is “studying the islands in their own terms”. Abraham Moles, a
space psychologist, introduced the term “nissonology” in 1982 to
designate “insular space science”. His research was followed by
extensive research work involving scientists, geographers,
anthropologists, ethnographers, sociologists of different nationalities:
Christian Depraetere, Grant Mc Call, Godfrey Baldacchino, Epeli
Hau’ofa, Pete Hay.

The term “nissology” promotes the point of view of an islander, not
of the continental man. Creating a new discipline centered around island
studies involved the restoration of the center, the sliding from the
continent to the islands. In the contemporary context, research into
island studies area is rather difficult because the scholars have to cope
with the impact of the hybrid identity of the subjects of research:
inhabitants of the islands, natives, colonizers. For most of the Earth's
population, the island residence is somehow unworthy, and in the view
of many writers, the islands are spaces that require rescue, as places that
need to be upgraded to the standards imposed by the continent.

The island phenomenon is also a subject of provocative study for
contemporary anthropologists who tend to demonstrate that island
societies “apparently” isolated before Columbus and Magellan have
migrated and were involved in a vast network of communication and
exchanges with their neighbors; therefore, their alleged isolation was an
erroneous European hypothesis. Nisologists reproach humanities and
social sciences focusing on defining insularity on the idea of boundaries,
limits, dichotomies such as earth — sea, island — continent. Nissology
intervenes correcting this aspect, emphasizing the links that are being
established between the islands, influencing the way the islands are
conceptualized in literature.
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Christian Depraetere says abruptly: “Islands are the rule, not the
exception” (Depraetere, 2008: 17), underlining the importance of
studying the islands in the problematic context of the 21st century. The
author insists that island studies must be supported by a strong
theoretical foundation in order to draw the attention of contemporaries
to the fact that the islands represent an authentic deus ex machina of the
global understanding of the world of the archipelago. Despite the
phenomenon of globalization that actually unfolds around us, humanity
continues to perceive the island phenomenon as peripheral, marginal.
“Nissology” aims to analyze the islands from an innovative point of
view, to render their dignity, because the islands have been perceived
for centuries as isolated geographic entities and sometimes impossible to
map, as areas requiring occupation, colonization. The remote islands
connotate the periphery, representing for centuries an easy target for the
settlers who have subjugated and organized them. At this point, the
aspect of alterity, of the other also comes along. The islanders have been
and continue to remain a vulnerable group, because the former
colonizers were replaced by condescending observers.However, the
identity of a place does not derive from its internal history, but from the
specifics of the interactions with the outside world.

The attitude developed by continentals regarding islanders is
paradoxical: on the one hand, mainland people feel pity for those who
live on the islands, although islands have always fascinated a the
inhabitants of the continents. The consciousness of insularity also
implies an acute sense of inferiority. In the study Our Sea of Islands,
Epeli Hau’ofa offers a retrospective look at Oceania’s history. In
Oceania, unfavorable, discriminatory, indigenous cultures can be found
from the early years of interacting with Europeans (Hau’ofa, 1994: 149).
Epeli Hau’ofa struggles to strengthen the dignity of island peoples,
considering denigrating the idea that indigenous people live in small,
limited spaces. He opposes this prejudice a broad view based upon the
founding legends and cosmologies of these nations, making it obvious
that they have not conceived their world in microscopic proportions.
Hau’ofa has overturned the binary structure: earth / water, imposed by
the western canon, by suggesting a postcolonial reception of the island.

The Island from a Symbolic, Archetypal and Psychoanalytic
Point of View

The island is one of the most cherished and prolificmotifs in
literature and mythology, it is a complex symbol, a multi-archetypal
model, involving many contradictory meanings. Over time, meanings
such as: refuge, space of innocence, isolation, confinement, solitude,
death, femininity have emerged.
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Remote spaces, which ordinary people have relatively little
information tend to be mitologized and they are defined according to
subjective perceptions. In a spatial study, Space and Place: The
Perspective of Experience, Yi-Fu Tuan notes that distance has a defining
role in shaping these subjective perceptions. These situations of the type
— distant space, little information — lead to the creation of mythical
space; this is an intellectual construct generated by human imagination
(Tuan, 2001: 86). The humanist geographer believes that the space
invested with mythical value is actually the answer of feeling and
imagination to a fundamental human necessity. People have not given
up on the search for a terrestrial paradise although they have been
repeatedly disappointed, considering that this kind of space must exist,
being part of a complex system of beliefs. An eloquent example of
mythical space is provided by Navigatio Sancti Brandani. In his
evangelistic journey, Saint Brandan, with fourteen monks, discovers the
mythical Island of the Blessed in 512. The island’s space is paradisiacal
and it supports Yi-Fu Tuan’s conception of mythical spaces. People
have deficient knowledge about these spaces, so they have to believe in
them despite the lack of cartographic evidence.

The same concept of mythical space is mentioned by Mircea Eliade,
who offers the example of the island itself; so the myth of the terrestrial
paradise has survived to the present day as the oceanic paradise.
European literature has evoked the islands, but the reality of those
spaces is totally different. Eliade claims that the function of Earth
Paradise — which had taken shape in the 19th century — was the same in
the economy of human psychism: “existence takes place outside of Time
and History; man is happy, free, free of constraints, do not have to work
to live, women are beautiful, eternally young, no law limits their love”
(Eliade, 1994: 14). These islands of mythical character have been
challenging research topics for geographers who have set out to
demonstrate the fantastic character of mythical islands; their research
has assumed cartographic evidence. All of the existing versions of Saint
Brandan’s islands share the burden that St. Brandan receives in arriving
at that distant island with an always warm, bright, vegetal abundance.
The real aspect is that he really visited the islands in the Atlantic
archipelagos of the Atlantic; on the basis of these innocent expeditions
were grafted the elements of fiction that confer the mythical air of the
island. The image of the island as a paradisiacal space is supported by
the remoteness from the continent, and the dangers it entails. The
island’s perimeter is therefore protected by the sea. The paradigm
conveys peace, spiritual balance, innocence. Those islands that are
perceived as paradisiacal appear in cosmogonic myths, but also in
eschatological myths that follow the journey of the soul to a space of
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happiness. In Greek mythology there are many references to the island
as a place of initiation, as a sacred place, an origin of the heroes.

The Islands of the Blessed support the eschatological dimension of
the island imaginary; there are many references in this regard to Hesiod
in Works and Days, Pindar, in The Olympic and Pythian Odes, Homer,
in the Odyssey, Vergil in The Aeneid. In the Chinese legends (which are
similar to the Taoist theories of immortality), we find references to the
three blessed islands in the ocean, finding a certain correspondence with
the mythical lands of Sakadvipa and Svetadvipa of the Hindu traditions.
Hindu doctrines mention the same Edenic valences, talking about an
essential island made of jewels, where you can find well — smelling
trees; at its center there is a palace, the oriental correspondent of lapis
philosophorum, and inside, in the palace, reigns Magna Mater. The
Island of Jewels, Manidvipa, takes the form of a golden circular figure
and it is positioned in the midst of the quiet, blue waters of eternal life,
Amritarnava. In Romanian mythology, the presence of a blessed island
is mentioned by Vasile Lovinescu in the Hyperborean Dacia. According
to the author, the White Island would be the Snakes Island itself, located
“right in front of the Danube Delta”. The references to this island can be
found back to Antiquity, and the Snakes Island can be identified as
Leuky (white). On this territory there are the ruins of Apollo’s temple.
Mythology presumes that Achilles’ body was taken by the godess Tetis
to the White Island, at the mouth of the Danube, where the hero married
Elena and had a fulfilled life.

On the opposite side of the Paradise Island is the island as a space of
eroticism or associated with the female principle. In the context of the
exotic island, humanity manifests its sexuality indefinitely. Thus, an
exemplary example is the Polynesian myth (Tahitian), which implies an
absolute freedom, the uninhibited, natural, unalterable manifestation of
sexuality in a paradisiacal setting, preserving the characteristics of the
Golden Age. The island topos also implies femininity in a variety of
meanings: the mother offering protection, the seductive, the vindictive
feminine, the warrior.

In mythology, numerous legendary islands are inhabited only by
women, suggesting that the island is a feminine symbol of an oasis that a
man desires or repels.The femininity associated with island space is
encountered, for example, in The Odissey, by Homer. After long
wandering, Ulysses arrives on Ogigia Island, becoming the prisoner of
the goddess Calipso for seven years. Calipso represents the positive
version of the feminine afroditic,developed in a passionate way,
expressing excellence in everything concerning charm and pleasure
(Bodistean, 2013: 19). Calipso’s island has a dual nature, symbolizing at
the same time the temptation and the imposed imprisonment.
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The feminine can reveal in its insular context,the dark, vindictive
side. For instance, on the island of Lemnos (also called
gynaikokratumene, that is, led by women), in Ancient Greece, the
women left by their husbands for the trace women, killed all the men on
the island as an act of vengeance. When the Argonauts arrived on the
island, they found only the women led by Hypsipyle, the daughter of
King Thoas, becoming Jason’s lover with whom she had two sons. This
is one of the Greek myths where strong, independent women are
perceived as a threat to a patriarchal order.

