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Our jurnal focuses on the contemporary cultural phenomenon as a product of thought and creativity and manifests
itself in the field of socio-human and art sciences. We see fit in the paradigm of interdisciplinary dialogue, of the relationships
between approaches of different disciplines. We will, therefore, facilitate articles with theoretical and interpretative concerns
from the area of cultural studies, where literature, for example, is a cultural phenomenon like any other in the context of its
time. However, in order to create a pendant in reducing the number of literary studies that generated self-transformation and
loan of new and extremely prolific research methods, we reserved a special place in the title of the journal and in the space of
some columns, for literature and its promotion. We promise to make similar gestures and for other arts.
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DESPRE NOILE MODURI DE A GANDI SI DE A ALCATUI ISTORIA LITERARA

Aliona GRATI Ion SIMUT

Despre noile moduri de a gandi si de a alcatui istoria literara

Rezumat. Dialogul intre Aliona Grati, redactor-sef al publicatiei Dialogica, si Ion Simut, profesor la Universitatea din
Oradea, critic si istoric literar, se duce pe marginea istoriei literare si a noilor moduri de a gandi si de a alcétui istoria literara.
Autorul a doud carti de datd recenta Literaturile romdne postbelice (2017) si Cum se scrie istoria literard (2022) in care isi expune
propria teorie asupra istoriei literare si aplicarea ei practica, Ion Simut considera cd imbinarea criteriului estetic (cu traditie si re-
zultate importante in perioada postbelicd) cu cel politic nu doar va reinnoi metodologia de alcétuire a istoriei literare, ci va oferi
o imagine autentica, necosmetizatd a ceea ce s-a intamplat in literatura roméana postbelicd. Omul/scriitorul revoltat sau disident,
in lupta cu constringerile politice sau estetice, trebuie infitisat aldturi de omul/scriitorul pasiv sau subversiv sau idealist creativ.
Reactiile scriitorilor la propria lor epocé sunt foarte diferite, reductibile in cele din urma, potrivit lui Ion Simut, la patru atitudini
tipice, care se reflectd in patru literaturi (oportunistd, evazionista, subversiva si disidenta). Intr-o istorie totalizant a literaturii
romane, literatura din Basarabia de dupa 1945 trebuie si aiba capitole separate la poezie, prozd, teatru, critica, pentru ca a avut
o evolutie diferitd, alt public, alt alfabet, altd cenzura, alte referinte si chiar alte aspiratii.

Cuvinte-cheie: Ion Simut, istoria literaturii roméne, istoria literard, criteriu estetic, criteriul politic.

About the new methods of thinking and composing literary history

Summary. The dialogue between Aliona Grati, chief editor of the Dialogica publication, and Ton Simut, professor at the
University of Oradea, history and literary critic, which reaches the edge of literary history and new ways of thinking and describ-
ing literary history. The author of two recent books Literaturile romane postbelice (2017) (Post-war Romanian Literatures) and
Cum se scrie istoria literard (2022) (How literary history is written like) in which he presents his theory on literary history and
its practical application, Ion Simut believes that combining the aesthetic criterion (with tradition and important results in the
post-war period) with the political one will not only renew the methodology of presenting literary history, but will provide an
authentic, unadorned image of what happened in post-war Romanian literature. The revolted or dissident man/writer, strug-
gling with political or aesthetic constraints, must be portrayed alongside the passive or creative idealist man/writer. The reactions
of the writers to their own era are very different, ultimately reducible, according to Ion Simut, to four typical attitudes, which
are reflected in four literatures (opportunist, evasive, subversive and dissident). In a totalizing history of Romanian literature,
the literature of Bessarabia after 1945 must have separate chapters for poetry, prose, theater, criticism, because it had a different
evolution, audience, alphabet, censorship, references and even other aspirations.

Keywords: Ion Simut, The history of Romanian literature, Literary history, Aesthetic criterium, Political criterium.
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AG: Domnule profesor Ion Simut, de cu-
rand, la Editura Scoala Ardeleana, v-a aparut o
carte intitulata Cum se scrie istoria literard. Atat
denumirea editurii, cat si designul asemanator
al copertilor leaga, la prima vedere, aceastd noua
carte de cea apdruta in 2017, Literaturile romdne
postbelice. Trecand in revistd cateva titluri de ar-
ticole si carti ce va apartin: Cele patru literaturi,
in ,Romania literard”, nr. 29 1993; Incursiuni
in literatura actuald, Ed. Cogito, 1994, Istorii
ale literaturii romdne (Iustin Popfiu, G. Cli-
nescu, Emil Boldan, Ion Rotaru. Dumitru Micu,
Alex. Stefanescu), in Istoriile literaturii romdne,
Cluj-Napoca in 2020 s.a., observdm ca tema re-
vizuirii fundamentale, nu doar in sensul evalua-
rii fiecarui autor in parte, dar si al istoriei litera-
turii romane, v-a preocupat incd din anii 90 ai
secolului trecut. Vd rog sd ne spuneti ce legaturi
sunt dintre aceste doua carti, ma refer la cele de
la Editura Scoala Ardeleana, Literaturile roma-
ne postbelice si Cum se scrie istoria literara? Ele
se reflecta reciproc? Se completeaza? Este cartea
din acest an o continuitate a celei din 2017?

IS: Volumul Literaturile romane postbelice e
rezultatul unei viziuni proprii asupra istoriei li-
terare, viziune explicitata in Cum se scrie istoria
literard. Evident ca aceasta viziune proprie are
antecedente, puncte de sprijin, filiatii, pe care le
explic in cartea teoretica. Prin urmare, cele doua
carti se completeazd si se lumineazd reciproc.
Avem putine cazuri de teorie a istoriei literare,
avem si mai putine exemple de combinare a unei
teorii proprii cu o anumita practica. Prin tradi-
tie, istoria noastra literard a mers pe doua fili-
ere: una culturald, generalistd, de la origini (de
la Tustin Popfiu) pana la istoria literara cultu-
ral-sociologizantd a anilor 1960-1970 (tip Paul
Cornea) sau ideologizanta (tip Z. Ornea); a doua
filiera, esteticd (ii putem spune chiar estetizanta
prin exagerari), e cea mai glorioasa, ilustrata si
teoretizata de G. Cilinescu, preluata de succe-
sori la fel de merituosi, din randul cdrora cel mai
prestigios este Nicolae Manolescu. In ceea ce ma
priveste, am incercat o reformulare a istoriei li-
terare traditionale, prin reconectarea acesteia
la contextul social si politic, intr-un mod nou.

Am incercat sd imbin criteriul estetic cu criteriul
politic in perspectiva pe care am aplicat-o lite-
raturii roméne postbelice. Inclin sa cred cé prin-
cipiul celor patru literaturi (oportunista, evazio-
nista, subversiva si disidentd) poate fi aplicat si
celorlalte literaturi est-europene care au trecut
prin socialismul dictatorial. Se poate usor verifi-
ca prin eficienta unei abordari asupra literaturii
din Basarabia (sau, ma rog, Republica Moldova)
din 1945 pand in 1990 sau 1991. Criteriul estetic
in istoria literara vrea sa stearga cu buretele toate
esecurile unei literaturi subordonate total politi-
cului dintr-o anumitd epocd. Din acest punct de
vedere (estetic), literatura oportunista nu exis-
ta. O istorie politica a literaturii inregistreaza si
esecurile, ca o ilustrare a victimelor unui regim
politic (literatura de partid) sau economic (li-
teratura comerciald). A le ignora e sinonim (in
alt plan: moral, religios sau filosofic) cu a con-
sidera ca raul, uratul, demoniacul nu existd in
lume. Se poate scrie o istorie a literaturii numai
cu capodopere (desi nici acestea nu sunt toate
sigure, pe termen lung), dar aceasta inseamnd o
cosmetizare a adevarului. E ca si cuam am scrie o
istorie nationald numai cu personalitati pozitive
si eroi, o istorie triumfalistd, fard a tine seama de
vicisitudini, conflicte, personaje negative si dus-
mani sau adversari. O istorie politicd a literatu-
rii nu inlocuieste, nu inlatura o istorie estetica
a literaturii, nu i se substituie, ci pur si simplu
construieste aldturi o altd naratiune si ilustrea-
za o alta viziune. Criteriul estetic se considers,
in mod abuziv, singurul legitim in istoria lite-
rard, pe cand criteriul politic e mai democratic,
mai tolerant, poate chiar putin mai intelept, mai
uman, atunci cand incearca sa explice si esecuri-
le, nu doar victoriile. Nu trebuie s fim neaparat
existentialisti (sartrieni sau camusieni) pentru a
intelege ca, pana la urma, orice opera e un esec,
fie in raport cu proiectul ei maximal, fie in ra-
port cu anumite exigente critice subiective, fie in
raport cu un context diferit al receptarii. Omul
revoltat/scriitorul revoltat sau disident, in lup-
ta cu constrangerile politice sau estetice trebu-
ie infatisat alaturi de omul/scriitorul pasiv sau
subversiv sau idealist creativ. Reactiile la propria
epoca sunt foarte diferite, reductibile in cele din
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urma, asa cum am considerat eu, la patru atitu-
dini tipice sau mai frecvente.

AG: Scrieti in Argument la cartea Cum se
scrie istoria literard ca registrul in care suna
enuntul din titlu nu este interogativ si nici di-
dactic, ci constatativ, cum, bundoara, suna si
afirmatia din acelasi compartiment de inceput:
»1storia literard nu se scrie, in mod evident, in-
tr-un singur fel, cu o strategie unica si un ar-
senal invariabil de metode”. Discursul cartii
insa nu se alcatuieste doar din constatari, caci
recunoastem indatda maniera inconfundabild
a profesorului, criticului si istoricului literar
Ion Simut de a gandi literatura in dialog cu alti
ganditori, informand pe marginea bibliografiei
de referintd, provocand discutii, oferind argu-
mente si analize riguroase. Mie enuntul dum-
neavoastrda din titlu imi suna si ca o intrebare
retorica. In acelasi timp, gasesc ca Manifestul in
favoarea libertatii de alegere a metodologiei din
finalul cdrtii este raspuns. Istoricul literar Ion
Simut alege extinderea istoriei literare roméne,
obsedate astazi de criteriul estetic, si pledeaza
pentru ,,pluralismul istoriografic”.

Ati criticat multiplu cantonarea istoricilor
postcdlinescieni intr-o singura si unitard litera-
turd roména si ati promovat alcatuirea istoriilor
ei ,paralele”. Nu ca nu ne-ar multimi pertinen-
tele si edificatoarele argumente din textele mai
sus numite, dar va rugdm sd ne mai spuneti oda-
ta de ce ar avea nevoie cultura roména de o ,,lip-
sd de consens”, de o anulare a identitatii de pa-
reri in ceea ce priveste istoria literaturii romane?

IS: Ce pledoarie ar mai fi necesara in favoarea
pluralismului metodologic al istoriei literare? Nu
se discrediteaza singur dogmatismul unei istorii
literare exclusiv estetice, care se considera sin-
gura legitima? De fapt, o istorie literara exclusiv
estetica nici nu e posibila. Sa ne uitdm cu atentie
in Istoria... lui G. Célinescu si sa observam cate
alunecari in politic si ideologic se intdmpla. Si e
foarte bine ca se intampla. Dacd G. Célinescu ar
fi fost la fel de sever cu perioada pasoptista si pe-
rioada junimista cum a fost cu Scoala Ardeleana
si cu inceputurile literaturii, ar fi oferit un tablou

mult mai arid si mai neinteresant. De altfel, pe
tot parcursul istoriei sale G. Calinescu este foarte
atras de mediocritati (de genul Carol Scrob si Ci-
libi Moise), pe care le prezinta pe bund dreptate
ca pe niste curiozitati si ca pe niste cazuri de esec
si pitoresc ale esteticului corupt. Marii scriitori
sunt mai bine pusi in evidenta, prin contrast, de
figurantii din epocd, pe care Nicolae Manolescu
nu-i considerd demni nici médcar de o lista de
dictionar sau de un pomelnic. Evident ca poetii
marunti de pe vremea lui Eminescu (Nicoleanu,
Pralea sau Creteanu) nu mai prezinta azi niciun
interes, nici macar ca personaje. E un gest sem-
nificativ, dar nu de natura esteticd, sa-1 faci pe
Tudor Vladimirescu scriitor. Nicolae Manolescu
scrie o istorie a literaturii mult mai consecventa
in aplicarea criteriului estetic decat G. Clinescu.
Criteriul estetic e inevitabil subiectiv si poate
ajunge la bizareria unor supraevaludri sau su-
bevaludri. Sa va dau un exemplu din evaluarile
lui Nicolae Manolescu. Pentru mine, e de mi-
rare (mare mirare!) cat de rau e privit romanul
Noaptea de Sanziene al lui Mircea Eliade (con-
siderat ratat si neglijabil) si cat de bine sunt pri-
vite romane mediocre ale unor scriitori din ime-
diata vecindtate a criticului. Nu numai din acest
exemplu putem conchide ca nici criteriul estetic
nu e infailibil. Si mai ales nu e singurul valabil in
practica istoriei literare.

AG: Eu fac parte din acea generatie de lite-
rati fascinati de istoria lui G. Célinescu, dar si de
teoriile reprezentantilor formalismului rus, de
cea a lui Roman Jakobson, de pildd, care afirma:
»Dacd istoria literara doreste sa devind o stiinta,
ea trebuie sa recunoascd procedeul estetic drept
unica sa preocupare”. Interesant e ca promoto-
rii noii critici (noud in secolul trecut) au pornit
discutii in jurul conceptelor de istorie literard si
istoria literaturii, in sensul cd ar face trimitere
la realitati distincte. Formalistii numeau istoria
literara poeticd, disciplind stiintifica preocupatd
nu de ce spune poetul, ci de cum spune: de apari-
tia unui nou tip de metaford, a unei noi idei poe-
tice etc. In cazul lor lucrurile sunt clare. In limba
roménd insd binomul creeazd confuzii. Atunci
cand ati introdus in titlu sintagma ,,istoria litera-
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rd”, ati tinut cont de diferenta de sens, pe care a
staruit Gustave Lanson (Istoria literaturii france-
ze) sau Roland Barthes (Istorie sau literaturd?), la
noi de Adrian Marino, de istorie literard pentru
disciplina care cerceteaza istoria imprejurarilor,
a repercusiunilor sociale etc. si de istoria litera-
turii — preocupatd sa evidentieze unicitatea, as-
pectul individual si ireductibil al faptului literar.
Poate le considerati sinonime, ceea ce ar fi mai
comod? Este necesara astdzi aceastd precizare in
limbajul unui specialist in literatura?

IS: Nu sunt sinonime istoria literara si is-
toria literaturii, dar nici antagonice. Una, isto-
ria literard, este o notiune cu o sferd mai larga
de cuprindere. Istoria literara are un domeniu
vast de aplicatii. Eu consider istoria literaturii
un caz special de istorie literara, in a carei sfera
mai integrez biografiile, sintezele (decupajele)
pe secole sau epoci, istoria curentelor cultura-
le sau literare, dictionarele de scriitori, editiile
critice, antologiile. Mi se pare o banalitate sa
spun ca istoria literaturii e o forma de istorie
literard, putem sa-i zicem forma cea mai inal-
ta sau forma suprema. A diferentia sau chiar a
opune istoria literaturii fata de istoria literara
mi se pare o complicatie teoretica speculativa,
indiferent cui apartine. Istoria literaturii este un
caz special de istorie, asa cum sunt istoria arte-
lor plastice, istoria muzicii, istoria arhitecturii,
istoria teatrului ca spectacol. Fiecare are un alt
domeniu si alta rezolvare, dar notiunea comuna
tuturor este aceea de istoricitate. Din punctul
meu de vedere una dintre temele esentiale ale
unei istorii a literaturii este cum se nasc (in ce
imprejurari) si cum se perimeaza (de ce?) ope-
rele literare. Criteriul estetic este el insusi vari-
abil de la o epocd la alta, deci si esteticile care
sustin operele se perimeazd. Aceasta istoricitate
trebuie relevata, aceasta naratiune conteazd in-
tr-o istorie a literaturii. Unicitatea unei opere
literare sau serialitatea alteia, exceptionalitatea
sau mediocritatea sunt povestile relevante din
marea naratiune care este istoria literaturii.

AG: In Literaturile romdane postbelice ati
scris despre necesitatea multiplicarii perspecti-

velor de studiere a literaturii romane, care poate
fi privita cel putin prin patru ocheane: geogra-
ficd, istoricd, tipologicd si politicd. Acestea -
ocheanele - se pot multiplica, totul depinde de
capacitatea de flexibilitate a istoricului literar. In
Cum se scrie istoria literard ati mai descris céte-
va directii de innoire si tehnici de cercetare care
valorifica ,,institutiile, ideologiile si culturalul”.
Aveti o variantd a dumneavoastra de istorie po-
liticd a literaturii romane (sau o ,,naratiune” cu
»intrigd” dacd e sd folosim instrumentarul teo-
reticianului Paul Veyne la care faceti referinta).
S-au scris deja mai multe sinteze sau ,narati-
uni” ale literaturii romane, le faceti un inventar,
un tablou sinoptic. Pe viitor, dupi toate proba-
bilitatile, se vor inmulti pana la o ,,0 mie si una”,
cartea dumneavoastra fiind si o provocare/ in-
vitatie in acest sens. Oare nu se vor zdpaci con-
sumatorii acestor istorii ale literaturii romane?
Va mai rdmane ceva ce ar aminti o ierarhie de
valori impartasita de o comunitate, studiata in
scoala? Se va mai spune - in unanimitate — des-
pre un scriitori ca e unul ,,mare”?

IS: Nu cred ca exista riscul ca un cititor
obisnuit sa se incurce in optiunile axiologice di-
ferite ale mai multor tipuri de istorii literare. Is-
toriile literaturii sunt pentru profesionistii do-
meniului, care cunosc relativititile de evaluare.
Peste fluctuatiile de apreciere, ramane valabil
un canon didactic. Nu sperie niciun cunoscator
puerilele contestari, de la origini pana in pre-
zent, ale lui Eminescu, Caragiale, Sadoveanu,
Rebreanu, Blaga, Arghezi, Marin Preda, Nichita
Stanescu, Marin Sorescu, Nicolae Breban. Stim
cum s-au stins entuziasmele conjuncturale pen-
tru scriitori de tip Mihai Beniuc, Zaharia Stan-
cu, Cicerone Theodorescu, Demostene Botez,
Laurentiu Fulga si altii, promovati de partidul
unic si proslaviti in functiile de conducere ale
Uniunii Scriitorilor. Puteti sa-i notati aici si pe
oportunistii uitati din Basarabia. Vom crede in
continuare in marii nostri scriitori, de dincoace
sau de dincolo de Prut. In ceea ce ma priveste,
nu cred cd pot fi detronati, ca mari scriitori ba-
sarabeni postbelici: Grigore Vieru, Ion Druta,
Vladimir Besleagd, Aureliu Busuioc si alti cati-
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va, controversabili, nu multi. Varful ierarhiei
de valori e intotdeauna ascutit, nu plat, nu un
platou generos, cum cred unii.

AG: De unde ar trebui si-si ia tehnicile de
cercetare cei care isi propun astdzi sa alcituiasca
o istorie a literaturii roméane? Ar trebui sa sin-
cronizeze cu inovatiile inter- si transdisciplina-
re ale timpului nostru apéarute in plan national
si international sau sa priveasca in trecut, sa
recurgd la valorificarea experientei istoricilor
nostri literari sub un alt unghi decét cel estetic?

IS: Tinerii si mai putin tinerii nostri isto-
rici literari au tehnicile de cercetare innoite, nu
mai gandesc ca noi, nici nu scriu ca optzecistii
(din generatia regretatului Mircea Scarlat), sap-
tezecistii (din generatia lui Al. Dobrescu) sau
ca saizecistii (din generatia lui Eugen Simion si
Nicolae Manolescu). Scriu o altfel de istorie a
literaturii, o altfel de monografie sau biografie.
Eu ii citesc cu mare placere si profit intelectual
pe Oana Soare, Teodora Dumitru, Ligia si Adri-
an Tudurachi, Adriana Stan, Bogdan Cretu,
Cosmin Borza, Andrei Terian, Mihai Iovénel,
Alex. Goldis, Claudiu Turcus, Mihai Firicd, An-
dreea si Doris Mironescu, Radu Vancu, George
Neagoe si multi altii. Ce revista minunatd de is-
torie literara s-ar putea face cu acest nou val al
criticii si istoriei literare, cercetdtori sau univer-
sitari ajunsi la maturitate si la clarificarea punc-
telor de vedere. Interdisciplinaritatea si inter-

lon Simut

Literatu
romane

lon Simut

rile :
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@
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nationalizarea studiilor culturale se afld in locul
privilegiat de vizibilitate. Ce trist e ca niciunul
dintre acestia nu poate fi regasit in ,Romania
literara” sau in atentia Uniunii Scriitorilor, ba-
ricadatd intr-un conservatorism imbufnat si
pagubos! Din generatia anterioara celor pe care
i-am mentionat s-au afirmat pe deplin Corin
Braga, Roxana si Antonio Patras, Calin Teuti-
san, Liviu Malita, Daniel Cristea-Enache, nume
importante care configureaza un tablou radical
modificat al cercetdrilor de istorie literara. Ex-
ploreazd alte teme, au alte idei, interpretéri si
valorizari decat noi, cei care mai suntem activi
din generatia optzecistd (Dan C. Mihailescu,
Nicolae Oprea, Adrian Dinu Rachieru, Al. Cis-
telecan, Nicolae Barna, Marian Victor Buciu,
Theodor Codreanu, Nicolae Georgescu). Isto-
ria literara a celor dinaintea noastra este mult
mai deschisd spre universal prin comparatism,
antropologie, ideologie, sociologie, studiul ima-
ginarului.

AG: Imi permiteti si v intreb de ce nu v
opriti niciodata prea mult la O istorie deschisd
a literaturii din Basarabia a lui Mihai Cimpoi?
Daca viata imi va oferi aceasta ocazie, ii voi adre-
sa intrebarea si doamnei Irina Petras, deoarece
lipsa, in antologia Istoriile literaturii romdne, a
vreunui autor si a oricdror referinte la literatura
din Basarabia nu m-a bucurat. Departe de mine
gandul sd va reamintesc sintagma ,,a cincea roa-
tdala caruta” din articolul dumneavoastra despre
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literatura romana din Basarabia, dar senzatia ca
literatura din partea stangd a Prutului continua
sa fie invizibila atunci cand se discutd lucruri
fundamentale pe partea dreapta a Prutului nu
ma pardseste.