The island also accounts for the center, a primordial center, sacred
by definition, and its fundamental colour is white. “The island where
you can only reach on a water trip or a flight is the symbol of a spiritual
center and, more precisely, of the primordial spiritual center”
(Chevalier, 1993: 156).

The island also symbolizes a shelter against the dangers of the
ocean, a safe space that avoids the possibility of drowning. According to
Carl Gustav Jung, the island is refuge from the threatening assault of the
sea of the subconscious, or, in other words, a synthesis between
consciousness and will; the psychoanalist highlights the multiple
valences of the symbol amongst: the refuge, the limitation, the area of
danger. Jung follows here the Hindu belief that the island must be seen
as a perimeter of metaphysical forces, where the forces of illogical
immense ocean are dissipated. “Modern psychoanalysis highlighted
especially one of the essential features of the island: the fact that it
evokes a refuge. The search for the island of the desert, or the unknown
island, or the island rich in surprises is one of the fundamental themes of
literature, of dreams, of wishes.The island would be a refuge where
consciousness and will unite to escape the assassinations of the
unconscious: you defend yourself from the ocean waves seeking the
support of the rock” (Chevalier, 1993: 157).

The vast palette of valences of the myth of the deserted island
proves its protean character, the opening to a perennial redefinition; the
island creates bridges between the real and the imaginary, and the
island’s topos is found in the literary fiction of Antiquity to
postmodernism. Regardless of the field of research,the attempts to
capture the essence of the insular imaginary reveal an ambivalent space,
located at the real and unreal confluence, a space that evades a concrete
definition. Although the identification of the “essence of the wilderness
island” remains a challenge, the contemporary context allows the change
of the binar, opposed type vision with a global holistic approach.
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A Dialectical Reading of Strindberg’s Miss Julie

Hossein Davari
Mostafa Sadeghi

Abstract:

A dialectical reading of Miss Julie offers an explicit depiction of history’s
change and progress; it shows how society changes by the growing needs of the
subjects and how void relations are negated into new ones. In this play, the
transition of feudalist and patriarchal relations have been depicted through a
new type of woman who does not believe in the supremacy of her father and
husband as owners of the family; the subjects’ desire to escape from restrictive
relations, breaking the hierarchal relation, and the decline of nobility as well as
loyalty. In Miss Julie, Strindberg shows that the subjects cannot be liberated
under the class relation of the coming capitalist mode and profit-oriented
relation of the subjects ends only in destruction. He represents the problem of
women becoming worse under capitalism and the new bourgeois ideology of
bourgeois feminism not only fails to liberate women but also provokes a battle
of the sexes as well as chaos.

Keywords: Dialectical materialism, demise of feudalism, transition to
capitalism, bourgeois feminism

Introduction

From a philosophical perspective, Marxism is based upon a
dialectical and materialist foundation; a firm basis upon which it
renounces and opposes any idealist approach towards history and life.
Dialectical materialism scrutinizes the movement of history which
cannot be divorced from the conflicts and contradictions that are caused
by material needs. It claims that when the needs are not obviated,
change will be inevitable:

Dialectical materialism consists of three laws:

1: The transformation of quantity into quality and vice versa

2: The unity of the opposites

3: The negation of the negation

The first law declares how quantitative aggregation changes into a
qualitative transformation. The Well-known example of Engels is the
aggregation of three molecules of O (Oxygen) and a qualitative change
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into O3 (Ozone). A drop of water for instance goes through different
qualitative transformations; it consists of H,O which is a different
qualitative state and when it is vaporized or frozen, it goes into other
qualities. The drop of water can also be dissected into its quantities that
are two H and one O. The second law is the most important law of
dialectical materialism. Contrary to the mechanical materialism which
considered the external world made of solid and inconvertible pieces,
dialectical materialism shows how the opposites are interconnected and
solved into a higher form. Given that, the slaves and slaveholders in
slave society, the serves and masters in feudalism, the proletarians and
the capitalists in capitalism are therefore connected to each other. These
connections do not mean they are united peacefully but on the other
hand show how the antagonist sides are dependent on each other. A
capitalist therefore needs a proletarian for gaining profit and capital and
a proletarian needs a capitalist for survival. However, historical
evidences prove that this dependency is relative; at the time of a
successful revolution it completely disappears and the opposites are
solved into a higher form. The third law shows how a new mode of
production evolves from the womb of previous mode. Feudalism was
born out of slave society which was in turn born out of the primitive
communism; therefore, feudalism was a negation of slave society which
was a negation for the primitive communism. Capitalism negated
feudalism (the negation of slave society) and socialism will be the
negation of capitalism. This law can be easily seen in everything which
goes through evolution in the external world. Take how a seed becomes
a tree or a sperm becomes a baby. The seed is negated into a sapling
which is in turn negated into a tree and the sperm goes through different
states and stages which is not simply a repetition. As it can be seen, a
tree in the twenty-first century is more developed than that from million
years ago as the modern man too is more developed than his animal
ancestor.

In dialectical materialism, being determines the consciousness. The
consciousness is hence the result of the action of external and
independent materialist world on the perceptory organs. Contrary to
idealism which believes the idea that thought, and mind are prior and
primary to matter, dialectical materialism claims there will be no idea
without matter. A mountain therefore does not merely exist because a
perceiver thinks about it; it exists independent of the perceiver’s
thought. Consequently, dialectical materialism is a science and
philosophy which shows the materialist continuality and growth of
nature and society; for dialectical materialism no external being, no
mode of production, no concepts and no beliefs are solid and immutable.
Proposed by Marxism, dialectical materialism is the philosophy of
change that is used by the oppressed to destroy the capitalist repressive
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mode and replace it with a socialist one in which everyone earns
according to his ability without any class and political advantages.
When it is applied to history, historical materialism presents a map for
how the dead and reactionary relations are replaced by new and
revolutionary forces. Dialectical materialism asserts history, society, and
nature neither have finality nor reach any perfection based on the fact
that development is inevitable and permanent.

No mode is permanent because by the passage of time the needs of
the people change and the current mode is unable to obviate them. There
are many reasons why the feudalist mode was replaced by the capitalist
mode such as the bourgeois revolutions against the Catholic Church by
John Calvin in France, by Oliver Cromwell in England, and by Martin
Luther in Germany, the growth of industry and commerce, peasant
revolts, and the crusades. The decline of feudalism was necessarily
accompanied by the centralization of power in the hands of a more
extended kind of government. Marx declares how the executive power
hastened the decline of feudalism in France and replaced the local and
disunited powers into a whole. He states:

The princely privileges of the landed proprietors and cities were transformed into so
many attributes of the Executive power; the feudal dignitaries into paid office-
holders; and the confusing design of conflicting medieval seigniories, into the well
regulated plan of a government, whose work is subdivided and centralized as in the
factory. The first French Revolution having as a mission to sweep away all local,
territorial, urban, and provincial special privileges, with the object of establishing
the civic unity of the nation, was bound to develop what the absolute monarchy had
begun-the work of centralization, together with the range, the attributes and the
menials of government. Napoleon completed this government machinery. The
legitimist and the July monarchy contribute nothing thereto, except a greater
subdivision of labor within bourgeois society raised new groups and interests, i. e.,
new material for the administration of government. (Marx, 1907: 70)

When man moved from the higher stage of barbarism to civilization,
he replaced the gentile constitution with a centralized power: the state
which was a means of coercion against the common people. A
qualitative change in the mode of production is therefore accompanied
by a transformation of political power and the relations among the
people. Under the first Napoleon the middle class was reinforced and
liberalism replaced feudalism. The third Napoleon who was the founder
of the first Fascist government, took the political power from the
Orleans and Legitimist only to increase immeasurably their social
advantages and domination.
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Discussion

Before going any further let’s see from where the consciousness
originates. In Marxist philosophy, the consciousness of human being is
resulted from his participation in production. Mao declares:

Marxists regard man’s activity in production as the most fundamental practical
activity, the determinant of all his other activities. Man’s knowledge depends
mainly on his activity in material production, through which he comes gradually to
understand the phenomena, the properties, and the laws of nature. And the relation
between himself and nature; and through his activity in production he also gradually
comes to understand, in varying degrees, certain relations that exist between man
and man. (1965: 295)

The people with different consciousness live in a web of
interrelations that is the society. Marx declares:

Society does not consist of individuals, but expresses the sum of interrelations, the
relations within which these individuals stand. As if someone were to say: Seen
from the perspective of society, there are no slaves and no citizens: both are human
beings. Rather, they are that outside society. To be a slave, to be a citizen, are social
characteristics, relation between human beings A and B. Human being A, as such, is
not a slave. He is a slave in and through society. (1973: 265)

The capitalist society is a class society with different ideologies and
attitudes; a place of permanent class struggle between the exploiter and
the exploited. Correspondingly, what man knows is brought about by the
condition in which he lives. A proletarian knows capitalism is an
oppressive system and seeks for a change. On the other hand, a capitalist
only knows it is a highly profitable one and there must be a repressive
organ to protect his wealth and avoid any change. But, it is important to
ask whether all the people easily get the correct consciousness? Of
course not. The masses become aware and united by revolutionary and
military advancement against the state. I skip further explanation
because this matter cannot be discussed in few paragraphs or pages.