Sunteti tentat sd propuneti alcituirea unor
istorii paralele ale literaturii romane din Basa-
rabia sau, totusi, veti fi mai interesat sa cititi o
istorie care sa nu faca diferenta geografica?

IS: In secolul al XIX-lea, istoriile literaturii
romane se scriau pe provincii (Moldova, Mun-
tenia, Transilvania), intr-o aldturare geografica
de istorii paralele. Pana la constituirea statului
roman unitar, in cele doua etape (1859 si 1918),
nu exista o literatura romand in acceptul tota-
lizant de azi. Era o aspiratie de unitate a unor
literaturi regionale, chiar daca existau interfe-
rente. Limba comund, si ea sensibil diferentiatd
regional, nu era suficientd, desi era o premisa
favorabild pentru circulatia si punerea impre-
und a manuscriselor, a cartilor si a valorilor.
Intr-o anumiti perioadd (ocupatia austriaca),
Bucovina avea o istorie separata de Moldova
si Transilvania. E interesant conflictul dintre
Aron Pumnul si Timotei Cipariu pentru alca-
tuirea unui manual (o antologie) de literatura
roména pentru gimnaziu. ,Lepturariul” (cartea
de lecturi) lui Aron Pumnul a obtinut péna la
urma aprobarea cenzurii. Problema e mai com-
plicata si are un istoric, ce poate fi relatat numai
prin prisma unei viziuni politice, nu estetice.
Cum sa integram literatura din Basarabia intr-o
sinteza generala de istorie a literaturii romane?

Exact cum au procedat Aron Densusianu si altii,
péana la 1900, sau mai tarziu, in interbelic, chiar
Giorge Pascu, cu literaturile din Muntenia,
Moldova si Transilvania: pundndu-le in capito-
le separate. Dupa 1945, chiar daca nu a trdit cu
totul izolat, literatura din Basarabia are o istorie
separata de literatura din Romania: interferente
si sincronizari au existat dupa 1965 si ele tre-
buie evidentiate ca atare, dar ca exceptii. Intr-o
istorie totalizanta a literaturii roméne, literatu-
ra din Basarabia din perioada 1945-1991 (poate
pana azi) trebuie sa aiba capitole separate la po-
ezie, proza, teatru, critica sau, mai bine, la cele
patru tipuri de literatura pe care le-am eviden-
tiat, pentru ca are o evolutie diferitd, alt public,
alt alfabet, alta cenzura, alte referinte, chiar alte
aspiratii. Dar literatura din Basarabia trebuie sa
existe intr-o sintezd de istoria literaturii roma-
ne, chiar daca prin contributia altui autor decét
cel principal. Cu foarte putine exceptii, criticii
si istoricii literari din Roménia nu cunosc lite-
ratura din Basarabia decét prin protagonistii ei
din 2000 incoace, cand scriitorii au circulat mai
mult de o parte si alta a Prutului. E intristator de
frecvent cinismul cd nu exista in literatura din
Basarabia valori similare, echivalente sau com-
parabile cu cele din Roménia postbelica. Daca o
privim prin prisma criteriului politic, e izbitor
sd constatdm cd literatura din Basarabia ilus-
treaza acelasi fenomen de raportare la puterea
si ideologia unei epoci totalitare ca si literatura
din Romania.

AG: Vi multumesc frumos.
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A Syncretic Interpretation of the Poem “Prince Marko’s Church” by Blaze Koneski

Abstract. Interpretative syncretism, as a coalition of critical methods (a trans-method), combines selected elements of
several paradigms: poetic, stylistic, linguistic, cultural, mythical, historical, psychological, philosophical, and hermeneutical.
It is not an ambitious synthesis, nor pure eclecticism, but rather an act of creative freedom. The following reading of the poem
“Prince Marko’s Church” by the Macedonian poet Blaze Koneski (1921-1993) could be seen as an optional pattern of syncret-
ic interpretation because of several reasons: the poem has dramatic and liturgical structure suitable to express both personal
and collective memory; its narrativity is intertextually linked to the Macedonian historical and folk legend of King (or Prince)
Marko (“Krale Marko”); the very act of understanding the poem is an act of therapy; its associations are linked to the biblical
narrative of the “Weeping of Rachel”; it evokes a lot of ethical dilemmas concerning death and God, sin and forgiveness,
confession and catharsis and, ultimately, the very sense of creation, i.e. the creation of good and evil. This is the ambivalent
phenomenon coexisting in synchronicity. The Macedonian language even has a specific word uniting these antithetic mean-
ings - “evilgood” (zlodobro). The economy of evil demystifies the genesis of the biggest human trauma and stigma: doing evil
under the pretext of good. “Evilgood” is not only a cultural legacy, but also reality. To sacrifice the Other is not only a mythical
image, but an “eternal present”. To interpret a poem sometimes means to look for the sense of absurdity.

Keywords: interpretative syncretism, hermeneutical cycle, coalition of methods, biblical intertext, economy of evil, evil-
good, participation mystique, poetry therapy, Blaze Koneski.

O interpretare sincretica a poeziei ,Biserica printului Marko” de Blaze Koneski

Rezumat. Sincretismul interpretativ, ca o coalitie de metode critice (o trans-metodi), combina elemente ale mai multor
paradigme: poetica, stilisticd, lingvistica, culturald, miticd, istorica, psihologica, filosoficd si hermeneutica. Nu este o sinteza
ambitioasa, nici eclectism pur, ci mai degraba un act de creativitate libera. Respectiva interpretare a poeziei ,, Biserica printului
Marko”, semnata de poetul macedonean Blaze Koneski (1921-1993), ar putea fi vazutd ca un model optional de interpretare
sincreticad din mai multe motive: poemul a are o structurd dramatica si liturgica adecvati pentru a exprima atat memoria per-
sonald, cat si cea colectiva; narativitatea sa este legata intertextual de legenda istoricé si populard macedoneand a regelui (sau
printului) Marko (,,Krale Marko”); insusi actul de a intelege poezia este un act de terapie; asocierile sale sunt legate de narati-
unea biblici ,,Plansul Rahelei”; evoca o multime de dileme etice cu privire la moarte si Dumnezeu, pécat si iertare, confesiune
si catharsis si, in cele din urma, insusi simtul creatiei, adicé crearea binelui si a rdului. Acesta este fenomenul ambivalent ce
coexisti in sincronism. In limba macedoneani chiar existi un cuvant specific care uneste aceste semnificatii antitetice — ,,Evil-
good” (,zlodobro™). Economia rdului demistificd geneza celor mai mari traume si stigmatizédri umane: a face rau sub pretextul
binelui. ,,Evilgood” nu este doar o mostenire culturala, ci si realitate. A-1 sacrifica pe Celélalt nu este doar o imagine mitic, ci
un ,prezent etern”. A interpreta o poezie uneori inseamna a cauta sensul absurdului.

Keywords: sincretism interpretativ, ciclu hermeneutic, coalitie de metode, intertext biblic, economie a raului, Evilgood,
participarea misticd, terapia poeziei, Blaze Koneski.
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Introduction

The aim of this introduction is to give some
theoretical reminiscences about poetry. The
poetic code is able to integrate the historical,
social, cultural, metaphysical, performative, ca-
thartic and therapeutic functions. Poetic speech
contains characteristics of an enigmatic, intu-
itive, prophetic, ritualistic, cathartic, mystical
and magical ‘speech act’. As a result, poetry is
an excellent opportunity for the specific appli-
cation of syncretic interpretation that requires
a coalition of several interpretative paradigms.
It is particularly suitable for the assimilation of
unconscious psychic contents, of those ‘pas-
sions of the soul’ that are the same for all peo-
ple, no matter how different their speech and
alphabet, the ones Aristotle speaks of in his her-
meneutic essay ITept Eppnveiag [1], as early as
the 4" century B.C. Poetry reflects the universal
patterns through local mythical images. Taking
into consideration that “archetypal patterns are
included with a unique fullness in poetry, one
may say that poetry makes a considerable con-
tribution to religion, psychology and philoso-
phy” [2, p. 243].

Some poems have the power to initiate cer-
tain psychical and mystical correlations with
the “reflective reader” [2, p. 334]. The poems
that include a collective experience are a power-
ful initiating act that moves the awareness of the
reader and his/her imaginary world, changing
the accepted moral, religious and psychological
frames (taboos, stereotypes). The act of creation
and reception of a poem is a ritual act of individ-
uation [3], an act of integrating the fragmented
pieces of oneself. Those poems that support the
ritual/performance of individuation are sugges-
tive, ceremonial and effective. Such poems are
susceptible to psychotherapy or, rather, with
their help poetry therapy (one form of the treat-
ment known as bibliotherapy), highly popular
in recent years, is performed. Poetry therapy is
conducted by reading and writing such types
of poems and related literary and near-literary
forms (confession, epistle, dream, memoir).
Therefore, we could, in that sense, speak of a
specific literary genre whose dominant trait is

the ritualistic, psychological, cathartic and ther-
apeutic one [5, p. 287-308].

Explication of the Text

As the shortest kind of hermeneutics, expli-
cation of a text (explication du texte) is a writ-
ten or oral presentation of a text. To explicate
a text means to adopt the basic elements that
give meaning to it, on the level of expression
and on the level of contents. An explication of
a text does not contain the giving of comments,
judgements or feelings. It arguments while in-
terpreting, pointing to appropriate examples,
be they external (author biography, genre, ep-
och, writing opus) or internal (segments of
the text itself). Explication is an aid primarily
aimed towards the reader with the purpose to
inspire, relieve or direct his/her intention and it
includes several components in its composition
or plan of interpretation: introduction, devel-
opment and conclusion. It sometimes follows
the text sequentially, word by word, part by
part, and other times it focuses on two or three
main parts, depending on the text itself.

The introduction is short and arranged af-
ter the entire text is completed. The exposition
or development of the explication should be
logical and composed according to the theme
or the arrangement of the text, and all this
should be well-supported and precisely quoted
(signals, text markers). Also of importance are
the conjunctions and other cohesive devices,
as well as the coordination among paragraphs
of the explication, in order for the reader to be
able to follow the continuity of the argumen-
tation and the conclusions. Quotations should
be short and illustrative of the given argument.
The conclusion provides a resume and a syn-
thesis, therefore making it uncommon to repeat
previously stated statements in this part.

“Prince Marko’s Church” in the Context
of the Poem “The Fortress”

In Blaze Koneski’s (1921-1993) cycle of po-
ems about Macedonian King Marko (“Prince
Marko’s Church”, “The Fortress”, “Sterna”, “The
Hill of the Dog”, “The Breaking of Strength”), as
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well as in several others that gravitate towards
that cycle (“Howl // A Cry”, “Sick Doytchin”,
“The Angel in St. Sophia”, “Icon”) contents from
the Macedonian oral folklore are projected [6].
It is precisely the folk traditions, myths, legends,
poems and even mythical images (personified
in archetypal structures) that have the power to
project the collective memory and be a medium
connecting the collective unconscious, language
and literature. The poetry of Koneski is rich in
exemplifications of the Shadow archetype, ac-
tualized in the form of evilgood that is tightly
linked to the Hero, and the Anima archetypes
(actualized in the Mother, Woman, Sister).

All the poems from the Prince Marko cycle
are based on one of the themes sung about in the
folklore and announced by a motto-quote from
a folk legend (intertextually). The two poems,
namely, “The Fortress” and “Prince Marko’s
Church” are particularly similar because they
focus on the heritage of Prince Marko in the
form of buildings (a fortress/support, a church).
Both chronologically, as well as logically, the
building of the fortress comes before the build-
ing of the church. The 70 churches are built by
Marko as a testament for the redemption of the
sin (hubris, evilgood) committed during the
building of the stone fortress in Varosh (Prilep,
Macedonia) when 70 innocent children (babies
in diapers) died of hunger, thirst and heat.

The motto of the poem The Fortress says:
“When he was building the fortress in Varosh,
Marko collected a huge labour force, men and
women, young and old. From Pletvar to Varosh
they passed the stones from hand to hand. Sev-
enty babies died in their cradles for lack of suck-
ling.”

The motto of the poem Prince Marko’s
Church says: “For his sins, for the seventy chil-
dren that died when he was building the for-
tress, Prince Marko built seventy churches.”

The poem “The Fortress” is autonomous
but can also be read as an introduction or a
doublet to the poem “Prince Marko’s Church”.
It introduces the theme of evil, sin and the
nightmarish guilty conscience that also serves
as an introduction into the raising awareness of

evilgood and giving an oath to build a new good
that will be stronger than the committed evil.
The poem poses the question — why do people,
and especially great people and leaders, commit
evil by defending themselves against evil? Why
is good an introduction to evil, and evil a pre-
requisite of good? The universality of evilgood
(doing evil in the name of good and as a re-
sistance against evil) does not liberate the con-
science of the individual, nor the collective con-
science, from the guilt, the agony of self-blame
and the memories. Marko realizes too late that
“there was another justice” apart from his own
[7], that “everything evens out in life/in the in-
flux of good and evil”, that the Fortress (as a de-
posit for the good of the community) is power-
less against the “inevitable advance of evil” (as a
systemic constant of the human civilization, as
well as the very being of the World, thus as an
immanent cosmic principle). At one point, he
says that even if he wanted to, he would not be
able to change the course of history and would
build the fortress again as a defense of the peo-
ple against evil, so he would again sacrifice the
children and go through the ritual of sacrifice
which is the foundation of every culture [9; 10].

In the poem “Prince Marko’s Church”,
however, the focusis on the church and, through
it, on the motif of forgiveness and the redemp-
tion of sin. Sin is in its essence not transferable
and it is thus immanently personal, making the
trauma personal as well as the punishment. The
poem poses the question of whether it is pos-
sible to right the great wrongs/sins by building
monuments, by new sacrifices, through suffer-
ing and spiritual growth. This poem culminates
in the drama of conscience and the internal
conflict of the Ego with the unconscious. Prince
Marko is simultaneously faced with his own
and the general contradiction of humankind.
The paradoxical order of the world is reflected
upon the personal order. Finally, Prince Marko
is the parable of the personal entity of the poet
and should be read as a historical projection
of an individual drama. The mythical image
of Prince Marko has the semantic capacity to
reflect the condition in which the lyric sub-
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ject finds himself. It is a matter of transferring
adopted images and meanings from legend and
myth onto the current lyric subject (even onto
the author of the lyric statement). Mythical im-
ages alleviate the decoding of the current enig-
mas of existence, be they individual or collec-
tive. Self-understanding as an initiation into the
understanding of the world is a mechanism that
enables the integration of both the repressed
and unconscious contents in the consciousness
of the subject. Understanding is half the for-
giveness of the sin and soothes the guilty con-
science, ultimately even inspiring good deeds.

To hear oneself and understand oneself
means to accept oneself by making peace with
the baggage of unconscious instincts, shadows,
sinful/ forbidden thoughts, traumatic memories,
and mysteries. It means to wake up the poet in
oneself, his metaphorical, ironic, oneiric and
mythical images, his paradoxes and oxymo-
rons, his unconscious memory pulsating in the
rhythm of a recently born consciousness, of a re-
cently found speech, which is a world par excel-
lence. For the world is reflected in speech and the
poetic world in the poem. “All reflexive thinking
is singing, and all poetry is thinking.” [11, p. 248]
We live in the language, but the essence of the
language is not linguistic [12, p. 33]. That’s why
the word is saving the world [12, p. 111].

Composition

The composition of the poem “Prince
Marko’s Church” consists of a narrative and con-
fessional continuity that can be reconstructed
into seven points. Each of the seven segments is
both independent as well as inseparable from the
whole of the poem. Each of the segments (formal
and semantic) is rounded up with a suggestive
image, partially in the form of a narrative state-
ment, partially as a lyric-dramatic performative:

» 'The cold semidarkness of the church is
presented as a parable of the “mourning soul”
(thus multiplying the theme of identity).

» 'The saints warn the subject not to enter
the church.

» Despite the prohibition, the subject en-
ters the church. The urge to enter the church,

i.e. one’s “soul”, the world of the unconscious,
is stronger than the danger; the subject is ready
to “meet himself right then and there”. Here we
notice a deliberate ambiguity, by introducing
the mysterious phrase “right then and there”,
which suggests that self-recognition must take
place immediately, or finally, once, as an act de-
layed for years.

» A ritualistic image is given of children
“with palm-branches in their hands”, an image
that is yet to be clarified.

» A “woman’s lament” is heard, of Ra-
chel, “wailing her grief to the world”.

> In the final fragment of the poem de-
featism culminates - the futility of any attempt
to redeem a sin, for there is no longer a spark in
the hearth of the heart, as the fugitive “shall bear
the church to [his] grave”.

The title of the poem “Prince Marko’s
Church” gravitates towards this compositional
framework, as it traces a semantic, as well as a
cultural and historical diagonal, which encom-
passes the three motifs of sin, death and God, in
one whole.

Narrativity

The narrativity of the poem “Prince Marko’s
Church” stems from the prototext of the folk
legend of Prince Marko that serves as an inspi-
ration to Koneski. The motto of the poem points
to its semantic key, posting the three most im-
portant topoi in the poem: sin, death, God.

(1) Sin seen in the sacrifice of innocent
children as a result of the construction of the
Fortress is an actualization of the Shadow ar-
chetype.

(2) Mortality of man. No one has ever saved
himself from death, but some die as innocent
victims and others with a guilty and sinful con-
science, and they do not rest in peace for which
they must go through the ritual of purification.

(3) God is the ultimate Cosmic Conscious-
ness that has the power to bring peace to one’s
soul if it is shared by the person dissociated from
the shadow of the committed sin and the guilty
conscience (which is the gravest punishment).
God is the moral law. The moral law stands on
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the very boundary between the conscious and
unconscious, between vanity and trauma, be-
tween good and evil. Some (ambiguous) acts
cannot be comprehended unless we face the
moral law and look for God in ourselves. Not
having a conscience is the other side of a guilty
conscience, a source of evil and a shelter for
evil. Justice is the Achilles’ heel of humankind,
for it is neither simple nor given in advance, as
there are many different justices, just like truth,
which is a mirage and not a given. The language
of poetry is the language of understanding
that helps us understand ambiguous acts, our
own and those of others [12, p. 239-268]. The
poem is the very moment when man faces mor-
al judgement and names his fate. Once named
(acknowledged) the fate becomes bearable, and
evil need not be repeated.

The narrative descriptions in this poem are
poetically structured, with a unique rhythm that
culminates in a dramatic manner. The segments
of the story are inseparable from the whole of the
poem. In accordance with the dramatic rhythm,
they intensify through repetitions (polysyn-
deton), but are linked in a manner characteristic
of catharsis as an act that signifies not just libera-
tion and purification from the powerful passions
but includes an aspect of bringing the uncon-
scious to the light of consciousness (a vision).
What is unusual about it is that it is defeatist,
solipsistic, it offers no liberating forgiveness, but
an acceptance of fate, acceptance of the fact that
one must live with the dark church for the rest
of one’s life (consciousness illuminates sin, but
does not provide an amnesty for the conscience).

The narrative framework of the poem is
filled with an intimate monologue (the ‘I’ form)
that includes from time to time a reference to
someone else (the destroyers, the saints, the be-
lievers), which emphasizes the dramatic char-
acter of confessional narration and intonation.
This dramatic charge makes the poem readable
as a ‘ballad’, even more so because the dramatic
conflict has a tragic intonation and the dramatic
character faces a tragic ending and self-sacrifice.

Characteristic for the “prophetic rhythm”
of the poem “Prince Marko’s Church” is the

illusion of a narration that it leaves with the
reader. Its hermeneutic code is connected to the
story with the help of which one can decode its
enigma [13, p. 233]. This poem has ingrained in
it, as a sacrifice in the foundation of the fortress,
a story with an intimate intonation. The narra-
tivity of the poem suggests the presence of the
legend of the building of the Fortress, hence a
“story within a story”, and behind that legend,
one can see the myth, until one arrives to the
realms of the sacrifice archetype.

This archetype of sacrifice is actualized mul-
tiple times in the oral narratives of the Balkan
people and it always points to the necessity and
ritualistic nature of sacrifice when building
bridges and fortresses, as an investment into the
survival or the identity of the collective (Skadar,
Vishegrad, Skopje, Vidin, Belgrade). The build-
ing of the Fortress (a monument to culture and
a monument of the builder) incurs the building
of 70 churches, the building of the churches in-
curs other sufferings, the new sufferings incur
new sacrifices, new human drama and drama
of humankind. To atone for the sin commit-
ted during the building of the Fortress, Prince
Marko built 70 churches, one for each child that
died. Such is the meaning of the testaments to
culture and history. Such is the history of the
culture of leaving a monumental trace behind
oneself. The culture of sacrifice. The culture of
justifying and making sense of evil. A ritual of
committing evil under the pretense that it is
done for the good of the people, always in the
name of God.

The Archetype of Evilgood

In all the poems of the Prince Marko cycle,
Koneski actualizes, very specifically, the motif of
evil from the point of view of one of its paradox-
ical forms/existence, known among the Mace-
donian people as ‘evilgood’, when the doing of
good includes evil or when the good does not ex-
clude evil (hence the saying “all evil is for good”
as a philosophical reminiscence of the hope that
evil is a contribution for something good to hap-
pen and that great good deeds are not innocent
and devoid of a dark side). Legends point to a
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primordial link between good and evil, between
the great idea to build a fortress to prevent the
invasion of evil/the enemy, and the need to sac-
rifice the people to achieve that goal.

The tradition of evilgood is established as
a higher, metaphysical and religious logic. The
history of sin/hubris is the history of human-
kind. Evilgood is a powerful archetype that is
actualized time and again in history as if it is
vital for its existence. In that sense, one can say
that the history of humankind is a history of evil-
good. Evilgood is the epitome of survival. The
constitutive principle of Good is Evil. That is
the antinomy of history and humankind that
repeats itself for otherwise the entire history of
humankind would be annulled.