In Miss Julie, Jean desires to have class progression while Julie
wants to break the patriarchal law. At the same time, Kristin respects all
the laws defined for her in that society; even in her sleep she mumbles
her duty that “the Count’s boots are cleaned” (Strindberg, 1955: 83).
Julie breaks the feudal restrictions made for a docile woman; moreover,
she removes the class relations voluntarily. Before enticing Jean to
dance with her, she tells him, “To-night we’re all just people enjoying a
party. There is no question of class” (Strindberg, 1955: 79). It is the
relations among the higher class Julie and the lower class Jean as well as
Kristin that makes the society. Jean is sexually superior to Julie and
financially inferior to her while Julie is only financially privileged to her
valet. Consequently, she desires sexual superiority. The only way for her
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to break the patriarchal restrictions that imposes sexual inferiority on
her, is revolting against the behavioral and ethical codes which restricts
women as inferior to men. It is important to realize that under
patriarchal relations, class cannot save a woman; that is, although she is
superior to Jean financially, she is left to destruction at the end of the
play. When Jean faces her strange behavior, he says, “Don’t you know
it's dangerous to play with fire?” she replies, “Not for me. I'm insured”
(Strindberg, 1955: 85).

Julie is progressive, quite opposite to Kristin who is docile and
conservative. Strindberg aims to show that the consciousness which is
resulted from the society is blurted under a fog. If all the people got
revolutionary, the break of system will be inevitable but most of the
subjects (like Kristine) are controlled by the ideologies which ends in
their servitude or prompted by digressive ideologies (Like Julie) that
ends in their destruction. Strindberg is aware that the bourgeois feminist
ideology, which is resulted by Julie’s oppression in a patriarchal
domain, brings about destruction and is totally a madness as well as
futile new attitude for the new woman: Julie. In fact, he manifests his
resentment of the battle of sexes which worsens the condition of women
rather than liberating them.

Reading Miss Julie from a dialectical and historical materialist
perspective shows how history goes onward and how the transformation
of modes of production transforms the relations of the subjects. Miss
Julie is a ground upon which the decline of feudalism can be easily
observed by the appearance of new concepts and needs that are to be
fulfilled under the next mode. In Marxist philosophy no society is able
to avoid the dialectical development; therefore, the social transformation
and change in people’s life is inevitable; and relations of production
determine the relations of people. However, it is always the people who
determine the modes of production based on their needs. That is to say
no change in the mode of production will happen if the oppressed do not
desire and try to replace the oppressive, unjust mode. Marx states:

At a certain stage of their development, the material forces of production in society
come in conflict with the existing relations of production, or—what is but a legal
expression for the same thing—with the property relations within which they had been
at work before. From forms of development of the forces of production these relations
turn into their fetters. Then comes the period of social revolution. (1904: 12)

Thus, history is the growth of productive forces and the conflict
among the different strata in the society due to their needs. Marxism
believes that without class struggle which contains ideological,
economic, and political struggle, transition is impossible.

Every transition is accompanied with change in the superstructures.
For instance, family under feudalism was gradually changed to a new
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one under capitalism or power gradually transmitted from local
authorities to a centralized government which was a requirement of the
modern society. Under capitalism, man's ultimate domination over
children and wife is changed. Equally important is that, the transition
from feudalism to capitalism was due to the crisis of feudalism in
obviating the growing needs of the people. The mode of production
changed but the relation among sexes and people did not changed at
once. Delany mentions:

Since economic evolution can be charted with some precision, even in earlier
periods of history; but social relations, always more mixed and indefinite, adapt
neither smoothly nor rapidly to economic change. It does not lie in our power to
change our personalities overnight, except in rare instances of conversion;
psychological conflict must therefore be endemic in a dynamic society. Traditional
styles of relationship will be continuously undermined by the forces of change, but
the personality structure appropriate for new kinds of social organization can evolve
only gradually. (1977: 429)

It must be noted that the qualitative transition from one stage to
another takes time; capitalism did not completely replace feudalism and
feudal codes over a night but hundreds of years; that is, building a new
society with new people and new ideologies takes a long time. The
power of patriarchy therefore remains in the capitalist societies which
are not still emancipated from their past contradictions. Thus, the
characters of this play live in a capitalist era but the relics of reactionary
past has preserved its moribund existence on their lives.

In this play government is absent but its ideologies, apparatuses and
institutions such as hierarchy, religion, family, and church are present.
One thing is simple, under capitalism hierarchy, religion, and other
superstructures and institutions will continue to exist in a more
complicated and extended form. The hierarchy is not between a serf and
a noble person but rather among a gigantic bourgeois and millions of
proletarians as well as middle classes, religion never ceases to stop
controlling people but absorbs most of the inclined minds, and family is
neither completely controlled by the father nor is a safe and hospitable
place to live, it is an institution made on the power of capital. Under
capitalism, property still exists for the upper middle class and bourgeois
family but not merely in the hands of the father. But, it is important to
ask why Julie does not have any capital to elope with Jean? The answer
is that the lack of capital for Julie means the feudal relations still exist
among the people though it is the capitalist era.

The road to feudalism was paved by the conquest of the Roman
Empire by the Germans. It was the Germanic tribes who abolished the
slavery exercised by the republic of Rome. The transformation of
feudalism to capitalism was not brought about by the lords and masters
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but by the peasants; meaning that, the productive forces were developed
by the peasants. Under capitalism, a proletarian hardly possesses
anything but his labor power which he sells to survive; in addition, the
proletarians do not possess the means of production which are specified
to the ruling class. The transformation from capitalism to socialism will
be done by the proletariat which is the agent of the oppressed; the
oppressive relations under capitalism lead to the misery of masses which
join the red flags of the proletariat. At the same time, any change is
suppressed by those at power because they do all they can to save the
order. In Miss Julie, Julie, her mother, Jean, and Kristin are repressed by
the system and consequently the oppressed (except the ideologically
controlled Kristin) fight for liberation; Jean fights for financial and Julie,
the same as her mother, fights for sexual emancipation. There is a
conflict in Julie as a new woman and the concept of a submissive
woman. Such conflict is caused by the growing needs of women for
sexual equality that is impossible under the patriarchal feudalist mode.
Anyhow, humanity has growing needs and constantly struggles to
obviate them. In fact, the nineteenth century was an upturn for Swedish
women. Many organizations and feminist voices supported the public
participation of women. Expectedly, in 1873, The Married Woman
Property Association — the first women’s rights organization was
established; the association was a reformist bourgeois organization for
the upper class women that had as its members the liberals like Ellen
Key and Amanda Kerfstedt. It worked to end the supremacy of man
over his wife and give the right to the professional woman to control her
earning; however, this reform failed, the supremacy of man over his
wife was preserved, and the association dissolved in 1896. The
transition of old beliefs and their replacement by the new ones is
revealed through Julie's words when she talks about her mother:

My mother wasn’t well-born: she came of quite humble people, and was brought up
with all those new ideas of sex-equality and women’s rights and so on... So when
my father proposed to her, she said she would never become a wife... but in the end
she did. I came into the world, as far as I can make out against my mother’s will,
and I was left to run wild, but I had to do all the things a boy does — to prove
women are as good as men. I had to wear boys’ clothes; I was taught to handle
horses — and I wasn’t allowed in the dairy. She made me groom and harness go out
hunting; I even had to try to plough. (Strindberg, 1955: 97)

Her mother reared her like a man in order to liberate her from her
second sex position. This bourgeois feminist misleading attitude is
explained by Kollontay. She states:

The more hard-bitten feminists adopted a male style of clothing “on principle”, cut
their hair with long masculine strides... When the feminists found out that, driven
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by necessity, women were working as dockers in ports and lugging impossible
weights, these naive advocates of equal rights brimmed over with triumph and
wrote in their newspaper and periodicals: “Women score yet another victory for
equal rights! Women dockers carry four hundredweight, hold their own with men!”
(Kollontay, 1949: 47)

Julie demands liberty from the feudal and patriarchal relations and
Jean wants to become rich and unchain himself from the submissive
feudal relations; one of them is motivated by social needs and another
by economic needs; additionally, both of them seek egotistically and
opportunistically their personal interest and use each other to fulfill their
goals. Until exploitation and oppression exist, what can be expected
from the subjects except following personal wishes as well as
commodifying each other by any means? Though women were
restricted under feudalism, capitalism never brought liberation for them
because capitalist ideologies have never condemned the bourgeois
system but represented man as the enemy of women.