The ethical dimension is absent from the
archaic, primordial and mythic consciousness,
marked by the sensory experience in the world
(visual, auditory, tactile, erotic). It forms later,
in relation to the religious worldview, especial-
ly under the influence of monotheism. Namely,
ethics stems from cognition/existence and not
from immanence/essence of deities, the god-
like creatures/creations and man. Polytheism is
based on the awareness that the God of Evil and
the God of Good are two sides of the same image
of the world, two functions of the same identity,
profane and sacred, solar and animistic.

Looking at Prince Marko from this perspec-
tive, he is a parable of evilgood. However, he,
as any other ethicized and epically sung about
character of a hero, is more often idealized
than he is parodied. Sung about in the folklore,
Prince Marko adjusts to the epic system of con-
ventions. Prince Marko, as many other people
of greatness who have indebted history and di-
rected its course, is a representative of evilgood.

The poet’s imagination, fed by the intimate
experience, demystifies the man of greatness
precisely from the point of view of the personal
experiment of evilgood. Sacrifice is transformed
from an unconscious to a conscious act and, then,
to a ritual with a cultural dimension. Hence, the
analogy between the two characters initiates the
process of individuation through the conscious
bringing to awareness of the interconnected-

ness of good and evil, often in an unsolvable
conflict that serves as an introduction into the
personal and collective tragedies.

The Principle of Transformation

The first thought when communicating
with the poem “Prince Marko’s Church” is that
it has a great dramatic, cathartic and psychago-
gic capacity [14]. The impact of the poem is so
great that we share, together with the imaginary
lyric subject, the attack of the primordial imag-
es projected onto associative, religious and cul-
turally recognizable visions of church artefacts
(frescoes). The impact of the poem is so great,
that we feel the elemental force of the uncon-
scious in which the personal reminiscences are
intertwined with the collective ones. We sense
that were it not for the support from the collec-
tive memory (coded in the symbols of the Bible,
the frescoes, the legends and history), people
would get lost in the elemental force of the un-
conscious. We sense that, after the initial impact
of the force, a light can be seen, a way out, but
it can only be reached if we agree to transform.

It is a radical transformation in the pluto-
nian sense of the word. It is a transformation
through loss, suffering, death, as a pre-requisite
to experience rebirth. Transformation is the
price of salvation from the mindlessness that
leads to an inner conflict with the unconscious
and the repressed feelings of guilt and sin, the
dark memories and urges, the ignoring of the
truth that does not suit us, the underestimation
of others’ existence, the underestimation of the
danger great deeds carry with them, the danger
and the contradictory nature of the super-hu-
man efforts that demand personal and collec-
tive sacrifices.

In the case of “Prince Marko’s Church”,
the lyric subject, the poet and the reader are
all encouraged to face the need for a thorough,
internal transformation because of two factors:
first, from the cognitive (cultural) shock from
the immanent “unity” of the good and evil in
the archetype of evilgood that is cyclically actu-
alized in history and, second, from the stylistic
and rhetorical indications given in the poem it-
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self. The stylistic and linguistic character of the
poem, namely, are manifested to an ample de-
gree to enable us to see in it what is also latent,
hidden and mysterious. The poem is a system
of expressed and hidden signs, stated clearly
enough to provide us with an orientation in
space and hidden enough to lead us on a quest.

Thus, not all is clear as it may appear at first
glance, when we are absorbed by the dramatic
and scenic quality of the poetic performance.
The poem establishes an “associative rhetori-
cal process, largely below the threshold of con-
sciousness”, a “prophetic rhythm” emphasized
by the rhetoric of the paronomastic harness of
sound and meaning, with an enigmatic mean-
ing [15, p. 307], as if it is a matter of discovering
a dangerous secret, forbidden to tell.

Participation Mystique and Confession-
alism

The poem “Prince Marko’s Church” has
a confessional hue and can be viewed as a rite
of intimate confession. The confession initiates
the act of catharsis through identification with
historical personages, co-entities, artefacts and
legends. The confession is two-fold: on the one
hand, it is a mystification of a confession (of
the mythological and historical figure of Prince
Marko) and, on the other, a personal confession
of the poet. The confessions of both subjects co-
incide and are integrated in the poem. There
is a transfer of the subject and his expression.
Namely, in no instance is there a strict line of
division between the imaginary and legendary
lyric subject and the poet’s I. This ambiguity
suggests a slippery, fluid, double identity of the
narrating subject. The ambiguity of the narrat-
ing subject is also reflected on the relationship
between the object and the subject of the poem
(so much so that Prince Marko can be observed
as part of the ‘object’ of the poem, as its back-
side!), thus leading to an interpretation of it
as an indication of the ritualistic nature of the
poem and what is called “participation mys-
tique” [16; 4, p. 145-172; 17, p. 128-129; 18; 19].

As a reminder, Jung’s term “mystical par-
ticipation” (taken from anthropology and

primitive psychology) suggests the mystical re-
lationship between the subject and the object,
resulting in a mysticism of the identity that is
established between them. We are going to wid-
en the meaning of this term by the identifica-
tion that the three subjects in the poem make
one with another, discreetly and implicitly (the
imaginary lyric subject, the real subject of the
poet and the reflected mythological and histor-
ical subject of Prince Marko) [20]. In “Prince
Marko’s Church” the identities of several sub-
jects are exchanged with a layered object of
evocation (the identical nature of the church
and the soul, the lyric subject and Rachel). Ul-
timately, the introduction of mystical participa-
tion into play stimulates the performative act of
internal transformation of the subject and his
identity. The poem itself suggests a belated act
of becoming aware/transforming of the lyric
subject, but hope for the reader as well, for he
will be able to elevate the intimate experience of
the poem and its performative nature or cere-
moniousness and dramaticality, on the plane of
initiation into one’s own, personal awakening.
The presence of the I-form in the poem is
explicitly emphasized, thus suggesting a creative
awareness of that process of ambiguous person-
ality and a mutual transfer between the identi-
ty of the lyric subject and the lyric object. This
discrete doubling of identity, in essence, evokes
subtly the idea that history repeats itself, and
that in paradigmatic situations as the building of
the fortress and in characters like Prince Marko,
many of our contemporaries, including the poet,
would recognize themselves. Thereby, the iden-
tity of evil and good is integrated into an evil-
good and evokes the prototype of the primordial
God in whom black and white, dark and light
are not yet separated (Black-God, White-God).
Actually, what is at play is a unilateral tri-
angle marked by the role of the lyric subject,
the lyric object and the poet. We immediate-
ly realize that the poem’s world is sensitive to
the personal unconscious of the poet and it is
a legitimate projection of the personal in the
collective unconscious. Thus, an easier commu-
nication with the reader is established, and the
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reader becomes part of that metaphysical sce-
nic space where the act of individuation takes
place. This act is reflected in the integration of
the poet’s Shadow within his personality [21]. It
reflects the rite of integration characteristic for
the historical figure of Prince Marko with his
lyrical projection in the poem “Prince Marko’s
Church”. This integration is captured in the
paradoxical myth when the reversed, inverted
side of his super-heroism is presented, of his
idealized and glorified heroic acts, revealing
them as more evil than good and deserving of
as much glory as curse.

The Poem as an Act of Performance

The poem, in that sense, performs a discreet
ceremonial influence (an archaic magic func-
tion) on the very edges of esthetic figures and
functions and it sets a paradigmatic image of
transformation, a Mandala of integration and of
individuation. It is a potently articulated medita-
tion over the paradoxical essence of existing and
being (of existence and essence), and this is the
reason it is powerful, and experienced as a ritual
of purification from the excesses of the uncon-
scious, as a light that shows the Way, perhaps the
way out of some critical or dramatic situation.

The tragic hubris leads to human and in-
ter-human conditions that are not sustainable,
that demand a denouement, that take no com-
promise and for which there is no half-way
solution. If the compromise is taken out, the fi-
nal effect will remain, the extreme performance,
the fatal ending, the solipsism, fatalism and the
inevitable punishment. This poem is not mel-
odramatic, but tragically hued, marked by the
tragic metaphysical qualities, a difficult poem,
an ominous poem, filled with hallucinogenic
scenes, a poem echoing the Christian and par-
ticularly the Orthodox Christian moral code.
Once again, what is fore-fronted is the impres-
sion that the world IS ruled by the principle of
evilgood’s “vicious circle”.

The realization that there is no forgiveness
is an initiation into accepting the punishment
for the committed sin, not only as a logical, but
as a desired order of events. The subject faces

a nightmare, feeling that he is losing his mind
and “arched into a dome” carrying within him-
self the “cold void of the church”. The first line
“I built a church in a hidden place...” gains full
meaning with the last line stating “I carry the
church to my grave”.

The narrative description of the entrance to
the church turns into a performance of self-re-
alization, a parable of facing one’s own, person-
al unconscious, filled with repressed urges, feel-
ings and images. It is, at the same time, a coming
to terms with the Shadow, but not an abstract
and distant Shadow, not the universal proto-
type of the Shadow, but one’s own, personal
and personified Shadow. The performance of
the Shadow is an initiation into the Truth that
presupposed a different Justice, a different sys-
tem of virtues, a different vision of heroism. The
mask (the Persona) inevitably comes oft and the
other, demystified face of the subject becomes
visible (Prince Marko, the poet, the reader).

The entrance to the church “St. Dimitrija”
[22] or, rather, the look at the frescoes (mural
paintings as a text) unlocks the hidden masked
face of the imaginary Marko, partly historic,
partly mythological, partly intimate (auto fic-
tional projection of the poet). Upon first cross-
ing the threshold, one can sense the ominous
silence and the heavy cold of the church, placed
low beneath the ground, like the unconscious.
In this hidden, subterranean, chthonic space
in the twilight of the inner space (soul, es-
sence) even the silence is “dark” and eerie. Two
saints, on either side of the entrance, forewarn
“Marko” not to enter deep inside, but alas, it is
too late, there is no turning back, the circle must
be completed, and the time is right for bringing
the unconscious to consciousness and for trans-
formation to take place:

- The walls start moving;

- The vague silhouettes from the frescoes
come down in reality and approach Marko “si-
lent, threatening / Faces, hideously suffering /
Dark warriors.../ Mourners at a death bed, /
Bodies pierced by spears, at the point of death
/Writhing in final agony / children lost in the
crowd / With palm-branches in their hands.”

DIALOGICA nr. 2, 2022

E-ISSN 1857-2537

19|



- A multitude of silent apparitions and
ghosts tie Marko “into a knot after knot of night-
mare (...) expecting something” from him.

- Not completely aware of what is hap-
pening, Marko talks to the apparitions, asking
to start a dialogue: “Speak!” — I said”, but they
keep on being silent and he remains “alone with
my guilt”.

In this fight with the apparitions, Marko
hopes for help from the ultimate Power and
thus goes in front of the altar to pray. In that
very moment the most shocking, dramatic and
ritualistic revelation of the Apparition reflected
in the church frescoes happens. This drama of
enlightening the dark side of consciousness is
carried out through a synesthetic rhetoric: the
paintings cry, the frescoes scream in despair. At
that moment, Marko sees the image of Rachel
with her hands held high as she cries “over the
dead youngsters, mourning in the universe”.
This is the Orthodox and Byzantine pictorial
version of Rachel surrounded by the dead chil-
dren, but not those from several hundred years
ago, not those from the primordial times, but
those here in his consciousness, in his life.

What becomes evident is that a personifica-
tion of the Anima archetype has taken place in
the character of Rachel and that the Shadow has
a face, cheek, voice, power. The interior of the
church is a representation of the being and the
soul of the poet. The soul opens up and starts con-
fessing, telling, warning, punishing. The living
word, as an embodied language, is ceremonial.
Each blessing is preceded by a sin. Even hero sin.
Sinlessness is fiction. Evilgood is the archetypal
structure of the Shadow and it generates histo-
ry. The world of the dead is a world, nonetheless.
The invisible does exist. God is in multiple places
at the same time. God is here. An epiphany takes
place (revelation is the Christian synonym of
bringing the unconscious to consciousness). Is a
salvation in the here-and-now possible?

The Cry of Rachel (Biblical Intertext and
Ecphrasis)

One of the frescoes in the church “St. Dimi-
trij” shows “The Cry of Rachel”. The Biblical Ra-

chel is the prototype of the Mother who dies/ex-
pires on the delivering bed, as she gives birth to
the twins Joseph and Benjamin [23]. This fresco
evokes the Biblical motif of the sacrificial mur-
der of the first-born children by Pontius Pilate,
in order to execute God’s son - Jesus Christ. The
poem evokes the cultural and religious ritual of
God worship. The fresco of the cry of Rachel
- becoming and ecphrasis and an intertext in
Koneski’s poem - has the dimensions of a pri-
mordial image of the “wailing her grief to the
world” of every Mother whose children have
been killed in the name of the higher Christian
“common good”. Rachel, from the Mother who
dies for her offspring and a Woman who dies to
become a Mother, transforms into an image of
the Anima of the lyric subject. Rachel is the dou-
ble projection of the personal and the collective
unconscious. She is the embodiment of the An-
ima archetype and the Great Mother, a personi-
fication of the ultimate consciousness-and-con-
science. The archetype of the Mother, Woman
and Anima are united (integrated) in one, so
they can point the path towards individuation.
This path includes the crossing from one to
another moral law, from one to another ideal,
from one to another God. There is no virginal
establishing of God. The personification of God
is not indifferent, because it is not unique. The
world has a completely different attitude to-
wards the Higher Power, that includes various
interpretations, different theosophies and dif-
ferent rituals. As one moves away from the pro-
totype of the Higher Power, one faces the risk to
be biased towards one’s own personification of
God. The bias creates a series of other passions,
some conflicting. The division between My and
Your God begins. The narrative of religious
identities, their genesis, their survival, begins.
The surge of primordial images, interpreted
through the Christian prism (tradition), con-
tinues. It is no longer a matter of earthly wail-
ing over a human sin, but a cosmic mourning
for the Heavenly principle, for a higher ethics,
from a superior Judgement that no one can ever
evade, not Prince Marko, nor the martyrs-vic-
tims. It is a matter of the sacrificial foundation
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of culture [9], it is about a culture that is not
possible without sacrifice. It is about a world
in which things are intertwined and not black-
and-white, God is not just Good and Evil is not
so godless. The paradox of Evil-Good.

The Shadow and Anima Archetypes

The Anima is the image of the woman in
the psyche of man (and the Animus is the im-
age of the man in the psyche of the woman). As
transpersonal psychic structure, it is beyond
strict social and moral dualism and antinomies,
such as the antinomy of masculine vs. feminine,
good vs. evil. As a heritage of collective uncon-
scious, it gets its “conscious” connotation in the
collective social context full of restrictive gen-
der and moral dualisms. When repressed, the
Anima causes fear, dramatic personal conflicts
and stigmatizations.

The Shadow is part of the dark contents of
the mind and its Persona, the masked image
the subject has built for presentation before the
world and himself. The Shadow becomes dan-
gerous territory of man and his psyche, as long
as he refuses to face the fact that the world is a
paradoxical whole of good and evil, of light and
darkness, and that the boundary between good
and evil is discrete and delicate, and can be re-
pressed in the deep shadows of the unconscious.

The Anima signals its presence in verbal
and dream images, in some art and literary
works. In the poem “Prince Marko’s Church”
by Koneski there is a shocking conflict between
the unconscious principles of the Shadow and
the Anima. In this poem, the lyric subject (by
its confessional intonation) sings of the meeting
with the Shadow, the flash of the unconscious in
the consciousness, the reflection of the collec-
tive Shadow in the personal and even the per-
sonal Shadow in the collective memory (legend,
myth). The poem suggests the idea that history
repeats itself by law, as evil repeats itself, and
that evil is the instigator of history, even more
so because the world and the consciousness
(civilization) refuse to face its essence. Evil is a
constant, particularly destructive in times of its
violent repression, when it is not properly chan-

neled and when it comes out forcefully, unex-
pectedly, fueled for a longer period of time with
negative passions, hatred, feelings of injustice
and endangerment.

The facing with Rachel is cathartic. While
reading the poem “Prince Marko’s Church”
one feels, personally and irreplaceably, the con-
dition of shared enlightenment among the poet,
the lyric subject, his myth-historical projection
in the character of Prince Marko and the reader.
The poem, namely, witnesses the performance/
drama of the mystical experience of the descent
of the human into the divine, and the sacred
into the human (god man, godly man, godly
woman, integrated Heaven, Hell and resurrec-
tion) and the integration of the image of the
Anima in the image of the Man.

The imaginary subject of the poem in which
the author’s person is projected, wishes to save
himself from the Shadow, running “crazed from
the church” but faces the “cold emptiness of the
church” again, for now he carries it within him-
self and there is no running away from it any-
more, the dark silhouettes are now part of him,
he himself is a church in which the cry of Rachel
and the martyrs rises to heaven, so “there is no
escape, no forgiveness”. He attempts to save his
soul and wails: “Light up the lamps!”, but there
are no lamps. He realizes that he is “a spent fire,
a hearth of scattered ashes”. He already knows
that he will “bear the church to my grave”, from
now on, consciously. It is this awareness, formu-
lated into language, that signals that there has
been a deep and painful transformation of the
consciousness and that the repressed contents
and apparitions of the conscious mind have fi-
nally been, linguistically and artistically, brought
to consciousness. This is the mise-en-scéne upon
which the unification of the fragmented and dis-
persed parts of the personality takes place, as a
pre-condition for its restauration.

The primal urge of the repressed contents
to be recognized and, thus, integrated, inspires
the subject to learn the language of the collec-
tive unconscious through the treasury of the
collective memory and folklore (myths, leg-
ends, biblical stories, sayings). Once the subject
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decodes the enigmatic language/alphabet of the
unconscious, he will be initiated into bringing
it to the threshold of consciousness as well as
ritualizing it (to repeat the same mechanism).
There are different traditions of ritualiza-
tion of the deciphering of the enigmatic (the
revelation of secrets and mysteries). One of
them is the poetic tradition, understood as a
form of immanent interpretation of the world.
The poetic art stands on the threshold of con-
sciousness. It helps the unconscious to articu-
late itself, in order to avoid a total destruction
of the world that is under its rule. In this role
of a “vent” and an “educator”, poetry performs
an undeniable cultural and social function. The
moral and religious being of the collective and
its institutions of control, surveillance and co-
ercion, are in a conflicting position towards the
personal being of man, so poetry helps the in-
dividual to stand up to the discourses of power.

A Hermeneutic Circle

The hermeneutical circle [24], as the basis
of all understanding, points to the need for the
whole of the text to be interpreted with the help
of its parts and the parts through the prism of
the whole, and thus the circle repeats itself, spi-
rally and ritually. The layered and polysemantic
texts, including poems, should be read at least
twice in order to understand the poem itself and
how it understands the world. Understanding is
preceded by reading, very often multiple time,
until the moment when the meaning will be
rounded off as an experience and it will be stabi-
lized as a pattern and shared with other readers.

Thereby, even this interpretation of the
poem “Prince Marko’s Church” should be un-
derstood as a series of readings done in different
ways but with one superordinate interpretative
aim, to present the process of understanding of
the poem and in the poem. For we interpret not
only the poem but also the world it reflects. The
world that the poem “Prince Marko’s Church”
reflects is enigmatic and we therefore consid-
er the poem as the home of the enigma. The
enigma has its own logos, its own meaning that
must be recognized and deciphered. This de-

ciphering must not kill the poem, but unlock
the entrance to it. Some poems have multiple
entrances, multiple portals. Such is the poem
of Koneski and this is why I consider the best
interpretative strategy to be the pluralistic, dia-
logical, syncretic one.

I will not give a final word in the sense of
a final interpretation, but I would like to point
out the respect that the ending of the poem in-
spires and which might shed a different light
on the meaningful whole and the dominant of
the poem. Namely, the poem “Prince Marko’s
Church” is a symbolic performance of the bring-
ing to consciousness of the personal uncon-
scious and repressed contents through the col-
lective ones and vice versa, of the collective ones
through the personal ones. In this sense, the role
of the reader is active and effective. This is also
a part of the ritual of realization of the world
and self-cognizance. Apart from that, however,
this poem should not be read as a manifesto of
optimism and as a ticket to sin redemption. It,
actually, very melancholically and solipsistical-
ly, forewarns that everyone carries their own
Shadow of evil within themselves, just as the im-
aginary Prince Marko/the poet, carries within
himself the church to the grave, for “there is no
escape, no forgiveness, no memorial”.

Three concluding remarks are suggested by
this interpretation. What the poem offers is a
return to the faith in the word and its power.
What it inspires, in the sense of some optimistic
option, is related to the indication of the con-
nection between the linguistic and artistic im-
agination and their role in the act of bringing
the unconscious to consciousness in the indi-
vidual, who is, after all, a projection of human-
kind. Even the awareness of the unforgivable
nature of some sins is already a form of libera-
tion from the excess of repressed content of the
unconscious. The poem indicates an option of
Orthodox coming to terms with reality that in-
cludes a realization of the gruesome severity of
sin (evilgood) and an opportunity for transfor-
mation, not just a formal absolution and release
from responsibility, which would implicitly
mean legitimizing the perpetration of a new sin.
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The hope that we can transform and learn a val-
uable lesson from history is a promise that the
world can be a better place, if we are better peo-
ple. This is the lesson of mercy, philanthropy;
it is the principle of empathy and compassion.

The hermeneutic circle, however, does re-
turn at the very end of the poem, in the paradox-
ical realization expressed in a sentence-maxim,
according to which “there is no memorial”.
Prince Marko built the church to “tell the story”
of him, to be a monument of remembering his
deeds (both evil and good) but he realizes that
“there is no memorial”. Has it all been in vain?
This is the most difficult “semantic knot” in the
poem that is open to further discussion.

Thus, the question is posed as to what a
memory is. The question is posed - does death
liberate from the moral burden or is it carried
over, through the deeds (as a remembrance),
into the collective memory? Is the collective un-
conscious a treasury of forgotten and trapped
memories? Does the poet express a revolt against
some cultural memories/monuments because
they remind us of evil? Is memory doomed to
oblivion? Does the poem, by standing against
oblivion, actually perpetuate oblivion, even des-
perately? Does oblivion have a psychotherapeu-
tic role, just like memory? Is it a cyclical change
of times of oblivion and times of remembrance?
The ending of the poem suggests an important
paradox: what heroes leave behind as remem-
brance for future generations is actually not a
remembrance, but something other than that.
The question then rises, what is this Other thing?

This syncretic circle of interpretation be-
gins and ends spirally, opening new semantic
horizons as does the circle of the poem itself: by
additional interpretative challenges to the read-
er, in search of its answer. For there is no one
truth, as there is no one justice, right? The world
is perfectly imperfect, isn’t it?
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The Literary Specificity of the Textual Adventure Game as a Form of Ergodic Literature

Abstract. In this article we present the textual adventure game, analyzing its literary specificity and the way in which the
playful and the narrative interact in its structures. Marked by cybertextuality, the game can be seen as a narrative and analyzed
semantically, semiotically and emotionally. The narrative experience offered by it is accessible only in the digital space, in wich
the character becomes the player, and the concept of homo ludens represents a hybrid of the reader and the writer.

Based on the theoretical visions of J. Derrida, K. Veale, B. Kuhn, H. Jenkins, O. Laas, ]. Gogging etc., this article presents
the textual adventure game as a literary form, with narrative functions, able to generate alterbiographies and represent a varied
narrative architecture. The spatiality of the textual adventure game is defined by the four types of narrative architecture: evoc-
ative spaces, enacted stories, embedded narratives, and emergent narratives, which take this form of ergodic literature beyond
what a traditional narrative entails.

This study analyzes both pre-digital works, in which the game was just a strategy, such as G. Boccaccio’s “Decameron”,
“Composition No. 1”7 by Marc Saporta as well as adventure text games such as Bethesda’s Elder Scrolls V: Skyrim (2011),
World of Warcraft etc. The evolution of the game from narrative technique to the form of ergodic literature is a premise of the
initiation of an individualized theoretical approach.

Keywords: adventure text game, literature, ergodic text, cybertext, hypermedia, video game, digitization.

Specificul literar al jocului textual de aventura ca forma a literaturii ergodice

Rezumat. In articolul dat prezentim jocul textual de aventuri, analizand specificul siu literar si modul in care ludicul si
narativul interactioneazi in structurile acestuia. Marcat de cybertextualitate, jocul poate fi vazut ca o naratiune si analizat se-
mantic, semiotic si afectiv. Experienta narativa oferitd de acesta fiind accesibild doar in spatiul digital, in care personaj devine
jucatorul, iar conceptul de homo ludens reprezinta un hibrid al cititorului si scriitorului.

Fundamentat pe viziunile teoretice ale lui J. Derrida, K. Veale, B. Kuhn, H. Jenkins, O. Laas, J. Gogging s.a., acest articol
prezintd jocul textual de aventura ca pe o forma literara, cu functii narative, capabila sd genereze alterbiografii si sd reprezinte
o arhitectura narativé variatd. Spatialitatea jocului textual de aventura este definita de cele patru tipuri de arhitectura narativa:
spatii evocatoare, povesti interpretate, naratiuni incorporate §i naratiuni emergente, care trec aceastd forma a literaturii ergo-
dice dincolo de ceea ce presupune o naratiune traditionala.

Studiul dat analizeazd atat lucrari pre-digitale, in care jocul a fost doar o strategie, cum ar fi ,Decameronul” lui G. Boc-
caccio, ,Compozitia Nr. 1”7 a lui Marc Saporta cat si jocuri textuale de aventurd precum Elder Scrolls V: Skyrim (2011) a lui
Bethesda, World of Warcraft etc. Evolutia jocului de la tehnicd narativa la formd a literaturii ergodice este o premisa a initierii
unei abodari teoretice individualizate.

Cuvinte-cheie: joc textual de aventurd, literatura, text ergodic, cybertext, hypermedia, joc video, digitalizare.
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The intense process of digitization, the evo-
lution of artificial intelligence and programmed
machines had an impact not only on social life,
but also on the cultural one, a fact visible espe-
cially in literature. The evolution of ergodic lit-
erature from print to digital media has made it
expand its range of forms, excelling in cybertex-
tual products such as adventure games.

In his work, Comparing Stories: How Textu-
al Structures Shapes Affective Experience in New
Media, Kevin Veale defines the textual adven-
ture game as a narrative form of media capable
of producing subjective experiences, in which
creative freedom and limitation blend harmo-
niously. The player is a high-performance hy-
brid of the reader and the writer who becomes
a single person who interacts directly with the
text and is creatively involved in structuring the
story unfolded in the accessed virtual environ-
ment. [1, p. 152-155]

Adventure textual games are considered by
Espen Aarseth ergodic texts that require a much
deeper kinesthetic interaction than any other
ergodic forms, emphasizing the idea that this
type of reactive narrative experience can only
be lived and represented digitally. [2]

Located in the area of interference of the
epic with the dramatic, the textual adventure
game can be seen as a narrative that, even if
made under the brand of cybertextuality, is able
to be analyzed semantically, semiotically and
emotionally, discovering not only a complex
narrative architecture, but and a philosophical
perspective enhanced by the “alterbiography”
that its user can create.

In what follows we will present the textual
adventure game, analyzing its literary specifici-
ty and the way in which the playful and the nar-
rative interact in it.

Although the perspective of the game as
literature is still debatable, that of literature as
a game has sufficient reasons to be recognized.
This is emphasized by Joyce Gogging in his ar-
ticle Play and Games in Fiction and Theory, in
which he demonstrates that the history of lit-
erature knows many fictional texts structured
according to the model of a game, such as

G. Boccaccio’s Decameron (1353) or G. Chau-
cer’'s The Canterbury Tales (1392). Another
convincing case is that of V. Nabokov, who,
being a passionate player of tennis and chess,
discusses, in his works, the game as a narrative
figure and motivates why it has its place in liter-
ary fiction. In a sequence from Lectures on Lit-
erature (1980) about J. Austin’s Mansfield Park,
he observes how the narrative thread merges
with the card game, and the speculations in the
game are parallel to Miss Crawford’s specula-
tions about getting married or not.

The game is also analyzed from a philo-
sophical perspective, being placed alongside
beauty as an autotelic and transcendental enti-
ty. In this regard, reference is made to F. Schil-
ler’s statement in Uber die dsthetische Erziehung
des Menschen (1795), where he states that “man
plays when he is a man in the full sense of the
word and he is a total man only when he plays”
(der Mensch spielt nur, wo er in voller Bedeu-
tung des Worts Mensch is, und er ist nur da ganz
Mensch, wo er spielt). The impact of the game
on the definition of man is due to the freedom
“to play with ideas without serious consequenc-
es”, to stimulate creative thinking and the fact
that it is a form of education.

The concept of “homo ludens” is brought to
a new light in the case of adventure text games.
Joyce Gogging, in his study, refers to the essay
Homo Ludens (1938) by the Dutch historian Jo-
han Huizinga, which presents the game in law,
in art and in civilization, specifying that it has
its own temporality (being clearly superior to
chronological time, by creating its own chrono-
tope in which it “juggles” with fictional worlds),
is voluntary and autotelic, having no purpose
outside it and transcends various forms of hu-
man experience. These ideas, enunciated in
J. Huizinga’s study, had a considerable impact
on the study of literature and catalyzed numer-
ous researches aimed at the interaction between
playful and literary.

J. Gogging structures a route along which
he places studies of the game, from Aristotle to
Huizinga, parallel to which he places literary
texts marked by the playful element. Starting
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from Decameron, which he places at the begin-
ning and continuing with Composition No. 1 by
Marc Saporta, Pale Fire by V. Nabokov reaches
computer games, textual adventure games be-
tween 1970-80, and culminates with today’s fic-
tional worlds such as World of Warcratft.

Analyzing the attempts to study the game
as part of literature, we notice the distancing
of the game from what we call , literature”, this
culminating in the sudden appearance of Lu-
dology, in the early 1990s, a science concerned
with the study of games and opposed to literary
studies. Thus, the relationship between games
and literature is recognized, even if it contin-
ues to face challenges, especially when confused
with games and ,commercial” fiction, which
does not fall into the area of literature, delim-
ited above.

In relation to human existence, the game
is perceived as an interface of it, consisting of
a series of activities, experiences and process-
es, which are reduced to the “gamification” of
life. In Huizinga’s opinion, the game appeared
long before culture, which offers the possibility
to say that the game resulted in social construc-
tions and that it is, simultaneously, a superior
unit and a constituent element of the structures
of manifestation of everyday life, which they
transcends. In the same vein, Jacques Derrida
expresses himself in La structure, le signe et le
jeu (1967), where he presents free, indetermi-
nate, dynamic, volatile and constantly decen-
tralized play. Joyce Gogging’s essay assembles
these theoretical views on textual games to form
a simultaneous launching pad for literary and
game studies, given that “our lives are increas-
ingly gamified” [3].

If the traditional literary text relies on the
character and the transposition of the read-
er in his skin or on the lyrical self with which
you can empathize, defining for the textual
adventure game is his ability to generate “al-
terbiographies”. “Alterbiography” is a concept
introduced by Gordon Calleja and capitalized
by Kevin Veale in his study Comparing Stories:
How textual Structures Shapes Affective Experi-
ence in New Media, which he defines as a subset

of the text in the game, as a result of the expe-
rience gained in the process of the player’s in-
teraction with the rules of the virtual world in
the game. “Alterbiography” is defined primarily
by ergodic [4] engagement, rather than cyber-
textual [5] engagement. Even if the cybertextual
elements encountered and manipulated by the
player condition the “alterbiography”. The com-
plexity of the virtual environment presented by
the diegetic world of a game text is directly pro-
portional to the ability to produce an increased
variety of alterbiographies, which does not de-
pend on its structural ergodicity or cybertextu-
ality, as K. Veale observes, but on the possibility
of exploration offered by the game.

An example of creating an “alterbiography”
is visible at the beginning of the game World of
Warcraft, where the player is asked to structure
his own avatar/character through which he will
explore the game (fig. 1):

The ,,alterbiography” appears as a lens used
in the comparative analysis of the adventure
text game. Its existence allows the argumenta-
tion of the idea that the experience offered by
the games in the “open world” can be character-
ized by the degree to which it is open to alter-
biographical employment. This concept is also
relevant in the debates in the field of game crit-
icism (such as that between John Walker and
Brendan Keogh, in November 2011, on Call of
Duty: Modern Warfare 3 (Infinity Ward, 2011).
[1, p. 150-152]

In her thesis Gaming and Literature: Vir-
tual Game Immersion in Contemporary Print
Text, Brittany Kuhn wants to answer the ques-
tion of whether the cultural phenomenon -
video games - began to be remedied by other
narrative media, as happened with film and tel-
evision. In her research, B. Kuhn observes that
playfulness has always been a strategy fully used
by writers (labyrinthine narratives, puzzle texts,
texts that involve physical interactions through
narrative means), even in pre-digital ergodic
texts, such as Pale Fire (1962) by V. Nabokov.
An example that confirms this structure is a
page from Pale Fire where we can observe the
combination of the narrative text with the po-
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Fig. 1. World of Warcraft screenshot (setting of character/alterbiography).

etic one, of the notes with the impressions and
indications that direct the reader in Nabokov’s
labyrinthine text (fig. 2).

Digital fiction writers have capitalized on
the immersive sensory potential of the comput-
er’s multimedia capabilities, but this literature
does not go beyond video games, which have
created new strategies and managed to link the
players’ ergodic decisions to both his playful
and narrative progression; an example would
be Bethesda’s Elder Scrolls V: Skyrm (2011).
These adventure text games are remedies of
video games, that is, the digital play environ-
ment incorporates structurally representative
elements of older environments, such as liter-
ature. What must be delimited at this moment
is that the textual adventure game is not an
amalgam of borrowings from different canon-
ical environments and no transposition of the
old structures into new forms, but a remedy, a
convergence of the new media.

In Elder Scrolls V: Skyrim (2011) the player
has the role of the hero who must save the land
of Skyrim, from the evil aroused after the king’s
death, to defend the land from dragons and the
incursions of power-hungry neighbors. This
game capitalizes on the subject of the adventure
novels of medieval knights, and the actions of
the gamer determine the evolution of this sub-
ject: the hero can save the declining world or
perish. A rather suggestive presentation of the
game is provided by the official trailer on You-
Tube: https://www.youtube.com/watch?v=]SR-
tYpNRoNO.

The researcher also directs her study to the
question of whether video games are an integral
and mature genre to be structurally remedied
by the printed literature, ie to make the reverse
movement in this cycle. What B. Kuhn clear-
ly delimits is that video games are literature
and can no longer be covered by a sub-branch:
digital literature. As an argument for this the-

28

E-ISSN 1857-2537

DIALOGICA nr. 2, 2022



tree of knowledge at a leering young Adam in rather ordinary but
clean underwear, with the front of his advertised brief conspicuously
and compactly shaded, and the inscription reads: Nothing beats a fig
leaf.

1 think there must exist a special subversive group of pseudo-cupids
—plump hairless little devils whom Satan commissions to make
disgusting mischief in sacrosanct places.

Line 92: the paperweight
The image of those old-fashioned horrors strangely haunted our

poet. 1 have clipped from a newspaper that recently reprinted it an old
poem of his where the souvenir shop also preserves a landscape

admired by the tourist:

Masnas Vi

Between the mountain and the eye
The spirit of the distance draws

A veil of blue amorous gauze,

The very texture of the sky.

A breeze reaches the pines, and I
Join in the general applause.

But we all know it cannot last,

The mountain is too weak to wait—
Even if reproduced and glassed

In me as in a paperweight.

Line 98: On Chapman’s Homer

A reference to the title of Keats’ famous sonnet (often quoted in
America) which, owing to a printer’s absent-mindedness, has been
drolly transposed, from some other article, into the account of a sports
event. For other vivid misprints see note to line 802.

Line 101: No free man needs a God

Fig. 2. Screenshot from Pale Fire by V. Nabokov.
https://onuploads.com/qr7kh6c8084p/Pale_Fire_by_Vladimir_Nabokov.pdf.html

sis, the researcher brings a 2014 publication of
ELO (Electronic Literature Organization, 1999)
which lists the forms and practices of digital
texts, among which the video game is not found,
which allows us to conclude that it is not digital
literature, but literature, as an independent gen-
re and equivalent to a category, not subspecies.
According to ELO, digital literature includes:

» Hypertextual fiction and poetry (on or
outside the Internet);

» Kinetic poetry made through platforms
such as Flash;

» Computer installations;

» Chatbot - conventional character;

» Interactive fiction (point-and-click);

» Novels written by e-mail, SMS or blog;

» Computer generated poems or narra-
tives;

» Wikis or collaborative writing projects;

» Online literary performances.

Many theorists of digital literature are
against the consideration of video games lit-
erature because in them cannot be identified
a stable ,story” that can be critically analyzed
semantically, semiotically and emotionally. [6]

This dilemma also attracts the attention of
Oliver Laas, who observes in his study that the
narrative vision of adventure text games comes
from the works of researchers Brenda Laurel
and Janet Murray, because both approached
computer games in the context of literary gen-
res such as epic and dramatic.
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The structuralist poetics of Janet Murray’s
textual adventure games is based on the studies
of Seymor Chatman and Vladimir Propp. The
researcher argues that games and narratives are
not diametrically opposed products, but rather
the former are abstract narratives. Each game
can be perceived as a symbolic drama because
the player is a protagonist of it, as the reader
translates into a character or narrator and every
move in the game is similar to an event in the
plot of the narrative.

Obviously, J. Murray’s position has been
challenged by ludologists and critics who be-
lieve that producing narrative (in the case of
play) and being narrative (in the case of story-
telling) is not the same thing, emphasizing that
we must differentiate between the game - cul-
tural product and the game - discursive object.
Another counter-argument of theirs would be
the impossibility of full translation without the
loss of narrative content, as in the Star Wars
game, in which only the racing sequences of the
film of the same name are preserved, eliminat-
ing much of the content.

One answer to this translation problem
is the concept of “transmedia storytelling” or
“content flow between various distinct media”,
which suggests that a Star Wars game that ex-
cludes some of the story’s content is not a failed
translation of the film, but a performance of the
general fictional universe of Star Wars. Thus,
the narrative content of the film passes from the
cinematographic environment to the ergodic
environment of the digital game, preserving the
literary character and acquiring the playful and
cybertextual feature. Star Wars games and ap-
plications serve as examples: https://www.star-
wars.com/games-apps.

Another reason for controversy was the
spatiality, seen as a natural component of the
narratives, where it has the role of creating a
chronotope for action, while the games rely on
navigating through space. To this observation,
Henry Jenkins contrasts the fact that space in
computer games has narrative functions because
they belong to an old tradition of space stories.

The spatiality of the textual adventure game
can be characterized by four “types of narrative
architecture™

1. Evocative spaces, based on the ability to
evoke from the player’s memory pre-existing
narrative associations due to previous experi-
ences, such as in the case of amusement parks
that rely on the narrative skills of the visitors.

2. Enacted stories, which provide a stage for
events, and the narrative is structured on two
levels: general objectives and the conflicts of
narrative elements and the micronarratives at
the local level, such as memorable moments or
“narrative hooks”.

3. Embedded narratives, presents that in-
formation that would facilitate a possible stag-
ing of the game. These appear in decisional
moments in which the player has to overcome
stages or challenges to advance in the narrative
space.

4. Emergent narratives, which are shaped by
the game and develop the player’s narrative po-
tential, giving him not only a fun environment,
but also a creative one. An eloquent example is
The Sims (2000), (fig. 3).

Thanks to these categories of H. Jenkins,
textual adventure games get a firm argument in
their position of narrative forms. What is a dis-
advantage in the narrative treatment of games is
that their analysis applies grids of static theories
in literary studies, while the textual adventure
game is a mobile/dynamic form.

The change in approach also offers broad-
er visions, so computer games integrate into
the literary space as ,non-trivial semiotic ma-
chines” (Julian Kicklich), as ,interactive ma-
trices” (Gabriele Ferri) and as ,,rules-based sys-
tems with which players interact in the today’s
world” (Jesper Juul).

Adventure text games are a component
part of our lives because they transpose rules
and actions from the immediate reality, which
creates fiction, as Roger Callois observed. What
Oliver Laas wants to emphasize in his study is
that “textual adventure games are neither nar-
ratives nor texts, but can afford narrative in-
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How to Kil o Sim in e Sima 1

Fig. 3. Screenshot from Sims 1 (2000).

terpretations from players through a semiosis
based on their rules” [7, p. 33-46].

The game is no longer a free entertainment,
it synthesizes the way we conceive and interact
with reality, giving us a distant/foreign hyposta-
sis to examine ourselves (Chloé Delaume para-
phrases A. Rimbaud’s statement “I am another”
(je est un autre ) to “game is another” (jeu est un
autre). The revision of the relationship between
literature and games leads to the revision of our
life, which contains us as playful topics. [3]

The adventure text game is a form of er-
godic literature that depicts the relationship of
these two areas, literature and games, in which
the reader/player/character is a hybrid that de-
termines the subject of the action. Textual ad-
venture games offer those who access them,
through “alterbiography”, a diegetic world of
virtual text, and the narrative environments
created by the games make the gamer a protag-
onist (character) of a “transmedia story” that
involves navigating it through cyberspace.

The playful has always been present in lit-
erature as a narrative technique, however the
literacy of the game proved to be a rather con-
troversial subject. The appearance of textual ad-
venture games has put this subject in a different
light, in literary studies, claiming, motivated, a
comprehensive theoretical approach.
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rives from the Greek words ergon and hodos, meaning
“thing” and “way”.

The concept of “ergodic literature” comes from
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Al Robot and the Complex Process of Reception Lyric Creation

Abstract. Al Robots is not part of the founding models of the era, but he grew up and trained at their school, being close
to the notorious personalities of the time. The contacts with the intellectual and artistic elite generated the creative impetus
of the young poet, Al. Robot. He manages to enter the sights of the authorized critical voices, G. Calinescu, Perpessicius, E.
Lovinescu, benefiting from encouraging chronicles. Despite his death at only 25 years old, Al. Robot managed to create a name
in the literary world through two poetry volumes: “Apocalips Terestru” (1932) and “Somnul singurétitii” (1936), two unpub-
lished poetry notebooks, organized in cycles: “Imblanzitorul de cuvinte” (1968), “Plecirile si popasurile poetului” (1968) and
the proletarian collection “A inflorit Moldova” (1968), a novel in manuscript “Music-hall” (Viata roméneascd, 1969, no. 11-12).
There is a relative field of reference to Al. Robot’s creation, consisting of selected writings, anthologies, pages of literary his-
tory, articles and notes. The aesthetic recovery exercises of Al. Robot’s work is not recent. In the meantime, however, articles
and studies were written about literary life in the interwar period, about the top personalities, in whose entourage the young
Al Robot was trained. The gradual recovery of Al. Robot’s creation, the critical evaluations that appeared sporadically after the
1960s, the extensive studies on interwar literature managed, first of all, to shed light on fragments of the creation of a writer
who disappeared prematurely.

Keywords: recovery, debut, hermeticism, anthology, trends of “young poetry”, representative sample.

Al Robot si procesul complex al receptirii creatiei lirice

Rezumat. Al. Robot nu face parte din modelele fondatoare ale epocii, dar a crescut si s-a format la scoala lor, aflindu-se
in preajma personalittilor notorii ale epocii. Contactele cu elita intelectuala si artisticd a generat elanul creator al tandrului
poet Al. Robot. Izbuteste si intre in vizorul vocilor critice autorizate, G. Célinescu, Perpessicius, E. Lovinescu, beneficiind de
cronici incurajatoare. In ciuda mortii sale la doar 25 de ani, AL Robot a reusit si-si creeze un nume in lumea literar prin doua
volume de poezie: ,,Apocalips Terestru” (1932) si ,,Somnul singuratitii” (1936), doud caiete de poezii nepublicate, organizate
in ciclurile: ,iImblanzitorul de cuvinte” (1968), ,,Plecirile si popasurile poetului” (1968) si colectia proletara ,,A inflorit Mol-
dova” (1968), naratiunea in manuscris ,,Music-hall” (Viata roméneascd, 1969, nr. 11-12). Existd un cdmp relativ de referinte
despre creatia lui Al Robot, constituit din scrieri alese, antologii, pagini de istorie literard, articole si note. Exercitiile de re-
cuperare estetici a operei lui Al. Robot nu-s de data recenti. Intre timp, insd, s-au scris articole si studii despre viata literara
in interbelic, despre pesonalitatile de varf, in anturajul cdrora s-a format tdndrul Al. Robot. Recuperarea treptatd a creatiei
robotiene, evaludrile critice, care au aparut sporadic dupd anii 60, studiile de amploare despre literatura interbelica au reusit,
in primul rand, sd puna in lumind fragmente din creatia unui scriitor disparut prematur.