The Count is the symbol of dead relations; he has no existence in the
play and is only heard and feared by the two transgressors; that is, he is
held back by the power of the new society. Under feudalist relations
lords had domination over those beneath them but here the Count is
absent; in addition, his pride and dignity are demolished by his wife,
Julie, and Jean. Under feudal relations the lords were responsible with
protecting their higher position in society from the peasants by political
power and the economic advantages which were specified to them. In
this play, the Count’s state is set on fire; his wife, his daughter, and his
valet are disloyal to him. Thus, he has no power and even existence in
the play.

The nobility and aristocracy became weaker after the decline of
feudalism. Thus, not only the Count’s absence but also Julie’s behavior
to give away gentry and to act like a common person shows the decline
and demise of feudalism. In summary, this play shows how a noble man
by rank and sex under feudalism is negated, betrayed and his patriarchal
power is decreased under the power of capitalism. Miss Julie shows how
the economic transformation of the society from feudalism to capitalism
brings about change in the life of the subjects. One is forced to the
background, betrayed and humiliated: a castrated count, another wants
to dominate men and defeat the patriarchal power and authority: a
freedom seeking woman, and the other wants to gain capital and private
property: a valet in need of class progression. All of these are resulted
by the change in the economic base of their society. It is the decline of
feudalism and the need for change which makes the valet; Jean, feel no
guilt to betray and humiliate his lord. Indeed, Jean does not seek for
justice; he is an opportunist person who desires to be a lord of his own
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in the emergent capitalist era. The transition of feudalism to capitalism
was accompanied by the liberation of the serfs from their masters.
Furthermore, the betrayal of Jean to the count shows the undermining of
such dependency. Without a capitalist mode he cannot be liberated from
such dominance and it is why he desires to go to another place to
institute a hotel which can bring about profit and capital for him
independent of his lord. Instituting a hotel is therefore a way for Jean to
get rid of the dependence on his master. Becoming a lord places Jean
above other individuals and makes him a prospective capitalist; in other
words, it makes him a member of the upper class.

Setting the state on fire is the symbol of struggle against the
patriarchal authority. The feudal home which Julie’s mother sets on fire
is owned by the father. She tries to break the hierarchy of man/woman
by bringing her daughter up like a boy and giving the men on the estate
feminine jobs and vice versa only to prove that women are as good as
men. But everything is controlled by the Count and she reacts with
putting the estate on fire as Julie says “That was my mother’s revenge
because he made himself master in his own house” (Strindberg, 1955:
98-99). Julie’s mother aims to gain ascendency over her husband by
having a clandestine relationship with her lover, reversing women’s job
with men’s, controlling the state, and bringing her daughter up like a
boy as well as filled with hatred to men. The same as her mother, the
sexist Julie is a prototype of bourgeois feminism. She never fights for
equality and like a bourgeois woman hates men, not the system which
oppresses the women; further, she abuses men due to her abhorrence. In
other words, for her, fighting against the evil man brings liberation for
the oppressed sex. Nonetheless, neither treating her fiancé like a dog nor
asking Jean to kiss her feet liberates her. In fact, Julie has inherited such
hatred from her mother as she reveals to Jean, “I’d learnt from her to
hate and distrust men — you know how she loathed the whole male sex.
And I swear to her I'd never become the slave of any man” (Strindberg,
1955: 99). The relation of Julie’s mother with a lover is a revolt against
the monogamous marriage which is only monogamy for women and
putting the state on fire is again another revolt against the private
property that is owned by the Count. Under feudalism, women’s right of
inheritance was limited, they were restricted to home, responsible to
raise the children, and did all other household affairs. All Julie and her
mother do is a revolt against the patriarchal society which makes them
slaves of the husband and father. Actually, Julie cannot unchain herself
from the patriarchal restriction because she has no property. The only
remaining way to hurt men is therefore abusing, betraying, and hating
them; and that is exactly what Julie and her mother do.
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Miss Julie shows how the opposites are united in a society. In
comparison to the reactionary Kristin, three other characters: Jean, Julie,
and Julie’s mother are progressive. According to class relations, the
noble Julie and the Count are the opposite of the lower class Jean and
Kristin. From such union of the opposites and the growing needs of the
oppressed a transition is inevitable; that is, the inevitable transition of
feudal relations to capitalist ones. The transition of the relation among
Jean, his master, and his mistress is a sign for the transition of the feudal
social relations. Under feudalism the serfs were supposed to be loyal to
their masters who protected them. On the other hand, Jean breaks this
loyalty; he degrades the Count by sleeping with his daughter and
abandoning his mistress only after disgracing her. Thus, Jean breaks the
feudal service to the superior that was a very strong bond under
feudalism. The inevitable transition to capitalism can be understood by
the contradiction in his service. It shows that, under capitalism and the
progression of the means of production wage payment replaces loyalty.
Meaning that, the acutely repressive connection between an upper and a
lower class rarely allows loyalty to appear between the two antagonist
sides. How can be an oppressed loyal to an oppressor who exploits him
every day? Miss Julie is a depiction of how the struggle between two
antagonistic sides never resolves by peaceful means and until class
relations among the people exist, exploitation survives. The union
between the upper class Julie and the lower class Jean is impossible
because one strives to obviate her sexual needs and desires to belittle
men while another commodifies his mistress for financial supports and
fantasies. The union and dependency of these two are therefore only
relative; moreover, the impossibility of permanent dependency depicts
how antagonisms among the classes remain in a class society.

The feudal crisis can be seen by the contradiction between the
growth of productive means to obviate the growing needs of the subjects
and the existent moribund restrictive relations. Instituting a hotel is a
kind of absorption to a more economically developed place rather than
the restricted place in which they are living in. It is a signal of change, a
qualitative transformation to capitalism. Jean demands a breach with the
past as he says:

There’s the past and there's the Count. I’ve never been so servile to anyone as I am
to him. I’ve only got to see his gloves on a chair to feel small. I’ve only to hear his
bell and I shy like a horse. Even now, when I look at his boots, standing there so
proud and stiff, I feel my back beginning to bend. Kicks the boots. It’s those old,
narrow-minded notions drummed into us as children... but they can soon be
forgotten. You’ve only got to get to another country, a republic, and people will
bend themselves double before my porter’s livery. Yes, double they’ll bend
themselves, but I shan’t. I wasn’t born to bend. I’ve got guts, I’ve got character, and
once I reach that first branch, you’ll watch me climb. Today I’m valet, next year I’ll
be proprietor, in ten years I’ll have made a fortune, and then I’ll go to Roumania,
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get myself decorated and I may, I only say may, mind you, end up as a Count.
(Strindberg, 1955: 91-92)

As Jean fantasizes about becoming a count and making Julie her
countess, Julie replies, “What do I care about all that? I am putting those
things behind me. Tell me you love me, because if you don’t... if you
don’t, what am I?” (Strindberg, 1955: 92). Through Jean, Strindberg
ridicules the concept of new woman (as seductive, irrational, and
uncommitted to the ethics), talks about the quarrel of the couples,
misuses Julie, and insults her incessantly. Julie emotively talks of love
but Jean replies with financial fantasies. Later, her desire for ascendency
ends in a humiliating submission which the writer vehemently
welcomes.

However, Jean is unable to break his dependency because he has no
property. He tells Julie how he was brought up under hard conditions in
comparison to Julie’s comfortable upbringing; in addition, he declares
that he had fallen in love with her since childhood but she was
unachievable. Jean says, “you were simply a symbol of the hopelessness
of ever getting out of the class I was born in” (Strindberg, 1955: 88).
Indeed, Julie is used to pave the way for his progression but the plan
fails because she too has no property. Such dependency is therefore
economic and expectedly when Jean realizes she has no property, he
leaves her; that is, he changes from dependency on his lord to Julie and
again retreats to his lord and returns to his lower class position. Julie on
the other hand wants to break all kinds of dependency. She proudly
desires to be free from any restriction but she is too weak to break the
patriarchal authority and ends in a humiliating submission to the power
of men and the dependency on them that still exists in her society.
Though she had formerly treated her fiancé like a dog, in her dilemma
she pleads in Jean, “Help me. Order me, and I'll obey like a dog”
(Strindberg, 1955: 113).