Cuvinte-cheie: recuperare, debut, ermetism, antologie, tendintele ,,poeziei tinere”, esantion reprezentativ.
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In the autumn of 1935, Al. Robot moves
from Bucharest to Chisindu, to an environment
“lazy in cultural events” [1, p. 120]. The young
poet is silent philosophically about the reasons
for his relocation. Some colleagues record his
hectic existence during this period: “he was
frail, washed, sick ... he did all the jobs. All that
remained of him was a pencil with which he al-
ways scribbled poems for Somnul singurdatatii”
[2, p. 6]. It seems that the relocation to the pe-
riphery had been premeditated, being also fa-
vorable for creation. Or Al. Robot was looking
for a “spirit of the age” of Lovinescu origin, that
is, “a ton of material and moral conditions that
shape the lives of European peoples” [3, p. 262].

When he arrived in Chisinau, he found that
the spirit of the city was lacking in momentum:
“There are many newspapers. Russian dailies
have a significant circulation and in general the
Russian press has an echo in the Bessarabian
world. Romanian newspapers are taken out of
a spirit of imitation. But they also gain readers,
especially when they attack either democratic or
nationalist themes. The Jewish world represents
the majority, it also forms the intellectuality and
the producing environment. Beyond, the great-
est power is held by the clergy, who were in the
past a force with many properties. In general,
Bessarabia suffers because it is maintained un-
der a Slavic, obscure character. It should be Lat-
inized, brought to a more generous culture and
without theology.” [4, p. 132-233]

Certainly, the young poet was going
through a difficult period of moral and aesthet-
ic order. For conservative literary circles, he was
a repudiated, disqualified, convicted individual.
He was especially depressed by the chronicles
which, without allowing any exercise of analysis
on the text, ostentatiously rejoiced: “A unani-
mously accepted literary death: Al. Robot. Do
you remember? The noisy, the talented, the bril-
liant, the wonder Al. Robot!” [5, p. 22-30]. The
criticisms from the journal Junimea literara ap-
peared immediately after the publication of the
first volume. The people from the province exe-
cuted him with satisfaction, stringing the teen-
ager who dared to manifest: “With many brass

was the debut of Mr. Al. Robot. Some have
sought to justify the fuss by the fact that the said
gentleman is only 16 years old (since when did
this literary quality reach its age?).” [6, p. 347]

From the opposing camp, he was promot-
ed by the Sburatorul critics and his generation
colleagues, among them great masters, as is the
case of Eugen Ionescu: “The future lyrical con-
stellation of Romanian literature designates,
from now on, its possible stars. Al. Robot has a
dynamism of insane energy [...] it is a descend-
ant of a “modernism” - both as images and as
a technique - western.” [7, p. 83] Vladimir Stre-
inu in the chronicle “Cativa poeti tineri: Stefan
Baciu; Mihail (Haig) Acterian; Al. Robot; Cice-
rone Theodorescu” (Revista Fundatiilor Regale)
appreciates their “anthological” creation for the
intellectualist direction of contemporary lyr-
icism: “Young poets belong to different meas-
ures to modernism. Grouping them together
has no other meaning than the variable loss of
the nutrient, for which only time is responsi-
ble.” [8, p. 183]

Its meteoric appearance and tragic desti-
ny are compared with the activity of D. Iaco-
bescu (EL Tau) [9, p. 224-238], Aureliu Cornea
(“Dictionarul Scriitorilor Roméani” (R-L), 2001)
[10, p 75-76]. The overall image of the poetic
activity with verified and unpublished data,
outlines, at the moment, the following nominal
cartography.

Despite his death at only 25 years old,
Al Robot managed to create a name in the lit-
erary world through two poetry volumes: “Apo-
calips Terestru” (1932) and “Somnul singurata-
tii” (1936), two unpublished poetry notebooks,
organized in cycles: “Imblanzitorul de cuvin-
te” (1968), “Plecarile si popasurile poetului”
(1968) and the proletarian collection “A inflorit
Moldova” (1968), a novel in manuscript “Mu-
sic-hall” (Viata romaneascd, 1969, no. 11-12).
The literary route begins with its early debut in
Bucharest, 1932, and ends in Chisindu, in 1941.
The creation of Al. Robot appears reflected in
dictionaries and anthologies of Romanian writ-
ers and Romanian writers of Jewish origin, but
also in “Moldovan” literature, as a Soviet writer.
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Al Robot’s name is retained by several his-
tories of Romanian literature: Eugen Lovines-
cu, “Istoria literaturii roméne contempora-
ne” (1938); G. Calinescu, “Istoria literaturii
romane de la origini pana in prezent” (1941);
Ov. Crohmalniceanu, “Literatura romanad intre
cele doud razboaie mondiale, vol. II” (1974); Ion
Negoitescu, ,Istoria literaturii romane” (1991);
Al. Piru, “Istoria literaturii roméane” (1994);
Mihai Cimpoi, “O istorie deschisa a literaturii ro-
mane din Basarabia” (1996); Ion Rotaru, “O isto-
rie a literaturii romane” (1996); Dumitru Micu,
“Istoria literaturii roméne de la creatia populara
la postmodernism” (2000); Nicolae Manolescu,
“Istoria critica a literaturii romane” (2008); “Is-
toria literaturii moldovenesti, vol. 3” (1989).

About the value of Al. Robot’s lyrics, Du-
mitru Micu states: “If we are willing to see in
Al. Robot a child-wonder, our enthusiasm must
not, however, break out uncontrollably, but it
is more prudent to weigh it with lucidity” [12,
p. 17].

The year 1932 is the starting point of the bi-
ographical “anomalies” of the poet Al. Robot.
In the first months of 1932, at the age of 16, he
debuted with “Apocalips Terestru” volume, in
March he entered on the radar of the security
service, in the same year he left the Spiru Haret
High School in Bucharest, and in October he
was employed at Rampa, a daily newspaper for
theater, music, art and literature. He was fit to
succeed and sometimes made categorical and
hasty decisions, in the adolescence spirit.

First of all, he had left Rampa, an excellent
theater and literature newspaper, which defied
the ministerial circulars by which, due to the
turbulent period, young people were forbidden
to participate in the cultural life of the coun-
try. About the generation of young people who
publish often and, especially, very early, it is dis-
cussed in the press. They were blamed for their
haste and ease, encouraged by journalism that
involved a series of temptations. They were also
blamed for the decision to give up the slow and
laborious process of maturation in creation:
“this fact makes many writers remain «young»
until old age, that is, unrealized. Before creat-

ing an authentic poetry, they first create a poet-
ic manner, which, of course, they consider the
only valid genre of poetry” [13, p. 16]. Al. Robot
was part of the new generation that struggled
rather with its own contradictions: “Now young
people do not have to fight with the elderly, but
only with themselves, we see them otherwise
agitated by the imperatives they submit to, not
without internal debates” [14, p. 12].

Post-war modernist literature is the exclu-
sive creation of the “Sburatorul” circle. Al. Ro-
bot’s name is often registered in Lovinescu’s dia-
ries, along with the names of Mircea Eliade, Dan
Petrasincu, Cella Serghi. We notice that in the
first phase of “Sburdatorul” we acted in the field
of pure aesthetics and, to the stimuli of the new
literary energies, with the intention to discover
talents. Subsequently, new energies were discov-
ered, showing goodwill towards all phenomena
of literary differentiation. It is felt, during this
period, in the creation of Al. Robot, the adher-
ence to the invariables that E. Lovinescu had in-
itiated at the time: “the refusal of dogmatisms”,
“the intellectualization of aesthetic experience”,
“the ennobling of expression”. E. Lovinescu, the
mentor, is satisfied with the poetic product of
the disciple, noting in “Apocalips Terestru”: “an
original expression, with strictly personal and
limited lexical material, with personal images,
with a curious topic, with ellipses, with associ-
ations which give a hermetic appearance to his
little poems” [15]. Previously, the critic record-
ed in a report “Cenaclul la d-1 Lovinescu”, the
presence at “Sburdtorul” of a “fifteen-year-old
poet [...] who reads an airtight poem”.

Consequently, the contact with the intel-
lectual elite generated the creative impetus of
the teenager Robot, displayed at the age of 16,
when he debuted with the volume “Apocalips
Terestru” (1932). He was not an ignored be-
ginner, he had a “very good reception”, chron-
icles were written that signaled the “early de-
but” that “amazed literary criticism” [12]. We
note that “Apocalips Terestru” manages to get
the attention of the exaggerated consecrated.
G. Cilinescu remarks, for example: “The lyrics
of Al. Robot have the fluidity of a muddy river”,
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but he is reserved about the «false hermeticism»
of the poems, at the same time, he addresses «a
friendly greeting»” [16]. Perpessicius considers
him “really sensational”, appreciates his lyrics,
“sound art”, “suggestive cadences”, “carefully
concealed mystery”, observes the hermeticism
he motivates through age, remarks that “he is
a conjurer, maybe even a true poet, whom time
will force to adopt a personal instrument” [17,
p. 317-318]. E. Lovinescu is impressed by the
“personal message” perceptible in a “sense of
the ancient, of the nostalgic evoked mythology”
[15, p. 165].

It is known that debuts are not defining;
as a rule, they are testimonies of courage and
initiative, but they become essential for launch-
ing. Immediately after the debut, several events
followed. He published lyrics in the Revista
Fundatiilor Regale (March 1, 1934). The poems,
published in the prestigious journal, were in-
cluded in the “Antologia poetilor tineri”, writ-
ten by Zaharia Stancu in 1934 [18]. The preface
of the anthology is signed by Ion Pillat, in which
he states: “the volume presents to the reviewer
and the reading public a faithful face of young
poetry largely unpublished or hidden in dailies
and literary journals too little researched [...]
Al. Robot is not the most unknown and its early
notoriety is a corner spur of impulses”. Over the
years, Paul Cernat mentions that the antholo-
gy deserves special attention for the quality and
relevance of the selection; the tendencies of the
“young poetry” of the time of 1934; its overall
physiognomy. The anthology has a “genera-
tionalist” character that brings together debu-
tant poets in volume, and the word “young”
will be understood somehow and “insufficiently
stated”. The sample proves, in time, represent-
ative in all aspects for the new generation: Dan
Bota, Radu Gyr, Emil Gulian, Eugen Jebeleanu,
Al. Robot, Eugen Ionescu, Ilarie Voronca,
Virgil Gheorghiu and others. The poems of
young anthologists compose a wide range of
crises of interiority. Meanwhile, many of them
had a tumultuous destiny, the stigma of totali-
tarian or other employment made it difficult for
them to be considered. [19, p. 52-55]

Some verses by the poet Al. Robot appear
in “Antologie de imagini din poezia noud” by
Scarlat Teodor, who reserves the right “not to
label the final achievements, manners ...”, but
seeks to present in this book a number of paral-
ogisms, metaphors or suggestions, the subtleties
of which gave me the impression of a successful
leap, beyond the ordinary” [20, p. 27]. Follow-
ing is the anthology by S. Podoleanu “60 scrii-
tori romani de origine evreiascd” (1935) [21].

Some teenagers benefited from “golden”
moments at the beginning, encouragement and
wide openings and the biggest wish was to be
accepted by the great literary journals of the
time, usually severe and reserved with begin-
ners, or at least to be hosted in daily newspa-
pers, circulation journals with pages dedicated
to literature. Few teenagers dared to embark on
such an adventure, because there were condi-
tions that initially required you to attend their
circle and, in order to be accepted, you had to
at least feel like an exceptional teenager [21].
Al. Robot had potential with certainty: “He
seems to be a typical man of letters, a precious
case in Stendhal’s time, when the man of letters,
with prodigious availability for several genres,
represents a landmark in a world of rebellious
individuals.” [23, p. 119] At “Sburatorul” he was
accepted and promoted. The cenacle nourished
his state of exaltation, encouraged his sponta-
neity of inspiration, his freedom of expression.
In a short time, he managed to provoke atten-
tion, but it was not enough, and the course of
history had begun to change irreversibly: aes-
thetic situations had begun to become political
engagements and the young Robot, wildly un-
leashed, reflected and wrote in his characteristic
style. It had become inappropriate to speak of
modernists, avant-garde, traditionalists in the
1930s, because aesthetic affinities were over-
shadowed by the brutally simplified political
situation: right-left, democracy-fascism, “Mos-
cow agents” — “Berlin agents” [24, p. 205].

Between March and April 1938, the poet
published in the journal Adam, nicknamed
“Adam - Convorbiri Literare de origine evreias-

v

ca” [25, p. 19], three texts in verse, unpublished,
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with a Jewish theme: “In targuri evreesti”,
“Ghetto”, “In cimitirul evreesc”. Before mov-
ing to Chisindu, Al. Robot collaborates with the
left-wing newspapers, Cuvantul liber, Bluze al-
bastre, Facla, Floarea de foc and the journals of
the “New Generations”, Discobol, Unu si bobi.
He did not graduate from high school, one of
the reasons being the connection with the Se-
curity Note, of March 27, 1932, due to the fact
that Al. Robot signs the Manifesto of March 26,
1932 [26]. The issue of the journal Floarea de
Foc (March 26, 1932), in which the Manifesto
was published, came under the scrutiny of the
Security Service [27].

From the confessions of Al. Robot’s wife,
Robot Elena Lozovaia, the writer would have
been convinced by the journalist Terziman, [28,
p. 124-141] a true sea wolf in the press of the
time [11], to come to Chisindu to make together
Gazeta Basarabiei [28, p. 124-141]. In Chisindu,
he met Nicolae Costenco, the editor of the
journal Viata Basarabiei. The following details
speak indirectly about the relationship between
the two poets and journalists: Eugen Lovines-
cu, after some insistence, agrees to answer
Al Robot’s questions about the situation and
state of literature in Bessarabia, then follows
a micro-essay on lyrical poetry in Bessara-
bia, which Nicolae Costenco reproduces from
Gazeta Basarabiei (no. 11, 1935, p. 1) in Via-
ta Basarabiei (no. 9, 1936, p. 99) [29, p. 1]. In
1936, when the publishing house “Dreptatea”
published “Somnul singuratitii”, the second
volume of verses by Al. Robot, in Viata Basa-
rabiei appears the review of Nicolae Costenco,
signed with the name Rafail Radiana, who men-
tions that the poems “are not written for the
general public, much less for the Bessarabian
one”, it is because the volume “is rather a lyri-
cal strangeness... He is so little Romanian in the
craft of Mr. Robot’s art, and he is so much of
the old civilization of France, that no one can be
surprised by the fact of such a faint resonance
which he aroused” [1, p. 120 ]. It is known from
the press that Nicolae Costenco, the official poet
of Bessarabia, asked for “Bessarabians in Bes-
sarabia”, he considered that Bessarabia “needs

apostles, but especially from its bosom” [30,
p. 113]. Starting from Sabin Manuild’s study
“Stiinta de carte a populatiei Romaniei”, Nicolae
Costenco develops the idea of a progress of the
coeflicient of culturalization through regional
resources, through an indigenous graft, any al-
logeneic element being considered, without dis-
cussion, “alien” [30]. Al. Robot publishes in the
Viata Basarabiei a single poem “Basarabia” (no.
5-6, 1937, p. 66), a justified literary solidarity.

Ultimately, the harsh conditions of histo-
ry push him into the arms of the Soviet regime.
The year 1940 imposes in the biography of
Al Robot “true reversals of optics, fundamental
changes of emphasis” [31, p. 23-79]. He started
working for the newspaper Octombrie, Moldo-
va Socialistd, then for the Comsomolistul Mold-
ovei, Scanteia leninistd. From September 1940,
until he enlisted in the Red Army in June 1941,
Al. Robot was part of Octombrie journal team,
a team of Transnistrian writers I. Ciobanu,
P. Darienco and Bessarabian writers Em. Bu-
cov, B. Istru, L. Deleanu, G. Meniuc. On May
15, 1941, he became a member of the Union of
Soviet Writers of Moldova [32].

The times were turbulent and unpredicta-
ble. Although in Bucharest any glorification of
the Jews is forbidden, Perpessicius is careful to
publish a few poems, G. Calinescu, although
he had been attacked by the fascist-romani-
an newspaper Porunca Vremii and the journal
Gandirea, includes in Istoria... the profile of
Al Robot and other Jewish writers [33], Camil
Baltazar laments him in the Revista Fundtaiilor
Regale (no. 11, November 1944).

The gradual recovery of Al. Robot’s creation,
the critical appreciations that appeared sporadi-
cally after the ’60s, the monographic studies on
interwar literature, managed, first of all, to re-
cover fragments from the creation of a writer
who disappeared prematurely from the literary
circuit. The author’s recovery in the Moldovan
Soviet Socialist Republic and the Romanian
Socialist Republic began simultaneously in the
1970s. Andrei Lupan, in 1964, being in Bucha-
rest, on the occasion of the days of Soviet culture
around the 47th anniversary of the Socialist Rev-
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olution in October, is interested in publishing in
Chisinau the lyrical work of Al. Robot [34]. The
reference fund, in addition to the two volumes
published, was in the possession of Camil Bal-
tazar. In two letters sent to Andrei Lupan, Camil
Baltazar confesses “I have two unique volumes
of the remarkable poet The Departures and Stops
of the Poet and the Tamer of Words. There is also
an original novel of his, which his brother, Ca-
sin, gave me to read in the past.” [35]

In Chisindu, near the Third Congress of
Moldovan Writers, called “turbulent” (October
14-15, 1965), George Meniuc urges, appeals,
stating: “We cannot forget (Teodor Nencev
and Alexandru Robot), their books must see
the light of day” (Moldova Socialistd, August
29, 1965). In 1966, Ion Ciocanu started the re-
valuation of creation (“Preambul la un destin
poetic”, Cultura, August 6, 1966). In Bucha-
rest, in 1968 (Viata romdneascd, no. 11-12), the
novel “Music-hall”, left in manuscript (written
between 1936-1940, when Al Robot settled in
Chisinau), was published.

The literary descent is ratified, first of all, by
the critics Simion Cibotaru (RSSM) in 1968 and
Dumitru Micu (RSR) in 1985. Simion Cibotaru
“makes available to the soviet reader the most
representative works from the rich literary ac-
tivity of the writer Al. Robot.” [36, p. 21] and
declaratively establishes a research “objective-
ly, with critical discernment. (...) In preparing
a volume of selected works for printing, a cer-
tain selection of texts had to be made. With all
the ideological and artistic deficiencies, char-
acteristic of some writings from the period up
to 1940, and which we cannot overlook...” [36,
p. 13] The exegete emphasizes that in the
strength of Al Robot’s talent feels the roots of
Paul Valéry, Ilarie Voronca, Ion Barbu, Tudor
Arghezi. The biographical data are provided by
Elena Lozovaia, the writer’s wife, and Liviu Ca-
sin, the poet’s brother, also a poet. Excerpts from
the 1968 edition were taken from the collection
of poetry and journalism “I have not proved to
write” (1985), dedicated to the poets-soldiers Si-
mion Mospan, Teodor Nencev, Alexandru Ro-

bot. Consecutively, Eliza Botezatu’s study also
appears (“Poezia si dialectica vietii”, 1988).

Dumitru Micu captures the moment of
sensation, the event, produced by the collection
of poems “Apocalips Terestru”, belonging to a
high school student [12, p. 5]. Dumitru Micu’s
introductory study is defining for establishing
the artistic profile of the writer [37, p. 6]. The
critic makes pertinent remarks about the lin-
guistic nonconformism produced by “gram-
matical and imagistic monsters” who seem to
be knowingly. Thus, the young poet “proceeded
on the basis of an aesthetic”. In “Limbaje mod-
erne” (1988), the critic analyzes styles, looking
for “figures”, completes a list of his own char-
acters, assembled in different currents: Urmuz
sits next to Pillat, Eluard, next to Voiculescu,
Arghezi is competed by Fundoianu in combina-
tion with Al. Robot” [12, p. 21]. The novel “Mu-
sic-hall” appears in the 1985 edition. Regarding
this novel, critics appreciate: Diana Vrabie “in
trepte (Al. Robot)”.

The latest edition “Alexandru Robot. Scrie-
ri (Poezie. Proza. Publicisticd. Eseu)” appeared
in 2018, in Chisinau [11]. The author’s biogra-
phy was completed by Iurii Colesnic, Dominte
Timonu and D. Vetrov.

Alexandru Burlacu in the volume “Lit-
eratura romand din Basarabia: anii "20-'307,
an exegetical recovery of the literary interwar
period, capitalizes on aspects from Al. Robot.
The critic mentions that Al. Robot is one of the
representatives of the first lines of Bessarabian
literature and points to the osmosis of the po-
etic imaginary, which makes up a pronounced
personal structure. [38, p. 126]

Aesthetic recovery exercises initiated the
critics: Zaharia Stancu, Camil Baltazar, Ion Pil-
lat, Perpessicius, Paul Constantinescu, Eugen
Ionescu, Dan Petrasincu, Mihai Zamfir, Ser-
ban Cioculescu, Vladimir Streinu, Constantin
Ciopraga, Boris Marian, Adrian Dinu Rachie-
ru, Nicolae Costenco (Rafail Radiana), Nicolae
Biletchi, George Meniuc, Mihail Dolgan, Ion
Ciocanu, Mihai Cimpoi, Eliza Botezatu, Ioan
Manascurta, Nicolae Dabija, Arcadie Suce-
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veanu, Gheorghe Doni, Ion Turcanu, Alexand-
ru Burlacu, Eugen Lungu, Elena Tau.

Colleagues of the generation recorded
the presence of Al. Robot in the landscape of
the "40s: Neagu Radulescu in “Turnul Babel”
(1940), a panorama of the literary world, at the
end of the interwar period, evokes with lyrical
and humorous accents some picaresque aspects
of the young man who had recently become the
new generation.

On the post-war writers the creation of
Al Robot exerted a special impact, also record-
ed by Eugen Lungu: “The interwar sent through
us a sample of what we were and what we could
be, thus renewing a thread with such brutality.
Although he was never part of the must-read
lists - my generation read him, adored him and
even grazed him as much as their own cultural
obsessions and limits allowed [...] None of the
interwar [...] had had the impact that
Al. Robot.” [39, p. 12]
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Terrifying Projections of Soviet Childhood

Abstract. In the creative process, the relationship of childhood with the act of writing reveals tangential de-
fining elements, because metaphorically speaking, the writer is a perpetual child (not in the sense of immaturity,
but in the sense of permanent search, youthful and playful curiosity, exploring originality), which it allows him
to constantly present his world through the prism of a unique aspect. The article highlights the specific features
of some examples of Soviet childhood, identified in the novels Din calidor by Paul Goma, Copil la rusi by Leo
Butnaru, Grddina de sticld by Tatiana Tibuleac or in the story Copii in cdtusele Siberiei by Spiridon Vangheli.
The system of characters presented in these texts highlights a lesser-known side of the Soviet system, that of
deportations/ immigration, abandonment etc. The numerous juvenile characters offer the reader a panoramic
perspective on their childhood, as well as on the communist society with all its specific aspects. Among them po-
litical dogmas, the cohabitation of patriarchal traditions with communist propaganda, atheism, pioneering, mul-
tilingualism (especially Russian terminology) etc. Can be listed. However, this fact does not prevent the writers
from presenting us with a sunny childhood, candid and full of age-specific adventures. In this way, the theme of
childhood is always based on the idea of travelling in time, often nostalgic, meant to juxtapose the monotonous,
complicated, problematic present of a fabulous, paradisiacal, mythical past, capitalizing on the dreams and aspi-
rations of adults through the youthful perspective.

Keywords: Soviet childhood, (post)ymodern perspectives, playful, narrator, character, biography.

Proiectiri terifiante ale copilariei sovietice

Rezumat. In procesul creativ, relatia copilariei cu actul de a scrie relevi elemente definitorii tangentiale,
deoarece metaforic vorbind, scriitorul este un copil perpetuu (nu in sensul imaturititii, ci in sensul ciutarii per-
manente, tineresc si jucdus). Curiozitatea, explorarea originalitatii, care ii permite sa-si prezinte constant lumea
prin prisma unui aspect unic. Articolul evidentiaza traséturile specifice ale unor exemple de copildrie sovieticd,
identificate in romanele Din calidor de Paul Goma, Copil la rusi de Leo Butnaru, Grddina de sticld de Tatiana Ti-
buleac sau in povestirea Copii in citusele Siberiei de Spiridon Vangheli. Sistemul de personaje prezentat in aceste
texte evidentiazd o laturd mai putin cunoscuta a sistemului sovietic, cea a deportdrilor/ imigratiei, abandonului
etc. Numeroasele personaje juvenile oferd cititorului o perspectiva panoramicéd asupra copildriei lor, precum si
asupra societdtii comuniste. Cu toate aspectele sale specifice. Printre acestea pot fi enumerate dogmele politice,
coabitarea traditiilor patriarhale cu propaganda comunistd, ateismul, pionieratul, multilingvismul (in special ter-
minologia rusa) etc. Acest fapt nu-i impiedica insa pe scriitori s ne prezinte o copildrie insorita, sincerd si plind
de aventuri specifice varstei. In acest fel, tema copiliriei se bazeazi mereu pe ideea unei cilatorii in timp, adesea
nostalgicd, menita si juxtapuna prezentul monoton, complicat, problematic al unui trecut fabulos, paradisiac,
mitic, valorificAnd visele si aspiratiile adultilor prin perspectiva tinereasca.

Cuvinte-cheie: copilarie sovieticd, perspective (post)moderne, jucdus, narator, personaj, biograﬁe.
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Throughout history, the notion of childhood
has undergone numerous semantic mutations,
constantly being attributed new connections in
relation to the social, economic, religious and
cultural development of human society. If we
talk about the literary approach of the notion,
then we notice an increased interest of the au-
thors given the fact that their artistic perception
is constantly supplemented with sociological,
psychological, civic and moral data on the con-
cept, but also due to the aesthetic or fictional/
imaginary component they dispose of.

That is why, more and more often, there is
an insistence on writings with autobiographical
background, in which the functionality of child-
hood memory intertwines with its special qual-
ities, being evoked a universe in vivid colours,
with meticulous details, with lost meanings, with
an ideal image. In the creative process, the rela-
tionship of childhood with the act of writing re-
veals tangential defining elements, because met-
aphorically speaking, the writer is a perpetual
child (not in the sense of immaturity, but in the
sense of permanent search, youthful and playful
curiosity, exploring originality), which allows
him to constantly present his world through the
prism of an always original aspect.

Analysing the concept of childhood as a
theme and that of a child as a literary charac-
ter in Romanian literature, Diana Vrabie states:
“The subtle metaphor of human ingenuity, sym-
bolic column of paradise lost, childhood hides
in the fullness of its essence the candour of pri-
mary gestures, the unsaid defies utterance, the
tumultuous throb send beyond words and sin-
cere wonder becomes the engine of the universe.
His quintessence is shaped by magic and dream,
naivety and play, exuberance and ease, convert-
ed at the age of maturity into a dramatic nostal-
gia for the lost paradise” [1, p. 52]. This study
highlights a typology of childhood hypostases
as follows: plenary childhood, the one in which
the child has loved ones, unpleasant childhood,
when parents are missing or the child has un-
dergone through significant events such as war,
famine etc., childhood under communism, child-
hood spent in rural areas, but also in urban areas.

For the most part, the texts we put forward
for studying the phenomenon of Soviet child-
hood naturally and exhaustively capitalize on
this typology. Thus, the numerous youthful
characters offer the reader a panoramic perspec-
tive on their childhood, but also on the commu-
nist society with all its specific aspects. Among
these we can list: political dogmas, the cohabi-
tation of patriarchal traditions with communist
propaganda, atheism, pioneering, multilingual-
ism (especially Russian terminology) etc. How-
ever, this fact does not prevent the writers from
presenting us with a sunny childhood, candid
and full of age-specific adventures.

Returning to these affective-existential
experiences, vibrant pages appear about the
childhood and adolescence of those born in
the USSR, among which we list authors such
as: Vasile Ernu, Leo Butnaru, Savatie Bastovoi,
Emilian Galaicu-Pdun, Tatiana Tabuleac, Tulian
Ciocan, Boris Vasiliev, Claudia Partole, Aureliu
Busuioc, Liliana Corobca, Spiridon Vanghe-
li, Vladimir Besleagd and others. a. The list of
those who have tangents with this period and
whose writing is influenced in one way or an-
other by the reminiscences of the Soviet Union
and its denationalizing effects may continue.
Even if the texts of some of the above writers
do not fit into the postmodernist literary move-
ment, they are valuable testimonies of the po-
litical influence on the changes that Bessarabia
went through, how its citizens “turned” into
comrades, but especially what effect had the pol-
icy and social change on childhood as a period
of development of Soviet society.

The flow of the writers’ affective memory
presents the reader with an alchemical mixture
between the personal experiences of the narra-
tors and the historical data. We can admit that
the biography of some works is consumed in the
opposite direction, from text to existence, so the
writing acquires, in this sense, a therapeutic ef-
fect, facilitating another way of presenting com-
munism, from an individual perspective, i.e.,
the personal relationship with the political and
social regime of that period. Of course, there
are many more studies on communism, many
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of which fall into the category of non-fiction.
We will try, in this study, to find some tangents
between the fictional/ non-fictional dichoto-
my using, particularly, the study coordinated
by Liliana Corobcd Panorama of communism
in Soviet Moldova [2] or Sovietland. The Land
of the Gulag by Antoanela Olteanu [3]. These
studies provide an exhaustive overview of the
phenomenon of communism and the re-edu-
cation of citizens in order to indoctrinate them
for their subsequent transformation into Soviet
comrades. In this way, “the deportation of intel-
lectuals and the political elite ended the natural
and historical development of the traditional
culture, language and Romanian values. A state
of disregard of the local population was creat-
ed, of the abolition of any forms and attempts
to preserve the national specificity, of patho-
logical fear towards the other, which could be
a potential traitor or moulder” [4, p. 168]. Ter-
ror, intimidation, prisons and labour camps for
the enemies of the people are just some of the
repressive measures discussed in detail in the
work of Antoanela Olteanu, which provides a
synchronous and diachronic perspective on the
gulag phenomenon and its consequences.

Both the authors of the essays and those
of the novels about childhood are formed in
the last years of the Soviet regime, being, from
this point of view, the children of communism,
which facilitates the discovery of many similari-
ties in their works. Therefore, the profiles of the
children-outlined characters imply some iden-
tity fragmentisms that appear as a result of the
tension between the imposed ideology and the
reality of the childhood world. Of course, these
fragmentisms cannot fail to mark adults as “au-
thors of memories”.

The child, as a character, remains candid
and curious to uncover the mysteries of the uni-
verse, that’s why the gallery of characters will
be constantly filled with memorable exponents
of the rural world (Trofimas, Bobocel, Mitruta,
Ionica, joined by Licd, Sasha Vakulovski and
slum children), of the city (Natafleata, Silica,
Emilias, the line can continue with Marcel Pul-
bere, Tulian, Lastocika and the children of the

communes) or those brought from the rural en-
vironment for a city holiday or vice versa.

The specificity of the code of postmodern-
ism aesthetics reveals the book, the intertext,
the playful-ironic register and capitalizes on the
writer’s linguistic inventiveness. In this sense,
the research of the highlighted texts is an im-
portant impetus in order to identify the specific
features of the youthful characters seen through
the prism of the peculiarities of the postmod-
ernist movement.

In the study of Childhood and Society, the
Danish emeritus psychologist and psychoana-
lyst, Erik Erikson, draws attention to the need
and importance of the notion of childhood in
personality development: “it is human to have
a long childhood; it is civilized to have an even
longer childhood. Prolonged childhood makes
man a technical and mental virtuoso, but at the
same time leaves in him traces of emotional im-
maturity for the rest of his life” [5, p. 20]. Or
what else is the inexhaustible source of tech-
nical and scientific developments, if not naive
curiosity, the continuous thirst for knowledge
and freedom of imagination shown by scientists
combined with constant effort and ambition in
the name of an idea?!

This explains the zeal with which each so-
cial system shapes its future citizens, using the
education of children to give them “their own
form of mature human identity, their unique
version of integrity” [5, p. 20]. In this way, it
is very clear that the mission of the ideological
system, in general, and the Soviet system, in
particular, was to “build” the new type of cit-
izen - the Soviet comrade - in the image and
likeness of Comrade Lenin proclaimed by the
cult of personality as a socialist and communist
ideological model, opener of roads and new
horizons, brave hero of the struggle against the
bourgeoisie and defender of the simple citizen!

In the literature identified both about and
for children, child characters are defined in a
relationship of permanent opposition to adult
society, marked by numerous differences. The
archetypal portraits of these reflect the anxieties
and aspirations of the adults of the age they rep-
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resent, the authors giving a relative importance
to the dreams, fantasies, fears and aspirations of
the reading children. However, we must keep in
mind that child characters are not just the op-
position of adult characters, they are part of a
system of representations that varies from one
era to another, from one current to another.

In this way, the theme of childhood is always
based on the idea of a time travel, often nostalgic,
meant to juxtapose the monotonous, complicat-
ed, problematic present to a fabulous, paradisia-
cal, mythical past, capitalizing on the dreams and
aspirations of adults through the youthful per-
spective. This double approach, in which the past
and the present are engaged, the individual and
the collective is intended, especially, for children
in order to shape them, to model them, to influ-
ence them at least indirectly. The perspective of
the adult author, who most often narrates in the
first person and tends towards the hypostasis of
the child character, requires a continuous effort
of communication with the real reader, address-
ing another age, an individual belonging to an-
other world. As proof in this sense, we can re-
mark on Amintiri din Copilarie by Ion Creanga,
which, although presenting the childhood of the
universal child, is strongly rooted in the era it
evokes, increasingly losing its young reader due
to the strongly archaic language.

The language of the text virtually forces the
adult author to take a relative distance from
the childhood dreams, from such symbolic and
mythical representations, in order to succeed
in constructing characters less distant from the
future reader, more truthful, detaching himself
from his childhood to objectify it for the act of
narration.

The Soviet period paints, in Romanian lit-
erature, a new typology of childhood that mani-
fests itself in the terrifying whirlwind of a world
war and the years immediately following char-
acterized by organized hunger and immeasur-
able poverty, deportations and immigration.
These macabre events present children who live
their own experience of knowing the world. For
example, Paul Goma’s child character from the
autobiographical novel Din Calidor, unreserv-

edly submits his innocence “to the existence of
pain and goes through childhood as an unde-
served hell” mentions Ion Simut. Paul Goma’s
childhood is strongly marked by history and
this is clearly seen in the novel, whose narrator
and character constitute a child.

In the same magnitude of the maca-
bre events are presented the characters-chil-
dren Olguta and Ionut from the story Copii
in cdtusele Siberiei by Spiridon Vangheli. The
author manages to bring to the fore the suffer-
ings of the people chopped by the class struggle
and the burning desire of some moulders and
drones of the nation to “reckon” with those who
until recently embodied the head of the village:
teachers, priests, husbandman, mayors etc. and
their families. The description of the road, the
many human losses, the inhuman conditions of
the journey, but especially the need to start all
over again in an absolutely foreign and austere
corner of the world, without acquaintances and
relatives, without the necessary conditions to
acquire food and proper clothing for the climat-
ic conditions are only some of the oppressions
to which the deportees are subjected. The im-
age of the absolute happiness of children who
go carolling on the New Year’s Eve and who are
given a baked potato as a gift is so desolate that
it expresses, in a few words, the whole ordeal
of these unlucky people. The disappearance of
Ionut, whose leg was later discovered, bitten by
wolves, can be highlighted, in the same order of
ideas. The author manages a very complicated
writing exercise, to expose through a language
specific to the youthful age to convey a strong
message, based on so many stories of deported
people and to keep a neutral tone throughout
the writing, leaving a trace of hope, at the read-
er’s discretion, for the future of his characters.

If, most often, the regression to the universe
of childhood (autobiographical or fictional) has
to do with what can be called the great literary
topos of nostalgia, in the case of the novel Grad-
ina de sticld by Tatiana Tibuleac the mechanism
that guided this narrative is more much a kind
of amputation of the infested limb. The nar-
rative is both violent and gentle, coupled with
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love and therapy, anger and helplessness in the
face of illness and death, the need for a family
and its complete absence. We find that the pres-
entation of childhood in its archetypal version
is fragmentary and rudimentary, as an Arcadia,
which is associated with naturalness, freedom,
lack of social constraints or harmony with one-
self and the world. On the contrary, childhood is
not idealized, it does not represent the paradise
realm, but becomes a lost premature good. So-
cial and political changes, perestroika and popu-
lation escalation are lost against the background
of a personal drama, which is intensified by the
abandonment of parents, the experience of the
orphanage, the arrival of a stepmother, the ac-
tivity of a glassmaker, the robbery, rapes etc.

The character of the narrative has dimen-
sions anchored temporally and socially, refer-
ences are made to historical realities such as: the
activity of collecting bottles, Gorbachev’s re-
forms, the prohibition of alcohol law, perestroi-
ka (economic reconstruction of Soviet society)
and glasnost (political openness-transparency),
as well as the damage from Chernobyl, the lan-
guage of the era or the descriptions of a Soviet
Chisinau. At the same time, the inner drama
that the child goes through breaks her from
these realities and “carries” her to a perfect
timelessness, presenting us with an alienated
character, without help, in suffering, an aban-
doned child on a desert island.

The observations on educational references
are strongly influenced by political life, although
we do not attest to propaganda elements, but
rather to their continuity, as if the venom has
already entered the blood, and what follows is a
perpetual mobile mechanism, the manipulation
of the masses continues, already having the ex-
perience of years of terror, discrimination and
scorn. We identify the portrayal of the teacher
and the indispensable pioneers, of the typical
urban slums, all reflecting a problematic child-
hood, deprived of the ability to alleviate trauma
by euphemism or playful spirit, the existential
drama of the character is not overcome, but, on
the contrary, is intensified by a frank, outraged,
hateful language that requires revenge. Through

those experiences the protagonist is deprived of
the incandescent part of life, she is forced to
mature prematurely, to understand the existen-
tial complexity starting from the hardest side of
things.

The wonderful world of childhood some-
times turns daily activities, through imagina-
tion, into a continuous game. Thus, the washed
clothes, still steamed out, froze instantly in car-
icature positions, turning into accordion, trian-
gles, snakes or seagulls, depending on the type of
clothing or the texture of the material. The girl’s
clothes froze in silly positions “as if someone
had drawn headless dwarfs on the clothesline”
[6, p. 31]. The red wool dress she wore for sever-
al years in a row was hard to wash and especially
hard to wring, but the girl does not complain
and does not become ungrateful, on the contra-
ry she plays with thousands of drops that turn
into small diamonds because of the frost and
were her first treasure! Play and imagination
fail to protect her completely, the child quickly
realizes the power of money to a distorted ex-
tent: “Then I understood that the ugliest people
are surrounded by the most beautiful things.
Raia was a frog, and a scabby one on top of that,
but as of living, and she lived like a queen!” [6,
p. 31]. Of course, these judgments could not be
made independently, from here we conclude
what kind of education she received at home
and that the emotional aspect was neglected.

However, most of the time, the work stayed
work, “what occupied a shelf in the closet,
stretched for three meters outside. The curtains
had to be brought first. I dragged them under
my arm like doors, being careful not to smash
them [...]. If something like this happened, Ta-
mara Pavlovna would wash that thing again,
cursing me for a long time [...]” [6, p. 32-33].
Swearing was not the only punishment for an
adopted child, she was repeatedly hit by the new
mother, sometimes for less significant reasons:
“That’s how I ruined the TV cover and I didn’t
have a name in that winter” [6, p. 33].

Lastochika makes significant efforts to un-
derstand her new mother, whom she does not
exactly love, but with whom she feels emo-
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tionally attached and to whom she feels mor-
ally indebted, in order to please her and to be
less punished, but also for unravelling her own
enigma: “how walking through misery and the
taste for cleanness reconciled in her [Tamara
Pavlovna]” [6, p. 32], her being obsessed with
cleanliness and raising the child with the same
habits. In addition, the girl learned to appreci-
ate the money and to indulge in that condition,
not to empathize with those around her because
no one helped her when she needed and to
steal from Tamara’s money: “I had stolen a lot
of money and I kept them hidden in the base-
ment, behind the pipe. I could buy anything I
wanted. Why I was stealing, I don’t know. Not
out of poverty, not out of hunger. She always
gave me money. I rather stole from the belief
that I deserved more, or at least equal. How else
to punish her if not impoverishing her?” [6,
p. 107]. Repeatedly, the narrator confesses con-
tradictory feelings for the adoptive mother: hate
and tender feelings, gratitude and resentment,
the sense of injustice and exaggerated permis-
siveness, mixed with immense confidence. Las-
tochika records numerous cases of conflict be-
tween the characters, the reason being diverse,
either educational or less. Is she trying to justi-
fy Tamara Pavlovna’s actions?! Is she trying to
express her appreciation over the years for the
fact that she was still chosen and that everything
was left to her in the end?!

The social status of the parents is very im-
portant, so, in a similar situation were the chil-
dren from single-parent families, especially if
some of them also had the misfortune of be-
ing born illegitimate: “And among all others,
the legitimate ones, as they say, the love chil-
dren (the harshest hedge-born was not used,
and the delicate bastard Italianism was not yet
known in Negureni), as well as those given to
richer families, had a somewhat special status
— more reserved, more teased, more pushed...”
[7, p. 107]. This category of children is repre-
sented by Victor C., “the most tormented of the

children of the Negurians [...] beaten, malnour-
ished at home, thrown out when mother had
her scoundrel over, ostracized, wronged by the
bad world... But sometimes pitied by someone...
«What is the child’s fault, little Victoras?»” [7,
p. 108]. There is also a discrepancy, mentioned
by Leo Butnaru, between the meaning of the
child’s name and his faith of a defeated of so-
ciety’s standards, but also of the existence, in
general. Also, in the category of sympathized
children are those born during the famine of
1946-1947, identifiable by the later confession
of the cruel truth: “We were bragging about one
more than the other: «We got our godparents
over. Look at what they brought me!» Oth-
er kids were silent, not bragging. They did not
have godparents, because they were born exact-
ly during the famine” [7, p. 64].

The series of characters with unfortunate
fate, portrayed in the above novels can contin-
ue. It is unquestionable that the playful, heav-
enly side of their childhood is strongly affect-
ed by specific features of their existence: lack
of parents, lack of freedom to live where they
want, lack of money and food etc. We attest to a
whole range of child characters who are forced
to mature prematurely, given the fact that they
are subject to events clearly superior due to the
complexity of their age of comprehension.
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Contributia femeilor arhitecte la dezvoltarea arhitectural-urbanistica a Chisinaului

Rezumat. La dezvoltarea arhitectural-urbanistica a Chisinaului, pe parcursul secolului al XX-lea — inceputul secolului al
XXI-lea, si-au adus aportul si femeile arhitecte. Prima femeie care a imbrétisat profesia de arhitect in Basarabia a fost Etti-Roza
Spirer, care a activat in perioada interbelica, in orasul Bélti. Dupa cel de-al doilea razboi mondial a lucrat la Chisindu, fiind
autorul proiectului de reconstructie a fostului hotel ,,Suisse”. Alte femei care au practicat meseria de arhitect in perioada in-
terbelica au fost Ecaterina Ocusco-Alhazova si Leonida Bulubico.

in anii postbelici, in domeniul arhitecturii s-au remarcat Albina Chiricenco, laureat al Premiului de Stat al RSSM, unul
dintre autorii cladirii Circului din Chisinau pentru 2000 de locuri, si Elena Zabunova, autor al mai multor edificii locative si
de menire socio-culturala. Prezinta interes creatia Iuliei Skvortova, laureat al Premiului de Stat al RSSM, unul dintre autorii
complexului locativ ,,Portile orasului” din Chisinau, si Tatianei Zaicenco, laureat al premiului ,,Alexei $ciusev”, autorul cld-
dirii cinematografului ,,Patria-LUKOIL” si al complexurilor locative de pe str. N. Testemitanu si str. Ginta Latind. Merita de
remarcat realizarile arhitectelor Tatiana Lomova, Stella Stalinskaia, Galina Penbek, Ludmila Gofman, Nina Feldbrina, Nina
Guzun s.a. La dezvoltarea arhitectural-urbanisticd a Chisinaului au contribuit de asemenea Tatiana Dorofeeva, Natalia Esina,
Ludmila Klevenskaia, Sofia Priseajniuc, Vera Sarapova, Svetlana Ursu, Nina Guzun, Nina Corbu, Valentina Novic, Anna
Comarnitcaia, Nadejda Raietkaia, Tamara Boxan, Tamara Gorenco, Elena Belaia, Vera Coptu s.a.