After getting united, the dependency of Julie and Jean on each
other becomes more tangible. Julie talks about love and Jean replies
with words concerning financial issues. However, Julie is more
dependent on him than Jean on her because, firstly, she has no property
to persuade Jean to elope with her and secondly she is a woman. Julie
therefore feels more insecure and such insecurity and dependency is the
result of her desire to dominate men and being a victim to a man in
financial needs and fantasies. She says to Jean, “I loathe you — loathe
you as I loathe rats but I can’t escape from you” (Strindberg, 1955: 97).
Human is a material being with material needs and he does everything
for obviating his needs whether consciously or unconsciously, whether
cautiously or incautiously. As can be seen, the needs of characters are
completely oriented by the emergent capitalist ideologies such as class
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progression for the lower class and equality for women. Both of them = ./
act incautiously and unconsciously, meaning that bourgeois feminism
does not bring equality for women and under capitalism a poor valet N
cannot attain upper class. '

In comparison to the patriarchal and limited industry of feudalism, e,
the large-scale machine industry of capitalism is more progressive.
Lenin states:

Large-scale machine industry, which concentrates masses of workers who often
come from various parts of the country, absolutely refuses to tolerate survivals of
patriarchalism and personal dependence, and is marked by a truly “contemptuous
attitude to the past”. It is this break with obsolete tradition that is one of the
substantial conditions which have created the possibility and evoked the necessity
of regulating production and of public control over it. In particular, speaking of the
transformation brought about by the factory in the conditions of life of the
population, it must be stated that the drawing of women and juveniles into
production is, at bottom, progressive... By destroying the patriarchal isolation of
these categories of the population who formerly never emerged from the narrow
circle of domestic, family relationships, by drawing them into direct participation in
social production, large-scale machine industry stimulates their development and
increases their independence, in other words, creates conditions of life that are
incomparably superior to the patriarchal immobility of pre-capitalist relations.
(1977: 546-547)

The plan to leave for Switzerland and working in a hotel is therefore
an escape from the patriarchal restrictions and on the whole from the
reactionary feudalist relations. It is a contemptuous attitude to the past as
well as an endeavor to replace the restrictive feudalist and patriarchal
relations with a capitalist and supposedly free one; besides, working in a
hotel along with Julie shows the growth and complexity of economy in
comparison to a feudal economy. It shows the movement towards
capitalism; without being a property holder under feudalism, Jean wants
to become a capitalist under capitalism. Alas! This is useless. Proving
these words, Marx declares how the self-employed land possessors
became the future capitalists, “The old self-employed possessors of land
themselves thus give rise to a nursery school for capitalist tenants,
whose development is conditioned by the general development of
capitalist production beyond the country-side” (1959: 799). The wish to
gain independency from his lord is the sign for the decline of feudalism
but the lack of property is a signal that Jean will not become a capitalist
but a proletarian under capitalism. Actually, only the prosperous
peasants and farmers became the future capitalists and the serfs were
driven to the property-less class: the proletariat. Jean reveals his
opportunistic nature by exploiting his mistress in order to have a class
progression; anyhow, ending the supremacy of lord and feudal relations
brings about for him not a class progression but transition to a
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proletarian. His capital is supposed to be gained from the hotel and the
property to institute the hotel is supposed to be paid by Julie. Jean
therefore cannot break his dependency upon his master and mistress
because he is only a servant who under capitalism becomes a lower
class.

Under feudalism men were the breadwinner of the family and the
family was owned by them; the power of men decreased when women
were equally engaged in work outside the home. Nevertheless, it does
not mean that the women are free under capitalism; the patriarchal
restrictions are dead and both sexes are major parts in the oppressive
capitalist production system regardless of their sex; in other words,
capitalism brought woman out of the home not to liberate her but to
complete its productive force. On the contrary, feudalism constricted
women to home as Jean says, “the countess was more at home in the
kitchen and cowsheds than anywhere else” (Strindberg, 1955: 77). Julie
is brought up to retaliate for her oppressed sex. The first act of standing
against patriarchal relations is belittling her fiancé Forter. She treats him
like a dog; a pejorative action which leads to ending their relationship.
The second is her unwillingness to participate in the midsummer night
and accompany the head of family: the Count. The third is her relation
with a person not qualified enough for her rank and family: Jean. And
the fourth is her hope to elope with Jean and institute a hotel where Jean,
Kristin and she work together. Working in a hotel, far from her
patriarchal society is her last hope to liberate herself from her present
dilemma.

Julie is negated both under feudalism and in the emergent
capitalism; his father owns her and Jean too abuses her. She tries to
unchain herself from feudalist relations but indeed capitalism does not
bring salvation for her because the oppression of women has its roots in
private property that is still owned by her father. Moreover, the negation
of feudalism shows no mode is permanent. Miss Julie shows how the
patriarchal and restrictive relations in a society are not stable and like
the feudalist mode of production, such relations will be negated. It also
shows how under capitalism the relation of the subjects will be changed
into bourgeois- proletarian relation and the battle of sexes. In this play,
there is a battle of wills between Julie (to control men) and Jean (to
become rich) but their wills end in futility. In fact, none of them seek
equality and justice; they fight for ascendency. Strindberg crushes Julie
under social determinism but at the end of the play gives her free will to
commit suicide in order to preserve her human dignity and to give her
an end that somehow provides redemption. Delblanc claims that “in
Strindberg’s naturalistic works, we seem to see determinism in
operation, until once again the tragic conclusion brings free will into
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action and lends human dignity and grandeur to the destruction of the
central character” (1988: 9). Undoubtedly Julie could survive and forget
her affair with Jean but nothing can survive the demise of feudalism.
The false consciousness of Julie which is brought about by the society in
which she lives brings her destruction. Consequently, Julie is not the
victim of the blind forces but her society. Some questions left to be
answered at the end of the play: Who is to be blamed? Who needs
redemption? The society or the subject? The suicide is not redemption
for a subject, as a matter of fact, it is putting the blame on Julie not her
society.

Jean and Julie are both the negation of relations under feudalism;
Julie is the negation of a servile woman and Jean is the negation of an
obedient servant. Strindberg reveals her antipathy with the concept of
new woman which is prototyped through Julie: an emancipated woman
who abhors men and seeks to gain transcendence and dominance over
them with whatever possible means. Jean is also treated as an
opportunist lower class. It shows that, though Strindberg does not accept
the bourgeois feminist concept of women, he is also not inclined
towards the working class which is prototyped in the opportunist and
villain Jean. All the relations are negated with the decline of feudalism
into new relations under capitalism which has been grown from the
womb of feudalism only to negate it. The growing needs of the
characters; Julie and her mother for equality and Jean for class
progression are the reason for the negation of feudalism. After all, Julie
and Jean fail because of their futile wishes. One is remained a lower
class and another left to commit suicide, that is; capitalism will never
bring equality for women and make a property-less lower class a
capitalist.

Conclusion

History moves forward and contradictions are resolved into higher
forms; as well, the antagonistic contradictions which are the result of the
growth of productive forces and the growing needs of the subjects lead
to a qualitative transformation. Slave society, feudalism, and capitalism
could not avoid anti-antagonistic contradictions because they had been
based upon exploitation. In Miss Julie the growth of productive forces
and the restriction of social relation make Julie and Jean try to break the
order which is unable to obviate their needs; however, under capitalism,
neither a property-less valet can become a lord nor a suppressed woman,
who is reared by the hatred towards men, can satisfy her new desires
under the patriarchal and oppressive relations. In this play, though the
characters fail to materialize their wishes in the still existent feudal
relations, the demise of feudalism is inevitable. Julie is the outcome of
the battle of the sexes; she is born in a family that includes a man in

78



(& THEORY, HISTORY AND LITERARY CRITICISM

power and a woman in desire of gaining ascendency over him; the chaos
among the sexes is caused by the power of capital and will never end
under capitalism. Further, this play is a tragedy for feudalism and then
for Julie. To put it differently, it is the demise of feudalism and
destruction of Julie. The play is the battle of the sexes that is oriented by
sociological and economic needs. It is the battle for freedom from
oppression; one from superiority of men and another from -class
relations. A key point is that Julie is a tragic hero; she is ahead of the
place in which she lives. She is scarified and at the end and many
readers may convict her of her inappropriate behaviour which brought
her such a misery. As a matter of fact, the real cause of her misery are
not the blind forces but the real forces of history; she is sacrificed by her
needs which are too much for the times she is living in. Julie is the
victim of the patriarchal society as well as the bourgeois feminist
ideology. The inequality of the sexes makes Julie hateful of the opposite
sex. Inevitably, she is sacrificed by her time as did her mother. In
summary, this play is the battle of the sexes, different classes and the
ideologies which control the subject in order to deliver the last hit on
feudalism’s body and to replace it with capitalism.
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The Typology of Converters

Abstract:

The present article refers to the converters, which are morphological and
graphical marks that signal conversion and can be classified according to
several criteria. In Romanian, conversion can be marked by converters or
unmarked. The class of converters includes noun converters (articles, vocative
desinences, prepositions), adjectival converters (adjectival desinences, some
adverbs and adverbial phrases), verbal converters (some reflexive pronouns),
prepositional converters (some articles) and graphical converters (for instance:
quotes, hyphen).

Keywords: conversion, converters, noun converters, graphical converters,
articles, desinences, quotes

0. Complexul procedeu al conversiunii a stirnit de-a lungul timpului
interesul mai multor specialisti de renume ai gramaticii romanesti' care,
avand in vedere criteriul clasei lexico-gramaticale la care s-a realizat
trecerea, au  stabilit tipurile consacrate de  conversiune:
substantiv(iz)area, adjectiv(iz)area, adverbializarea, verbalizarea,
prepozitionalizarea, conjunctionalizarea si interjectionalizarea.

De asemenea, tinadnd cont de implicarea convertorilor in procesul
conversiunii, s-a adus in discutie conversiunea marcatd, care poate fi
progresiva, cand se realizeaza prin adaugarea de convertori, sau
regresiva, dacd se suprima segmentele terminale, si conversiunea
nemarcatd, rezultat al relatiei interlexematice, caracterizata prin absenta
convertorilor (Neamtu, 2014: 431-432).

1. Convertorii — definire si justificarea denumirii

1.1. Convertorii sunt considerati mijloacele de realizare a
conversiunii (Ibidem: 430), ,,marci flexionare de Incadrare neechivoca
intr-o clasd lexico-gramaticala, ndeplinind, in plan morfologic, un rol
identic cu cel jucat in plan sintactic de contextul diagnostic (...) altfel
spus, «marci flexionare diagnostice»” (Pand Dindelegan, 2002, I: 36).

* PhD Candidate, Faculty of Letters, “Babes-Bolyai” University of Cluj-Napoca,
tertea_andreea@ yahoo.com
! Precum G.G. Neamtu, Gabriela Pan Dindelegan, Valerica Sporis s.a.
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1.2. Denumirea de convertori nu este unica atestata, in literatura de
specialitate facandu-se uz si de termeni precum: clasificatori
morfologici substantivali (Pana Dindelegan, 2003, II: 24; GALR, 2005:
135) sau clasificatori flexionari substantivali (Pana Dindelegan, 2003:
41), categorizatori (Nica, 1988: 57), formativi sau formanti (DTL, 1998:
74).

1.2.1. Dintre acestia, termenul de formativi sau cel de formanti ne
indicd, 1n spetd, implicarea respectivelor segmente/ unititi Tn formarea
de cuvinte noi, ceea ce nu presupune insd intotdeauna modificarea
Intelesului categorial, specificd majoritatii cazurilor de conversiune; de
asemenea, categorizatorii sunt specifici derivarii si, in ciuda existentei
unor asemendri cu convertorii, se deosebesc de acestia prin citeva
trasaturi esentiale’, care nu ne permit a-i confunda pe unii cu ceilalti.

1.2.2. Astfel, denumirea de convertori 1si gaseste justificare si 1n
sprijinul acesteia putem cita si mentiunea din DEX, unde prin convertor
se intelege: ,circuit electronic cu un singur tub electronic, care
realizeazd transformarea frecventei semnalelor incidente 1n
radioreceptoare” (DEX, 1998: 222). Intrucat rolul esential al
convertorilor, transformatorilor, din domeniul conversiunii este exact
acela de a marca o transformare a ,,ceva” in ,,altceva”, denumirea aleasa
sugereaza intocmai esenta conversiunii, ideea de transformare.

Fiind mai ofertant decat celelalte si avand caracter general, termenul
propus ne permitem sd includem In clasa convertorilor o gama
diversificatd de unitati: articole hotdrate si nehotdrate, prepozitii,
desinente etc., nu toate ,,alterand” corpul fonetic al convertitului.

2. Tipologia convertorilor

2.1. Desi inventarierea si tipologizarea convertorilor nu a atras in
mod special atentia specialistilor, s-au inregistrat o serie de contributii
marcante 1n acest sens. Astfel, domnul profesor G.G. Neamfu
mentioneaza convertorii pozitivi $i convertorii negativi, specifici
conversiunii marcate, si convertorii zero, specifici conversiunii
nemarcate (Neamtu, 2014: 431-434). In acelasi timp, majoritatea
gramaticienilor au cdzut de acord asupra calitatii de convertori
substantivali a articolelor definite si nedefinite (GALR, 2005: 135; DTL,
1998: 74), acest aspect nestarnind controverse.

In vederea unei mai bune intelegeri a procedeului conversiunii,
fenomen complex care afecteaza toate clasele lexico-gramaticale, Intr-o
mai mare sau mai mica masura, avind multiple consecinte semantice,
morfosintactice si stilistice, ne propunem, in cele ce urmeaza,

2 Pentru asemandri si deosebiri intre categorizatori i convertori, vezi Neamtu, 2014: 430—
431.
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prezentarea principalilor convertori, tindnd cont de clasa lexico-
gramaticald a convertitului si de marcarea grafica a conversiunii.

2.2. Convertorii substantivali

2.2.1. Articolul definit/ hotdrat, articolul nedefinit/ nehotdrat

2.2.1.1. Articolul, caruia iTn GALR i se infirma pregnant statutul de
parte de vorbire, fiind considerat morfem gramatical al determinarii
(GALR, 2005: 50), are si rolul de a marca, in calitate de convertor
substantival, substantivizarea (Neamtu, 2014: 431; GLR, 1966: 97,
GALR, 2005: 74; Popescu, 2006: 420): ,,orice cuvant al limbii asociat cu
articolul se comporta ca (devine) un substantiv’ (GALR, 2005: 57), dar
si conversiunea substantivelor proprii in comune, antonomaza: Enescul
din seara asta a fost remarcabil., Am ascultat un Enescu remarcabil
(Pana Dindelegan, 2003: 37).

2.2.1.2. In timp ce articolul definit se poate atasa unitatilor pe care le
substantivizeaza fie prin aglutinare, fie prin alaturare cu ajutorul
cratimei: Mi-am pierdut sinele., Ma pasioneaza frumosul., Bleu-ul da
culoare garderobei tale., ,,S-arata galbenul ce scade,/ Topindu-si fata in
azur,” (Macedonski, 2010: 89) ,,Mersul nu e si ell tot o scriere?” (Dan,
2005: 27), articolul nedefinit le insoteste asemeni unei anexe,
nemodificandu-le forma: Pare a avea un alt eu., Mi-a facut un mare
bine., ,,Era o fapturd...trimisd sa md piarda? Sau o bolnavd, o posedatd
ca §i mine? Orice ar fi fost, atunci nu md interesa.” (Voiculescu, 2006:
244), ,Un sus spre sus incoldcit,/ Rupdnd in tdcere dantura serii.”
(Stanescu, 2011: 37).

2.2.2. Desinenta de plural -uri

Desinenta -uri, intalnitd cu precadere in flexiunea substantivelor
neutre §i, izolat, in flexiunea substantivelor feminine, poate marca
substantivizarea ocazionald a unor pronume, numerale, interjectii,
prefixoide etc. (Bejan, 1995: 13) si, implicit, pluralul si genul neutru:
Multe ofuri ii impovarau sufletul., Materialul era impdnzit de bip-bip-
uri., Nimicuri cotidiene, Pravalia cu nimicuri, Despre nimicuri si alte
fantezii’, ,,Clopotele norilor,! Cu ding-danguri de ninsoarel la-nceputul
orelor,/ iata-le bat ora mare” (Stanescu, 2011: 27).

2.2.3. Desinentele/ mdrcile de vocativ -e, -ule, -o, -lor

Inventarul convertorilor substantivali inglobeaza si desinentele de
vocativ -e,-ule’ (masculin singular), -o (feminin singular) si -lor
(masculin si feminin plural), dintre care desinenta -0, aparand exclusiv
in declinarea substantivului, indica neechivoc apartenenta oricarei forme
de wvocativ la clasa lexico-gramaticald a substantivului (Pand

3 Nume de bloguri.
# Pentru punctul de vedere potrivit caruia-ule nu este desinenta de vocativ, vezi Coteanu,
1958: 213-216.
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Dindelegan, 2003, II: 24): frumoaso, scumpo, ,,-lubito, sunt eu la usa
inghetata...” (Bacovia, 1987: 14).

2.2.4. Prepozitia

In literatura de specialitate existd citeva mentiuni in ceea ce priveste
implicarea prepozitiilor in procesul de substantivizare: Ion Coteanu a
precizat cd prepozitia substantivizeazd cuvantul precedat: ,,rdu ramane
substantiv atita timp cat e Insotit de prepozitie” (Coteanu, 1982: 265),
iar Valerica Sporis a semnalat ,rolul morfematic al prepozitiei ca
element potential de substantivizare” (Sporis, 2005: 206).

Desi prepozitiile nu au fost considerate, In general, convertori
substantivali, aceasta ar fi, in opinia noastra, consecinta fireasca a
sublinierilor ficute. In aceastd calitate, prepozitiile substantivizeazi
adjective, adverbe, interjectii etc.: Efluvii de verde ne impresurau de
pretutindeni., ,,Primavard...I O picturd parfumatd cu vibrari de violet.”
(Bacovia, 1987: 49), ,,.De dupd negru, deschidel/ absente absorbitoare”
(Stanescu, 2011: 37).