Cuvinte-cheie: Chisindu, arhitectura, Etti-Roza Spirer, Tatiana Lomova, Ludmila Gofman, Albina Chiricenco, Elena
Zabunova, [ulia Skvortova, Tatiana Zaicenco.

Contribution of Women Architects to the Architectural-urban Development of Chisindu

Abstract. Women architects also contributed to the architectural and urban development of Chisinau during the 20"
century - the beginning of the 21st century. In Bessarabia Etti-Roza Spirer became the first woman who embraced the profes-
sion of architect and worked in the interwar period in Bélti. After the Second World War she worked in Chisindu, being the
author of reconstruction project of the former hotel “Suisse”. Other women who practiced the profession of architect in the
interwar period were Ecaterina Ocugco-Alhazova and Leonida Bulubico.

In the post-war years, Albina Chiricenco was the winner of the MSSR State Prize, one of the authors of the Chisinau cir-
cus building for 2000 spectators’ seats, and Elena Zabunova was the author of several residential and socio-cultural buildings,
stood out in the field of architecture. The creativity of Iulia Skvortova who was the winner of the MSSR State Prize, one of the
authors of the “City Gates” housing complex in Chisinau, and Tatiana Zaicenco who was the winner of the “Alexei $ciusev”
Prize, author of the “Patria-LUKOIL” cinema building and housing complexes from N. Testemitanu and Ginta Latind streets is
of interest of us. It is worth noting the achievements of architects Tatiana Lomova, Stella Stalinskaia, Galina Penbek, Ludmila
Gofman, Nina Feldbrina, Nina Guzun and others. Tatiana Dorofeeva, Natalia Esina, Ludmila Klevenskaia, Sofia Priseajniuc,
Vera Sharapova, Svetlana Ursu, Nina Guzun, Nina Corbu, Valentina Novic, Anna Comarnitcaia, Nadejda Raietkaia, Tamara
Boxan, Elena Belaia, Vera Coptu and others also contributed to the architectural and urban development of Chisinau.

Keywords: Chisinau, architecture, Etti-Roza Spirer, Tatiana Lomova, Ludmila Gofman, Albina Chiricenco, Elena Zabu-
nova, Iulia Skvortova, Tatiana Zaicenco.
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La dezvoltarea arhitectural-urbanistica a
capitalei Republicii Moldova, pe parcursul seco-
lului al XX-lea - inceputul secolului al XXI-lea,
si-au adus aportul mai multe femei arhitecte.
In acelasi timp, ,in intArziata noastri societate
medievald, profund patriarhald si predominant
rurald, femeia ramanea mereu «un pas in spa-
tele barbatului». Folclorul mentioneaza mereu
femeia intr-o pozitie secundard, minimalizin-
du-i actiunile si prezenta, oricare ar fi rolul pe
care il joaca. Nu este probabil intamplator ca,
intr-unul dintre miturile fondatoare roménesti,
prezenta feminina, un fel de Moira, este o oita,
un simbol al supunerii docile. Iar mai aproape
de arhitectura, cele cateva femei care au ctito-
rit mandstiri si biserici sunt mai putin vizibile
decét legendara Ana, al carei destin a fost sa fie
sacrificata intru gloria operei sotului ei, mester
zidar»” [1]. Stereotipurile de gen incetdtenite in
societate discriminau mult timp sexul frumos -
femeilor li se rezerva un rol secundar in viata
publica, iar dreptul de a exercita unele profe-
sii, precum si cea de architect, era interzis. Insa
»contributia femeii in arhitecturd, de la incepu-
turile istoriei civilizatiei pand azi, este esentiala
- la inceput doar implicita si limitata la orga-
nizarea spatiului interior si decoratie, ea devine
mai importanta si explicita in momentul in care
femeile isi castiga dreptul de a face o scoald, de
a avea o diploma si de a practica in domeniile
arhitecturii si designului. Radmase multa vreme
«invizibile», neglijate si trecute sub tacere de is-
toricii arhitecturii, femeile arhitect au fost totusi
elemente-cheie, definitorii pentru echipe de ar-
hitecti si designeri” [2, p. 164].

De-a lungul istoriei profesia de arhitect era
profund masculina, iar arhitectura - ,,0 lume a
birbatilor”. In Romania, doar la inceputul se-
colului al XX-lea primele femei au putut absolvi
Scoala Superioara de Arhitectura din Bucuresti
(astazi Universitatea de Arhitectura si Urbanism
»lon Mincu”), unica institutie de invitdmant su-
perior de acest tip in tard pana in 1990. Avéantul
modernizarii a declansat afirmarea femeilor ca
profesionisti in domeniul arhitecturii. Astfel, o
serie de tinere inteligente, emancipate, talen-
tate si devotate meseriei au completat ,,confre-

ria” de arhitecti. Printre pionerele arhitecturii
romanesti care au contribuit la formarea scolii
de arhitecturd modernd in Roménia se numara
Virginia Andreescu Haret — prima femeie ar-
hitecta din tard, Henrieta Delavrancea-Gibory,
Maria Cotescu, Mimi Friedman, Maria Hogas,
Antonetta Ioanovici, Ada Zagdnescu s.a.

In Basarabia prima reprezentanti a sexului
frumos care a imbratisat profesia vizata a fost
Etti-Roza Spirer [3, p. 2] (Fig. 1a, b). S-a nés-
cut la 16 aprilie 1900, la Galati, in familia admi-
nistratorului de mosie Leizer (Ludvig) Spirer si
casnicei Betti Ghelbert. In 1925 a absolvit Scoala
Superioara de Arhitectura din Bucuresti. Timp
de sapte ani nu a putut gasi un serviciu stabil,
trdind doar din cdstiguri intamplatoare. Din
1932 a fost angajata ca asistent al arhitectului
municipal al orasului Balti. Ulterior rdaspundea
de toate lucrdrile de proiectare a constructiilor
civile comandate de Primarie, fiind in oras uni-
cul specialist cu studii superioare in domeniu. A
fost autor al proiectului de reconstructie a casei
Hadji-Marcarov pentru sediul Primariei, iar in
1934 s-a ocupat de refacerea casei Catarji-Bo-
descu pentru sediul Prefecturii. A pus in prac-
ticd stilul modernist romanesc, creand opere
arhitecturale de valoare, care si astizi fac cinste
orasului Balti. Printre acestea se numara cladiri-
le Liceului industrial de fete (1933), Liceului te-
oretic de baieti ,Jon Creanga” (1936) si Liceului
de fete ,Domnita Ileana” (1936). Se disting prin
calitate si lucrdrile in domeniul arhitecturii lo-
cative — Etti-Roza Spirer este autoare a mai mul-
tor case de locuit din Balti. In timpul celui de-al
doilea razboi mondial arhitecta a fost evacuata
in regiunea Saratov, Rusia, iar mai apoi in orasul
Fergana, Uzbekistan. In 1944 a fost invitata de
colegii sdi de breasla la Chisindu si angajata ca
arhitect la biroul organizatiei ,Dorstroi”, unde
se ocupa de proiectarea clddirilor statiilor de cale
ferata din Uniunea Sovietic. In acelasi an a par-
ticipat la prima expozitie unionala a arhitectilor.
Ulterior a activat la Institutul ,Moldghiprostroi”
in sectia de arhitectura si constructii. Arhitecta a
fost foarte stimatad si apreciata de vestitul arhitect
sovietic, originar din Chisinau, Alexei Sciusev.
Indrumati de Sciusev si secondati de arhitectii
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Fig. la. Etti-Roza Spirer Fig. 1b. Etti-Roza Spirer (a doua din dreapta) cu un grup de arhitecti chisi-
nduieni aldturi de arhitectul Alexei Sciusev, 1947. Sursa: http://oldchisinau.
com/forum/download/file.php?id=1791&mode=view.
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Fig. 2a. Hotelul ,,Suisse” inainte de reconstructie.
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Fig. 2b. Fatada fostului hotel ,,Suisse” dupi reconstructie. Proiect de reconstructie. Arhitect Etti-Roza Spirer.
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N. Gulavski si V. Alexandrov, Etti-Roza (Rozalia
Ludvigovna) Spirer a reconstruit cladirea fostu-
lui hotel ,,Suisse” (1946) adaugandu-i un etaj
[4, p. 56] (Fig. 2). A participat la reconstructia
fostului Palat al Culturii transformat in Teatrul
moldovenesc muzical-dramatic ,A.S. Puskin”
(actualul Teatru National ,Mihai Eminescu”).
Dupa schitele ei a fost restaurat cinematogra-
ful ,,Odeon” (1945-1946) si reconstruitd cladi-
rea fostei Administratii funciare, care a crescut
in indltime cu un nivel (1945-1948) [4, p. 58].
In anii ’50 ai secolului al XX-lea dupi proiec-
tul arhitectei E.-R. Spirer a fost reconstruita
cladirea fostului Liceu pentru baieti nr. 3 de pe
str. A. Mateevici [4, p. 58]. Ultimul proiect al ar-
hitectei este blocul locativ cu noud niveluri de
pe Bulevardul Negruzzi, de fapt primul edificiu
plurietajat din RSSM realizat in tehnica cofraju-
lui glisant. Etti-Roza Spirer a incetat din viata la
30 martie 1990 fiind inmorméntatd la Chisinau.

O altd femeie care a practicat meseria de
arhitect in perioada interbelicd la Chisinau a
fost Ecaterina Ocusco-Alhazova, fiica pictoru-
lui Vladimir Ocusco. A proiectat cladiri par-
ticulare s.a. A fost inmormantatd la cimitirul
romano-catolic din Chisindu. La acea vreme, in
oras a activat si arhitecta Leonida Bulubico.

In anii postbelici, in domeniul arhitecturii
si urbanismului s-au remarcat Nina Feldbrina,
Lilia Krit, Tatiana Lomova, Ludmila Gofman,
Stella Stalinskaia, Galina Penbek, Vera Kalusina

Fig. 4a. Tatiana Lomova

Fig. 4b. Palatul de Cultura al Feroviarilor. Arhitecti Semion Soihet,

Fig. 3. Arhitectele Nina Feldbrina si Albina Chiricenco.

s.a. [5, p. 62-77]. Toate au contribuit la forma-
rea imaginii arhitecturale a Chisinaului.

Nina Feldbrina, absolventa a Institutului de
Arhitectura din Moscova (1928), a elaborat o
serie de planuri generale ale raioanelor chisina-
uene, planuri de amenajare ale arboretumului
din Chisinau s.a. (Fig. 3). Lilia Krit, absolven-
ta a Institutului de Inginerie si Constructii din
Odesa (1949), a proiectat cladiri rezidentiale si
publice la Chisinau: Casa Tehnicii, hotelul Ae-
roportului, colegiul medical, scoala nr. 34 s.a.
Tatiana Lomova, absolventa a Institutului Poli-

i

Abram Vaisbein, Tatiana Lomova. Sursa: https://ro.m.wikipedia.org/wiki/
Fi%C8%99ier:MD.C.C_-_Palatul_de_Cultur%C4%83_al_Feroviarilor_-_

jun_2020_0L1.jpg.
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tehnic din Lvov (1953), este autoare si coautoa-
re a Palatului de Cultura al Feroviarilor (in co-
laborare cu Semion Soihet si Abram Vaisbein)
(Fig. 4), Teatrului Verde de vara (in colaborare
cu Anatolie Kolotovkin), scolii nr. 56 si clubului
Centralei Termice pentru 600 de locuri, toate
din Chisiniu. In dosarul de creatie al Ludmilei
Gofman figureaza spitalul de traumatologie si
ortopedie pentru 540 de paturi (Fig. 5a), corpul
de chirurgie pentru 180 de paturi cu anexe de pe
str. M. Eminescu, spitalul de copii pentru 300 de
paturi de pe soseaua Héncesti, policlinica pentru
copii de pe Bulevardul Negruzzi, policlinica Di-
rectiei curativ-sanitare de pe str. 31 august 1989
(coautori Genadie Jinkin, A. Tigankov) (Fig. 5b,
c), corpul de diagnostic al spitalului orasenesc
nr. 1, Casa Editurilor (in colaborare cu V. Za-
harov), toate din Chisindu, s.a. Stella Stalinska-
ia, absolventd a Institutului de Arhitectura din
Moscova (1928) si Galina Penbek, absolventa
a Institutului de Inginerie si Constructii din
Odesa (1949), au activat mai multi ani in cadrul
Institutului ,Moldghiprostroi”, contribuind la
proiectarea si constructia diferitor programe de
arhitecturd civild. Vera Kalusina s-a ocupat de
elaborarea planurilor generale ale oraselor mol-
dovene in anii imediat postbelici.

O altéd personalitate creatoare in domeniul
arhitecturii este Albina (Alla) Chiricenco (Fig. 6).
S-a ndscut in 1949 in orasul Stupino, regiunea
Moscova, Rusia. In 1961, dupa absolvirea Insti-
tutului de Arhitectura din Moscova, a fost invita-
ta la Institutul ,,Moldghiprostroi” din Chisinau.
Primele lucrdri tineau de elaborarea planului
general al orasului Chisindu si planurilor raioa-
nelor Botanica, Rascani s.a. Ulterior s-a ocupat,
impreuna cu arhitectul S. Soihet, de proiectatea
cladirii circului pentru 2000 de spectatori (Fig. 7).
In 1966 conducerea Uniunii Sovietice a decis si
daruiascd Chisindului, in cinstea jubileului de
600 de ani, un edificiu de interes public. Initial
s-a hotdrat ca acesta sa fie un circ standardizat
(tip), dar arhitectii moldoveni au convins auto-
ritatile unionale sd aprobe un proect individual.
Dupa examinarea mai multor locuri de ampla-
sament (langa piata centrald, pe locul viitoru-
lui Palat al feroviarilor, vizavi de actuala Casa a

modei s.a.) a fost ales un teren de pe actuala str.
Circului, 33. Cladirea a fost data in exploatare in
1981. Sala mare a circului in forma de amfitea-
tru era destinatd spectacolelor, iar pentru repeti-
tii se folosea o arend mica cu diametrul de 13 m.
Un foaier spatios in doua niveluri cu verande de
vari se altura silii de spectacole. In componen-
ta cladirii circului intrau incaperi pentru artisti,
personal auxiliar si animale, precum si o statie
veterinara. La constructie erau utilizate elemen-
tele prefabricate-demontabile si betonul mono-
lit. In exterior, pe fondalul suprafetei de sticla,
apdrea o centurd zigzagatd din beton armat, in-
dividualizatd deasupra accesului printr-o com-
pozitie sculpturala reprezentdnd doi clowni. La
acea vreme, circul din Chisinau ocupa al patru-
lea loc din lume si primul din Uniunea Sovietica
dupi infitisare si comoditate. In 1984 arhitecta
Albina Chiricenco a devenit laureat al Premiului
de Stat al RSSM.

Merita de remarcat eforturile creative ale
arhitectei Iulia Skvortova, absolventd a Insti-
tutului Politehnic din Taskent (1961), laureata
a Premiului de Stat al RSSM. Este unul dintre
autorii complexului locativ ,,Portile orasului”,
amplasat la intrarea in oras pe Bulevardul Da-
cia, dinspre Aeroportul International Chisinau
(coautori Arcadie Marcovici, Anatolie Spasov)
(Fig. 8). Ansamblul rezidential includea doud
grupuri de constructii din blocuri de beton ar-
mat situate pe ambele parti ale arterei de trans-
pot. Fatadele fiecarui grup erau dominate de
elementele arhitecturale dezvoltate pe verticald,
forma generald amintind un nai. Intregul an-
samblu lasa impresia de o poarta festiva, gran-
dioasd. Cu timpul, acest complex cu indltimea
maxima de 70 m a devenit unul dintre cele mai
recunoscute simboluri ale orasului Chisinau.

In peisajul arhitectural al capitalei Republi-
cii Moldova unloc aparte il ocupa creatiile Elenei
Zabunova (Fig. 9). S-a nascut in 1951 in orasul
Ceadar-Lunga. In 1968-1973 si-a ficut studiile
la Facultatea de Arhitectura si Urbanism a Insti-
tutului Politehnic din Chisinau. Lucrarea sa de
licentd ,Microraionul rezidential pentru 18000
de locuitori din orasul Chisindu” a fost distinsa
cu diploma la concursul unional al proiectelor
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Fig. 5b. Policlinica Directiei curativ-sanitare de pe str. 31 august 1989. Arhitecti Ludmila Gofman,
Ghenadie Jinkin, A. Tigankov (foto V. Slapac).
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Fig. 5¢. Policlinica Directiei curativ-sanitare de pe str. 31 august 1989. Arhitecti Ludmila Gofman,
Ghenadie Jinkin, A. Tigankov (foto V. Slapac).

DIALOGICA nr 2, 2022

52 E-ISSN 1857-2537




Fig. 6. Albina Chiricenco

Fig. 7. Cladirea circului. Arhitecti Semion Soihet, Albina Chiricenco.

Sursa: https://wikimapia.org/59718/ro/Circul#/photo/358308.

studentesti. Si-a inceput cariera profesionala la
Instututul ,,Moldghiprostroi” din Chisindu, iar
in 1975 s-a transferat la Institutul ,,Chisinau-
gorpoiect”, unde a lucrat sub indrumarea re-
putatului arhitect Ghenadie Solominov. Iati ce
scria Ghenadie Solominov despre Elena Zabu-
nova: ,,... un arhitect cu insistentd acerbd in ob-
tinerea solutiilor arhitecturale dorite, ce tinde
spre obtinerea unui efect maxim cu mijloace
minime. Are o atitudine deosebita fatd de for-
marea unui anturaj nou sau incadrat intr-un

mediu existent. Abordarea creativa a solutiona-
rilor diverselor situatii ii permite sa se afle intr-o
permanenta tensiune creativa” [6, p. 134].

In 1980-1989 a activat ca sef de grup de
arhitecti, iar din 1989 a devenit arhitect-sef de
proiect. Din 1991 a lucrat in domeniul desig-
nului privat, iar in 1998-2002 a ocupat postul
de director al unei firme particulare de design.
Din 2000 pand la sfarsitul vietii a fost in fruntea
atelierului propriu de creatie in cadrul firmei
»1nstitutul de arhitecturd”.

i

Fig. 8. Ansamblul de locuinte ,,Portile orasului”. Arhitecti Arcadie Marcovici, Anatolie Spasov, Iulia Skvortova.
Sursa: https://commons.wikimedia.org/wiki/File:Vorota_kishineva.jpg.
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Fig. 9. Elena Zabunova

Fig. 10. Complex rezidential. Arhitect Elena Zabunova.

Fig. 11. Restaurantul Mc Donald’s de pe Bulevardul
Stefan cel Mare si Sfant. Arhitecti Vlad Modarca,
Anatolie Solda, Elena Zabunova (foto V. Slapac).

Elena Zabunova a ldsat un numér impresio-
nant de proiecte (Fig. 10) si constructii realizate.
Meritd de mentionat complexul rezidential cu
20 de niveluri cu obiecte de menire sociald de
pe Bulevardul Pacii, complexul spitalului onco-
logic, cdminul cu 22 niveluri de pe str. Arheo-
log Ion Casian-Suruceanu, poreclit de ordseni
»Romanita” (coautor Oleg Vronschi) (Fig. 11),
cartierul delocuitde pe str. M. Sadoveanu, mater-
nitatea privatd ,,Extramed”, case de rugaciuni ale
diferitor confesiuni, restaurantul Mc Donald’s
de pe Bulevardul Stefan cel Mare si Sfant (coau-
tori Vlad Modarca, Anatolie Solda) (Fig. 12),
complexul multifunctional cu functia reziden-
tiala la intersectia strazilor Mitropolit Gavriil
Banulescu-Bodoni si Columna, cladirea de lo-
cuit de pe str. M. Kogdlniceanu, complexul loca-
tiv-hotelier cu zece niveluri de pe str. N. Dimo,
clddirea de locuit cu sase niveluri de pe str. La-
cului, toate din Chisindu, s.a. Mai multe lucrari
ale arhitectei au fost distinse cu diplomele Uni-
unii Arhitectilor din Republica Moldova. Elena
Zabunova s-a stins din viatd in anul 2012.

Urmatoarea reprezentanta a femeilor arhi-
tecte din Republica Moldova este Tatiana Zai-
cenco (Fig. 13). S-a nascut in 1950 la Telenesti.
In 1970, dupd absolvirea Facultatii de Arhitec-
turd si Urbanism a Institutului Politehnic din
Chisindu, s-a angajat la Institutul ,,Chisinaugo-
rproiect”. Printre numeroasele edificii construi-
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Fig. 12. Ciminul cu 22 niveluri de pe str. Arheolog Ion Casian-Suruceanu, (,,Romanita”).
Arhitecti Oleg Vronschi, Elena Zabunova. Sursa: https://locals.md/2020/10-zdanij-kishinyova-v-kotoryh-sto-
it-pobyvat-kazhdomu/romashka_locals-5/.

te dupa proiectele Tatianei Zaicenco se numara
complexul rezidential la intersectia strazilor Cu-
za-Vodd si Sarmizegetusa (Fig. 14); teatrul pen-
tru copii pentru 200 de locuri; sala de cinema
pentru 400 de locuri ,,Patria-LUKOIL” (Fig. 15);
cladirea rezidentiala cu sapte niveluri de pe str.
Kiev; firma ,JRALINA”; cladirea de locuit cu
sapte niveluri de pe str. Burebista; pavilionul
comercial pentru materiale de constructie de pe
str. Lunca Bacului; Biblioteca Liceului Petru cel
Mare de pe str. Teatrului; ansamblul rezidential
de cladiri de locuit joase blocate de pe str. Cio-
carlia; centrul comercial la intersectia dintre str.
Miron Costin si Bulevardul Moscova; comple-
xurile rezidentiale de pe str. N. Testemitanu si
str. Ginta Latind, toate din Chisindu s.a. Arhi-
tecta este autoare a proiectului de restaurare a
cladirii Institutului Patrimoniului cultural de pe
str. 31 august 1989 (Fig. 16). Tatiana Zaicenco a

primit mai multe diplome ale Uniunii Arhitec-
tilor din Moldova pentru cel mai bun proiect al
anului la diferite nominalizéri. In 1991 arhitecta
a fost distinsa impreund cu echipa cu Premiul
Guvernului Republicii Moldova in domeniul
arhitecturii ,,Alexei Sciusev” pentru proiectul
de reconstructie a fostului gimnaziu nr. 1 de
baieti din Chisindu (astazi Muzeul National de
Istorie a Moldovei).