In ceea ce priveste situatia mai speciald a celebrilor ,,monstri
sintactici” ai gramaticii romanesti, presupuse adjective cu prepozitie
Indeplinind functii sintactice nespecifice acestei clase (circumstantial de
timp, circumstantial de cauzd s.a.): Din galbend, s-a fdacut verde.,
Plangea de suparatd., ,,Aveam acasa o pisica,/ Era sdlbateca de micd,”
(Macedonski, 2010: 98), opiniile continud sd fie Tmpartite. Posibila
reinterpretare a adjectivelor, In contextele mentionate, ca substantive
convertite (Neamtu, 2014: 289-297; idem, 2008: 118-121), rezultate prin
substantivizarea adjectivelor cu aceeasi forma, permite acordarea
statutului de convertori substantivali pentru prepozitiile ce le insotesc.

2.2.5. Cel (cea, cei, cele) convertori substantivali?

in ciuda faptului cd, in majoritatea lucrarilor de referinta, cel (cea,
cei, cele) au fost considerate articole demonstrative (adjectivale),
detinind un rol important in substantivizarea numeralelor si
adjectivelor’: Cei cumsecade vor fi mereu raspldtiti., Cea frumoasi a
atras atentia tuturor., ,,Si fie-n mare sau mic numar, neputinciosi sunt
cei nemernici’ (Macedonski, 2010: 126), ,,Cei vii se misca si ei
descompugi,/ Cu lutul de caldura asudat;” (Bacovia, 1987: 36),
perspectiva s-a schimbat cu timpul, acestea fiind trecute in categoria
pronumelor (demonstrative) semiindependente, desprinse din clasa
semantica a demonstrativelor de departare, obligatoriu coocurente cu
adjuncti-atribute (Neamtu, 2014: 3-14; GALR, 2005: p. 246.), opinie la
care aderam, ceea ce are drept consecintd excluderea lor din inventarul
convertorilor substantivali.

3 Tn acest sens, se poate consulta GLR, 1966: 105.
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2.3. Convertorii adjectivali

2.3.1. Desinentele adjectivale

Adjectivizarea reprezintd unul dintre principalele tipuri de
conversiune interclasica, constiand In trecerea totala sau par;ialé6 a unor
substantive, verbe, adverbe s§i pronume in clasa lexico-gramaticala a
adjectivului: Ochii-i stingi m-au pus pe ganduri., ,,Cu o mdnd
tremurandd ridicdnd greul ciocan/ Cum isi plimba imprejuru-i ochii
care te-nspaimanta./ Ochi in care nu mai arde niciun simgamadnt uman!”
(Macedonski, 2010: 25); prin adjectivizare se obtin adjective variabile
(cu patru forme flexionare) sau invariabile, conversiunea fiind marcatd
sau nemarcatd de prezenta desinentelor adjectivale, cédrora, pana in
momentul de fatd, nu le-a fost acordatd titulatura de convertori
adjectivali, ceea ce considerdm absolut necesar.

2.3.2. Adverbe si locutiuni adverbiale

Ca urmare a adjectivizarii, unele adjective participiale, gerunziale,
substantivale si adverbiale pot fi supuse gradarii: Vocea ta era mai
tremurandd decit a mea., Pe fata-i foarte pruncd se prelingeau
lacrimile., Se retrdgeau spre casele mai suse. Astfel, unele adverbe
(prea, mai, foarte, tare, grozavl extraordinarl/...de) si locutiuni
adverbiale (la fel de, tot asa de, tot atdt de) constituie, In anumite
situa!;ii7, convertori adjectivali, indici morfologici ai adjectivizarii,
alaturi de morfemele de gen, numar si caz (Stoichitoiu Ichim, 2006:
234): ,,Mai regind decdt floareal Doar femeia poate fi.” (Matcovschi,
apud Gherasim, 2005: 29), ,,Parfum prea copil ca sa fie parfum.”
(Teodoreanu, apud Gherasim, 2005: 29).

2.4. Convertorul verbal se

Exclusiv in limbajul poeziei, se remarca prezenta convertorului
verbal se, acesta marcind verbalizarea unor substantive, proces 1nlesnit
de coincidenta dintre desinentele substantivale si desinentele verbale de
persoana a Ill-a -d, respectiv -e (Boc, 2009: 362), si diateza reflexiva:
»Ce-fi mai face dulcele, duduie?/ Se cireasd, se gutuie?”’ (Tomozei,
apud Boc, 2009: 362), ,Suiera.—Piepturi de piepturi se sfarama,/
Coifuri de coifuri se tanddrd.” (Macedonschi, 2010: 45). Verbele citate
(se cireaga, se gutuie, se fandard) reprezintd inovatii care, cel mai
probabil, nu vor parcurge procesul de adaptare in urma caruia ar putea
deveni fapte de limba, ele gasindu-si ratiunea de a exista doar 1n stilul
beletristic, stilul literaturii.

¢ Adjectivele pronominale le consideram hibrizi gramaticali, conversiunea nefiind
totala.

" in cazul unor substantive, pronume, verbe la supin si interjectii ce prezinti categoria
intensitatii, adverbele si locutiunile adverbiale nu constituie convertori.
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2.5. Convertori adverbiali?

2.5.1. Calitatea de convertor substantival prin excelenta a articolului
hotarat este discutabild In cazul presupuselor adverbe de timp obtinute
prin adverbializarea substantivelor care denumesc anotimpurile, zilele
saptdmanii si partile zilei: Caldtoreste doar ziua., ,,Greierul zimgteazd
noaptea, cu nimic.” (Bacovia, 1987: 83), ,,Asa spune basmul ce azi l-am
uitat! Ca noaptea, la crdasma, apar siluete/ Cu rogii fanare, galbene,
verzi.” (Bacovia, 1987: 69), transformare al cdarei statut raméane
controversat atita timp cit unii specialisti admit adverbializarea
substantivelor mentionate (Hristea, 1981: 97; GLR, 1966: 30), altii
inclind Tnspre calitatea substantivala a respectivelor unitati, considerand
ca avem substantive Tn acuzativull al timpului (Neamftu, 2008: 55-58;
Idem, 2014: 72-81), iar In GALR se adopta o solutie de compromis,
lansandu-se ideea unei conversiuni partiale, adverbializare neincheiata
(GALR, 2005: 131).

Chiar acceptand, fara rezerve, aceastda fenomenalizare a
adverbializarii, controversele continud sa apara, noi intrebari nascandu-
se 1n jurul interpretdrii segmentelor terminale -a si -le: articole hotarate
enclitice, marcand, 1n calitate de convertori, adverbializarea
substantivelor, sau particule adverbiale, la fel ca cele din finala
adverbelor acuma, acilea, acolea.

2.5.2. Analizand prima dintre directii, articolele definite -a si -le ar
putea reprezenta convertori adverbiali, marci ale adverbializarii, doar
dacd intelegem prin articol o clasd speciald de morfeme, care nu
realizeaza intotdeauna categoria gramaticald a determinarii®. Totusi, in
opinia noastrd, -a $i -le nu au statut de convertori, din moment ce
adverbul si substantivul din care se presupune cd ar proveni au aceeasi
formd: Toamna ploua., Toamna aceasta va fi ploioasd.; daca unitatea
lexicald supusa convertirii nu-gi schimba forma, atunci conversiunea, se
stie, este nemarcata de convertori.

Nu promovam nici interpetarea celor doud segmente -a si -le ca
particule adverbiale/ deictice, deoarece nu existd adverbul roamn, folosit
in variatie liberd cu adverbul toamna, asa cum se remarcd in cazul
cuplului acum-acuma. De asemenea, ar fi impropriu sd acceptdm ca -a
este particuld adverbiala in Toamna se numdara bobocii. si altceva, mai
exact articol definit, in Toamna aceasta se numara bobocii., avand in
vedere faptul cd singura diferentd dintre cele doua enunturi este data de

8 Deoarece categoria gramaticald a determinarii caracterizeaza substantivul, iar atunci
cand articolul apare la cuvinte apartinand altor clase lexico-gramaticale reprezintd, de
reguld, un indice al substantivizarii. Astfel, in exemplul Binele invinge rdul., binele,
respectiv raul nu sunt adverbe articulate enclitic, ci substantive provenite din adverbe
prin conversiune interclasica marcata.
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prezenta determinantului in enuntul al doilea, determinant pe care, de
altfel, 1-am putea foarte bine subintelege si in primul enung.

2.6. Convertori prepozitionali/ substantivali?

2.6.1. Majoritatea cercetatorilor In domeniu (Diaconescu, 1989: 325;
Bejan, 1995: 12) opineaza ca prepozitiile si locutiunile prepozitionale cu
genitivul provin din adverbe si locutiuni adverbiale, prin conversiune
marcatd de articolele definite enclitice-a si -(u)l: ,,Forma-nghite astazi
fondul, s-o justitie diforma/ Trece-n fata lumii dreaptd, dac-a pus
dreptatea-n forma!” (Macedonski, 2010: 26), ,,Dar viata dimprejurul
meu/ Ma face iar cu constiint@’ (Ibidem: 87) sau nemarcatd, Tn cazul
unitatii lexicale deasupra.

Consecinta unei asemenea interpretdri este largirea sferei de
intrebuintare a articolului definit care, pe langa statutul de convertor
substantival, poate avea si calitatea de convertor prepozitional,
neparticipand, evident, la opozitiile de determinare.

2.6.2. Unii gramaticieni propun solutia de compromis, plasdnd
prepozitiile si locutiunile prepozitionale specifice genitivului la granita
dintre prepozitii si substantive, deoarece se construiesc cu genitivul, asa
cum un substantiv are atributul la genitiv (Berceanu, 1971: 69), au gen,
masculin sau feminin (Imprejurul meu, inaintea mea), se pot Inlocui cu
al al (in jurul casei si al gradinii) (Ibidem: 70), iar altii le sustin
valentele substantivale (Drasoveanu, 1997: 94), chiar numindu-le
substantive  semiindependente: ,asa-numitele prepozitii (locutiuni
prepozitionale) cu regim genitival au comportament gramatical
substantival, unul de tip aparte si hibrid” (Neamtu, 2014: XI);
Tmbratisdnd aceastd noud directie interpretativa, articolele -a si -le pot fi
mentinute in clasa convertorilor, printre convertorii substantivali.

2.7. Convertorii grafici

2.7.1. Ghilimelele

In functie de nivelul limbajului unde se manifestd, substantivizarea
cunoaste doua ipostaze: substantivizarea in limbajul primar si
substantivizarea in metalimbaj9/ metalingvisticd (GALR, 2005: 654),
fenomen marcat, de cele mai multe ori, de prezenta ghilimelelorm,
convertori universali de naturd grafica, care pot fi inlocuite/ insotite de
alte marci (articolul definit sau nedefinit, scrisul cursiv, scrisul Tngrosat):
»A” este prima litera a alfabetului., ,,Jeseam” este imperfectul verbului
a iesi., ,,Si-acolo, incet, molcomitor,/ Se-aduna in suspine -/ Cu-un dor

? Intrucat in metalimbaj orice se poate substantiviza: cuvinte, indiferent de clasa lexico-
gramaticald de provenientd sau de forma lor flexionara, segmente de cuvinte, propozitii
etc.; numarul substantivelor astfel obtinute este infinit, ceea ce dovedeste ca
substantivizarea metalingvisticd reprezintd cel mai productiv procedeu de Tmbogdtire a
vocabularului in roména actuala.

10 Evident, ghilimelele nu sunt convertori atunci cand marcheazd sensurile conotative
ale unor termeni.
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de «mdine» sora lor,/] Cu-un dor de mine.” (Bacovia, 1987: 164),
»Patina vremiil I-a apropiat mult/ De «Homo sum»” (Bacovia, 1987:
253), ,,Pentru cad-n toat-a ei fapturda/ E-un «nu stiu cum» s-un «nu stiu
ce».” (Eminescu, 1977: 220).

2.7.2. Majuscula, minuscula

In unele cazuri de conversiune intraclasici'’ — conversiunea
substantivelor comune in proprii, cunoscuta ca onimizare (Toma, 2000:
p.- 160) 1n lucrérile de onomastica, si conversiunea substantivelor proprii
in comune, numitd deonimizare (Ibidem) — precum §i in cazul
conversiunii unor adjective in substantive proprii, nume de persoane $i
nume de locuri: Margareta, Albu, ,,De mic Fatalitatea in cartea ei m-a-
nscris/ Sa trec prin asta lume cum trece un proscris,” (Macedonski,
2010: 28), ,,am cautat tarsul pe harta rutierd a europei si nu l-am gasit”
(Dan, 2005: 67), majuscula si minuscula pot reprezenta, uneori, marci
grafice ale conversiunii, dar alteori nu, ceea ce ,reflecta dinamica
procesului de conversiune” (Ichim, 2006: 331).

2.7.3. Cratima

Atat in limbajul primar, cat si in metalimbaj, articolul definit, in
calitate de convertor substantival, se poate atasa unitdtilor implicate In
procesul de conversiune cu ajutorul cratimei, situatie in care aceasta
devine convertor grafic, marcand, alaturi de articolul definit,
substantivizarea. Legarea convertorului substantival cu ajutorul cratimei
este obligatorie in unele cazuri, cum ar fi, de exemplu, 1n cel al
substantivului bleu-ul, rezultat al conversiunii adjectivului bleu, si
optionald in texte apartinind stilului beletristic, cand se apeleaza la acest
procedeu in scopuri expresive: ,domneste in lumea «departe-lui»
pierdut”’? (Liiceanu, apud Felecan, 2009: 141); in metalimbaj, cratima
este folositd pe post de convertor grafic mai ales Tn cazul cuvintelor
neflexibile: ,,pe”’-ul (din acest context), ,,Ah”’-ul Mariei m-a trezit.

2.7.4. Scrisul ingrosat, scrisul cursiv §i scrisul subliniat

In vederea evidentierii convertitelor se foloseste adesea, in scrierea
electronica, un anumit stil de font, si anume Bold (Aldin), Italic (Cursiv)
si Underline (Subliniere): ,,Cdnd un_oftat, din gura scrdsnitda ca un
cleste,] Spargea clestarul vrajii urzita peste tine.” (Voiculescu, 2006:
99). Din acest considerent, scrisul ingrosat, scrisul cursiv si scrisul
subliniat se pot include printre marcile grafice ale conversiunii, specifice
scrierii electronice, Tntalnite, rar, si in scrierea de mana.

3. Cateva concluzii
3.1. In perspectiva noastra, convertorii reprezintd marci/ semne
morfologice si grafice ale conversiunii, avand rolul de a semnala

' Adici intre subclase ale aceleiasi clase lexico-gramaticale.
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producerea conversiunii si determinand, unii, incadrarea convertitelor n
clasele lexico-gramaticale spre care au Inlesnit trecerea.

3.2. Se justifici infiintarea clasei semantico-functionale a
convertorilor, caracterizata prin eterogenitate, intrucat inglobeaza unitati
dintre cele mai diverse: desinente, articole, prepozitii, adverbe, pronume
s.a., multora dintre ele neacordandu-li-se, pand acum, titulatura de
convertori'”.

3.3. -A si -le, din toamna, seara etc. nu sunt convertori adverbiali,
1ar -a si -(u)l, din inaintea, in jurul etc., sunt convertori prepozitionali/
substantivali, in functie de interpretarea acestor forme (prepozitii si
locutiuni prepozitionale/ substantive semiindependente).

3.4. In unele situatii, conversiunea poate fi marcatd de doi, trei sau
chiar patru convertori de diverse tipuri, convertorii substantivali, de
exemplu, aparand uneori corelati cu cei grafici: Nu mi-am dat seama ca
am omis un ,pe”., Jdn golul tiu e nebunie, -/ Si tu ne faci pe tofi
nebuni.” (Bacovia, 1987: 35).

3.5. Pentru a facilita studiul conversiunii §i recunoasterea
convertitelor, propunem o posibila tipologie a convertorilor, dupa:

a) Clasa lexico-gramaticald a convertitului: convertori substantivali
(articolul nedefinit unB), convertori adjectivali (adverbul mai),
convertori verbali (pronumele reflexiv se), convertori prepozitionali
(articolul definit -a);

b) Pozitia/ asezarea convertorului: convertori postpusi/ enclitici
(articolul definit -a), convertori antepusi/ proclitici (prepozitia pe);

¢) Tipul operatiei realizate (addugare/ suprimare): convertori pozitivi
(desinenta de vocativ -le), convertori negativi (articolul definit -(u)l);

d) Nivelul limbajului in care apar: convertori in limbajul primar
(desinenta de plural -uri), convertori in metalimbaj (ghilimelele);

e) Tipul de scriere in care apar: convertori in scrierea de mana
(ghilimelele), convertori in scrierea electronica (scrisul ingrosat);

f) Cantitatea de cuvinte pe care le convertesc: convertori universali
(ghilimelele), convertori particulari (desinenta de vocativ -/e);

g) Continutul afectiv/ expresivitatea convertitului: convertori care-i
confera convertitului valoare expresivd (majuscula ,stilisticd™),
convertori care nu-i conferd convertitului valoare expresiva (majuscula
,.nestilistica”);

h) Frecventa utilizarii: convertori uzuali (articolul definit -(u)l),
convertori ocazionali (pronumele reflexiv se)'t.

12 Desinentelor adjectivale, de exemplu.

13 Pentru fiecare tip de convertori s-a dat cite un exemplu, nerealizindu-se inventarul
complet.

4" Coroborand criteriile mentionate, articolul definit, de exemplu, este convertor
substantival, postpus, pozitiv, universal, specific limbajului natural, dar si
metalimbajului s.a.m.d.
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