La dezvoltarea arhitectural-urbanistica a
Chisinaului au contribuit de asemenea Tatia-
na Dorofeeva, Natalia Esina, Ludmila Kleven-
skaia, Sofia Priseajniuc, Vera Sarapova, Svetla-
na Ursu, Nina Guzun, Nina Corbu, Valentina
Novic, Anna Comarnitcaia, Nadejda Raietkaia,
Tamara Boxan, Tamara Gorenco, Elena Belaia,
Vera Coptu s.a. Realitatile de astdzi cer implica-
rea tot mai activa a femeilor arhitecte in proce-
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Fig. 1

3. Tatiana Zaicenco

Fig. 14. Complexuri rezidentiale. Arhitect Tatiana Zaicenco (a, b, ¢).
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Fig. 15. Complex de agrement ,,Patria-LUKOIL”. Arhitect Tatiana Zaicenco (foto M. Slapac).
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Lyudmila GERUS

Cultural Heritage in the Educational Practice of the School Museum
(on the Example of the Museum of the History of the Village of Pogorilivka in Ukraine)

Abstract. In the article was revealed the problem of preserving cultural heritage with the help of school museum. The
prerequisites for the creation of the school Museum of the History of the village of Pogorilivka (Ukraine), its museum space
and expositions (“History of the village, rural house, everyday life and weaving”, “Room of ethnography”, “Svetlitsa (front
room) of bread”) were considered. The village of Pogorilivka in Bukovina is one of the Ukrainian villages that have not lost their
self-sufficiency and identity. The locality represents an ethnographic and folkloric valuable area, which led to the establishment
of the School Museum of Village History. The main directions of the Museum’s activity were analyzed as an element of the
social structure that allows to learn, teach, educate, affirming ethnic identity. Conclusions were drawn about the fundamental
practices of museum pedagogy. The importance of representative ethnic cultural symbols was determined; the need for their
search was emphasized, possible ways of their active implementation in educational programs and in the modern socio-cul-
tural environment was indicated. One of the central representative ethnic symbols of Ukrainians was identified ritual bread,
widely represented in the “Svetlitsa (front room) of bread” of the Museum of the History of the village of Pogorilivka.

Keywords: cultural heritage, school museum, exposition, museum pedagogy, representative ethnic cultural symbols,
ritual bread.

Patrimoniul cultural in practica educationala a muzeului scolar
(in baza exemplului Muzeului de istorie a satului Pogorilivka din Ucraina)

Rezumat. In acest articol a fost revelat problema conservirii patrimoniului cultural cu ajutorul muzeului scolar. Au fost
luate in vizor premisele credrii Muzeului scolar de Istorie a satului Pogorilivka (Ucraina), a spatiului muzeului si a expozitiilor
sale (,,Istoria satului, casa rurala, viata de zi cu zi §i tesutul’, ,Camera etnograficd’, ,,Svetlitsa painii”). Satul Pogorilivka din Buco-
vina este unul dintre satele ucrainene care nu si-au pierdut autosuficienta si identitatea. Localitatea reprezintd o zona valoroasd
din punct de vedere etnografic si folcloric, fapt care a determinat infiintarea Muzeului scolar de Istorie a satului. Principalele
directii ale activitatii muzeului au fost analizate ca un element al structurii sociale care permite cunoasterea, predarea, educarea,
afirmarea identitatii etnice. S-au facut concluzii cu privire la practicile fundamentale ale pedagogiei muzeale. A fost determi-
nate semnificatia simbolurilor culturale etnice reprezentative, a fost evidentiatd necesitatea ciutérii acestora, au fost indicate
posibilele modalitati de implementare activé a acestora in programele educationale si in mediul socio-cultural modern. Unul
dintre simbolurile etnice reprezentative centrale ale ucrainenilor este piinea ceremoniald, prezentata pe scara larga in ,,Svetlitsta
painii” a Muzeului de Istorie a satului Pogorilivka.

Cuvinte-cheie: patrimoniu cultural, muzeu scolar, expozitie, pedagogie muzeald, simboluri etnice culturale reprezenta-
tive, painea ceremoniald.
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The world community is conscious of the
cultural heritage as an independent spiritual
phenomenon and an integral part of human
civilization, having a number of essential so-
cial functions. To preserve and revive the his-
torical past, an important place is given to its
wide popularization, more complete coverage
of monuments in the activities of museums, in
the education system. This topic, although not
new, is not losing its significance. Educational
programs and public awareness, among others,
contribute to a better and deeper understanding
of the importance of protecting and promoting
the diversity of cultural expressions [1].

In this regard, the challenge for pedagogy
is to create the conditions to ensure that the
young generation attracts the opportunity to
be not only passive spectators, sightseeing, and
they have a conscious understanding of value,
The desire to participate actively in the preser-
vation of cultural heritage.

Rural school museums play a special role
in solving these problems. Despite the trends of
globalization of the post-industrial society, until
now in some Ukrainian villages it is evident that
the established way, a careful attitude to tradi-
tions has been preserved, there are old-timers
who remember the traditions.

The purpose of the article is to cover the ac-
tivities of the school Museum of the History of
the Village of Pogorilivka (Zastanevsky district,
Chernivtsi region) as an important ethnocultural
values translator, identifying on the basis of the
analysis of the experience of the Museum fun-
damental directions of museum pedagogy, clar-
ification of the role of representative ethnic cul-
tural symbols, the principles of their search and
active introduction into educational programs
and the modern socio-cultural environment.

Pogorilivka village on Bukovina is one of
the Ukrainian villages that have not lost their
self-sufficiency and identity. It represents a
valuable ethnographic and folklore area, where
the preservation of archaic features of the living
environment, the presence of custodians and
carriers of intangible cultural heritage objects is

observed (rituals, folklore, folk costume, ancient
techniques of making things, food etc.). These
circumstances not least led to the establishment
of the Museum in the school. At the initiative
of the school director M.F. Pityk, the decision
to establish the Museum was made at the Ped-
agogical Council in 2000. The team of enthusi-
asts, due to the professional qualities and spe-
cial mission of the village school in comparison
with the city, within two years managed to form
museum expositions that open up the world of
culture and everyday life of their village.

The work on the collection of exhibits was
carried out by an organizing committee con-
sisting of teachers, parents, village elders and
students, headed by a teacher of history of the
native land of V.D. Lastyuk [2, p. 2]. On May
15, 2003, the Museum of the History of the
Pogorilivka village was opened to visitors. The
Museum had about 1100 exhibits. The School
Pedagogical Council approved the work plan
of the Museum, organized the Public Coun-
cil of the Museum under the chairmanship of
M.F. Pityk, appointed Director of the Museum
V.D. Lastyuk [3].

The Museum of the History of the Pogo-
rilivka Village is located in three rooms: 1. “The
history of the village, the country house, the way
of life and weaving”, 2. “The Room of Ethnog-
raphy”, 3. “Svetlitsa (front room) of the Bread”.
The exposition of the first room of the Museum
contains monuments of different periods of the
village history: Tripoli culture, Chernyakhov
and Ancient Russian cultures, I and II world
wars, Soviet times (collective economy, educa-
tion, medicine, culture).

A separate place is occupied by the old inte-
rior of the Pogorilivka’s hut: oven, homemade,
table, bed, bench, chest and other household
items, as well as an icon, photos. Clay products
are widely exhibited: bowls, plates decorated
with floral and geometric ornaments; various
types of pots, ears, scoops, colanders, jugs, etc.
There is a rich collection of coal irons and kero-
sene lamps. Different types of weaving tools are
presented, such as type weaving, spindle, swift,
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trowel, sledgehammer, spindle, loom, as well as
samples of fibers, yarns, threads and products
made of them: benches, towels, cloth for mag-
pies.

In the “Room of Ethnography” is exhibited
men’s and women’s clothing of the XVIII - ear-
ly XX century, as well as embroidered towels,
products from the vine, etc. In the “Svetlitsa
(front room) of Bread” are collected items and
devices necessary for the cultivation of cereal:
crops plough, harrow, sickle, scythe, pitchfork,
etc., for grinding grain into flour: pestle, mill-
stones, etc., for making bread: trough for steam
and dough, bread baking moulds, a fire iron, a
bread shovel, etc.

The dominant “Svetlitsa (front room) of
Bread” are various types of daily and ceremoni-
al baking from flour. The number of represen-
tative exhibits includes various types of bread
products: kalatches, “paska”, “birds”, “crosses”,
“korovai”, etc.

Ceremonial consumption of cereals visu-
alizes the attributes: “didukh”= sheaf of rye or
wheat harvested at the time of harvest and used
for Christmas holidays; wreath of ears symbol-
izing the end of harvest.

The appearance of the artifacts is appropri-
ately supplemented with information about the
bread placed on the thematic stands: “where did
the bread come from”, “our daily bread”, “hun-
gry year, hungry age”, “war and bread”, “bread
is the head”.

It is no secret that many of the present
young generation do not know the purpose of
most of the peasant household items, which,
as happens, are still stored in the attics of rural
huts. Once in the museum, these items are lo-
cated in the arranged corners of the peasant life,
in the way they used to stand in houses. Usual-
ly tools, objects in working condition, they are
allowed to touch, to take in hand. In this is the
special value of the rural school museum. When
children sit at a spinning wheel or loom, lift a
bread shovel or a poker, they get a real sense of
a historical object that cannot be replaced by
looking at illustrations. Through the discovery

of information and the practical testing of au-
thentic objects, a series of old daily activities
and holidays is established in the children’s
consciousness.

The Museum of the History of the Pogo-
rilivka Village is the center of historical and
local history work in the school and village.
Based on the exposition of the Museum, the
school reads special courses: “History of the
Native Land”, “Ukrainian Studies”, “Muse-
um Business”, as well as organized the work of
tourist and local history and museum circles.
The presence at school of old objects stimulates
the student’s research into the history of the
village, systematic, with the assistance of rural
residents, replenishment of the Museum expo-
sition with new monuments. Students conduct
excursions at the Museum, perform research
work and protect them in various competitions.
The most active students take part in scientif-
ic and practical conferences of the Chernivtsi
National University. Yu. Fedkovich, Chernihiv
Historical Institute “T. Shevchenko”.

The exhibits of the Museum are used in
the work of literary-dramatic, folklore-ethno-
graphic, vocal studios, dance ensembles.

An important component of museum ped-
agogy is the communication of students with
old residents, who are happy to come to meet-
ings, participate in holidays.

Thus, it is possible to deduce the funda-
mental directions of museum pedagogy:

e familiarization with the history and
culture of the past directly through the material
world;

e conducting special studies, interviews
with old-timers, performing descriptions of the
technology of making antique objects, recipes
for cooking bread and other traditional dishes,
drawing their appearance;

e updating of the results of research of
the old, presupposing of carrying out by pupils
reconstructions, replicas, as well as remakes,
participation of children in theatrical events,
in which are played out rituals, stories from the
past of the village, etc.
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The experience of the Museum of the His-
tory of the Village of Pogorilivka in terms of the
preservation of cultural heritage demonstrates
solid results and certainly deserves a wider in-
troduction into the pedagogical practice. The
long-standing traditions that have given the
basis of modern culture in its meanings can
and should serve as key structural units of ed-
ucational programs. For example, the develop-
ment of methodological materials to highlight
representative ethnic cultural symbols and to
understand the unity of their material and spir-
itual components. The potential of traditional
culture can be realized as follows:

e study of objects of cultural heritage in
the context of certain historical periods of its
formation, with a view to identifying the most
typical and archaic patterns that gave rise to the
formation of ethnic groups that persist in the
context of socio-economic changes, the appear-
ance of borrowings and accumulations of exter-
nal foreign cultural influences;

e creation of representations about objects
of cultural heritage by artistic and creative trans-
formation of knowledge obtained in the process
of “communication” with historical objects in
the museum and in an authentic environment;

e learning the experience of individual
experience later participating in the preserva-
tion of historical intergenerational memory,
search for ancestral roots, collection of antiq-
uities, photography, compiling inventories, or-
ganizing exhibitions, theatrical performances,
spectacular events.

One of the central representative ethnic
symbols, which can be used in school programs,
is ceremonial bread, brightly presented in the
“Front room of Bread” of Museum of the His-
tory of the Village of Pogorilivka. The demand
for this ethnic symbol is observed in many areas
of modern urban society. In Ukraine, bread and
salt on the embroidered “rushnik” is the estab-
lished and highest manifestation of hospitality.
Without bread in Ukrainians do not do any
important event. Bread accompanies Ukraini-
ans from the beginning to the end of life. With

him bless the young for a happy life, greet the
mother with a newborn, enter for the first time
into a new house, take a final journey. While
performing important informative and adap-
tive-communicative functions in culture, bread
reproduces certain norms of human behavior,
reflects a system of values, identifies the basic
ideological concepts of carriers of tradition.

In the current situation of disappearance of
objects of traditional culture, the rural school
and the museum of local history are the main
translators of ethnocultural heritage. The Vil-
lage School Museum is the true custodian of
things that characterize the evolutionary devel-
opment of the area, the distinctiveness of local
crafts, objects, and the memory of heroes and
famous countrymen. It forms a fund of pho-
tographs, ethnographic information. The im-
portant point is that the rural school museum
works mainly in the educational sphere. The
preservation of the precious collection of tradi-
tional monuments in the museum was mainly
the initiative of local enthusiastic teachers, who
formed museum collections, folklore groups
and local history communities.

At the same time, it is important to note
that the success of the development of a system
of moral guidelines, expressed in respect for the
native language and for the original culture, lies
in the coordination of the joint efforts of State
and local authorities, scientists and the public
(4, p. 12]. The development of a policy condu-
cive to the existence and development of tradi-
tions depends on the implementation of edu-
cational, scientific and educational, publishing,
propaganda and exhibition activities. In order
to prevent the disappearance and destruction
of the cultural heritage of Ukrainians, due in
part to the ineffectiveness of mechanisms for the
practical use of the existing cultural and creative
resources of the territories, as well as to the lack
of funds for the implementation of measures
to protect it, there is a need for targeted pro-
grams to identify, investigate, evaluate and doc-
ument elements of cultural heritage throughout
Ukraine. It is also important to give full support
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to the enthusiastic and enthusiastic members
who represent the cultural nucleus of society,
who are able to transmit ethnocultural values
and meanings through local history museums
and other cultural and educational institutions.
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The Reception of M.P. Moussorgski in Europe (II)

Abstract. Mussorgsky is named The “Dostoyevsky of Music” by Blaise Cendrars, a French writer with Switherland ori-
gins. Passionate about Russian culture, using the pseudonyms of Freddy Sausey, Jack Lee and Diogenes, he left Switzerland at
the age of 17, for a long stay in Russia. Blaise Cendrars is one of the many people interested in Russian culture.

In this article I will present Mussorgsky and the interest that Europe has shown for his activity and of course its impor-
tance for Russia and for Europe. I would show why he was not fully appreciated in Russia, and why France listened to him
a lot? Mussorgsky became famous in Europe thanks to his immortal works, the most famous of which are the opera Boris
Godunov and the concert Pictures at an Exhibition.

Why did the promotion movement start in Paris? Who started it and how? In order to answer all these questions, I con-
sulted the authentic sources and several sources on the internet, the books of the national archive. The main information on
the life of the composer and on the people who took care of the promotion of his music, I found in the works of I. Fyodorov,
G. Denizeau, P. Kile, I. Moskalenko, and Encyclopedia Universalis consulted online. I found many quotes in the book pub-
lished by the Alheim spousses (Moskva, 1912) and the Russian reviews Novisti i birjevaya gazeta, 1902; Soviet music, Nr. 12,
1949 even the thesis Diaghilev and the music of the Russian Seasons by Versenina, 2002.

Keywords: music, opera, Mussorgsky, Alheim, The Five, Boris Godounov.

Receptarea lui M.P. Moussorgski in Europa (II)

Rezumat. Mussorgski este numit ,Dostoievski al muzicii” de catre Blaise Cendrars, un scriitor francez de origine el-
vetiand. Pasionat de cultura ruseasca, folosind pseudonimele Freddy Sausey, Jack Lee si Diogenes, a parasit Elvetia la varsta de
17 ani, pentru o calatorie lunga in Rusia. Blaise Cendrars este una din numeroasele persoane interesate de cultura ruseasca.
In acest articol va fi prezentati creatia lui Mussorgski si interesul de care s-a bucurat in Europa, va fi subliniati importanta
activitatii lui pentru Rusia §i pentru Europa. Se va analiza cauzele din care nu a fost apreciat la justa valoare in Rusia si se va
explica de ce muzica lui s-a bucurat de mai multd popularitate in Franta. Mussorgski a devenit celebru in Europa datoritd
lucrérilor nemuritoare, dintre care cele mai cunoscute sunt opera Boris Godunov si concertul Immagini la o expozitie.

De ce miscarea lui de promovare a inceput anume la Paris? Cine a lansat-o si in ce circumstante? Pentru a raspunde la
toate aceste intrebari, au fost consultate surse autentice, cartile arhivei nationale i sursele web. Referitor la informatia despre
viata compozitorului si despre persoanele care s-au ocupat de promovarea muzicii compozitorului rus, au fost cercetate sur-
sele autorilor: I. Fiodorov, G. Denizeau, P. Kile, I. Moskalenko si Enciclopedia Universalis. Surse importante au servit lucrarea
sotilor Alheim (Moskva, 1912) si revistele rusesti Novisti i birjevaya gazeta, 1902; Muzica sovieticd, Nr. 12, 1949, precum si
teza Diaghilev si muzica anotimpurilor rusesti de Versenina, 2002.

Cuvinte-cheie: muzica, opera, Mussorgsky, Hartman, Alheim, Grupul Celor Cinci, Boris Godunov.

DIALOGICA n 2, 2022 4 1o 18572557 63



En Russie dans les années 80 et 90 les
ceuvres de Moussorgski étaient peu connus.
Ces opéras étaient présentés seulement sur les
scénes privées. Les critiques russes étaient silen-
cieuses apres la mort du compositeur.

La France a cette époque a montré beau-
coup plus d’intérét a lactivité de cet artiste.
Le fait est que, en 1874 le clavier de Boris Go-
dounov (rédigé par l'auteur) a été amené a Pa-
ris par Camille Saint-Saéns (1835-1921). Cest
un pianiste, organiste et compositeur frangais.
Il appréciait beaucoup la musique et publique
russe. En 1975 il a eu un tourné en Russie, dans
le cadre duquel il a présenté son concert nr. 2
pour 'orchestre et forte-piano et aussi son opé-
ra Danse macabre. Ces présentations ont été
beaucoup aimées par Rimski-Korsakov et Cui
et critiquait par Moussorgski [1]. Le dernier di-
sait: «La piece est embellie par la musique ins-
trumentale tres fine et piquante rédigée en style
moderne, mais elle est trés petite et beaucoup
plus douce. Elle ressemble plus a une musique
du salon.» [2] Plus tard, Walt Disney a créé un
dessin animé appelait Danse des squelettes en se
basant sur la musique de Danse macabre.

Clest a Paris, en langue francaise, qu’ a eu
lieu la premiere audition intégrale des autres
ceuvres de Moussorgski: Des Chants et Dits, Sans
Soleil! (1909 - Paris), la Berceuse de la Mort (exé-
cutée aux concerts de 'Exposition universelle
de Paris en 1889), La Guerre [3, p. 858-889]. La
Guerre fut méme interprétée pour la premiére
fois en Russie, a Moscou, quatre ans plus tard,
que la version frangaise de Paris. Enfin, c’est de
Paris que partit ce mouvement d’admiration qui
assura le succes mondial aux ceuvres de Mous-
sorgski. La premiére audition de ce cycle en Rus-
sie a eu lieu a Moscou le 23 Janvier 1902.

Mais seulement dans les années 90, en
France sont apparus les premiers articles mu-
sicologiques sur Moussorgski. Les conjoints
d’Alheym - Pierre d’Alheym et Marie - ont
organisé des conférences — concerts composés
par les ceuvres de Moussorgski. C’est une belle
chanteuse de musique de chambre, qui interpré-
tait les pieces vocales. Les compositeurs francais

de I'’époque - A. Bruno, E. Chausson, L. Burgo
Dyukudre, ainsi que des écrivains, poetes et cri-
tiques musicaux de Paris ont été les premiers
juges de la musique de Moussorgski a I'étranger.
L’interprétation de ses ceuvres sont devenues a
la hate a chaque saison de concert [4].

Moussorgski est devenu célebre en Europe
grace a ces ceuvres immortelles dont les plus
connus sont 'opéra Boris Godounov et le concert
Tableaux d’une exposition. On dit qu’il «sera
donc le sauvage, qui mettra les doigts dans le nez
de la musique, et choquera tout le monde» [5].

Pourtant a 30 ans, quand il s’attaque a sa
premiére ceuvre majeure, Moussorgski n’est pas
ce «rustre musical» que I'on retiendra plus tard.
Provincial, aisé, immergé dans les contes po-
pulaires, mais aussi dans la culture européenne
(il parle parfaitement l'allemand et le fran-
cais) il est le parfait «petit lieutenant de livres
d’images» [5].

Cette partie de I'article décrit les personnes
importantes en promotion de I'art de Mous-
sorgski.

Maria Oleinine-D’Alheym et Pierre
D’Aliheym - les promoteurs de Part deMous-
sorgski M.P.

Pierre D’Alheym (né en 1862) - un dé-
fenseur bien connu de la musique russe (sur-
tout Moussorgski) en France. Il a écrit le livre
»Moussorgski”, et il a traduit en franqais les pa-
roles de ses pieces vocales, qui étaient publiées
sous le titre ,,Sept conférences”.

Maria D’Alheym, - est I'incarnation de la
musique de Moussorgski - née en 1871 a Olé-
nine, I'épouse de Pierre D’Alheym, une grande
interprete des pieces comme: ,,Enfants”, ,,Danse
du mort” etc. «Grace a sa voix Mezzo-soprano
trés originale et sa récitation expressive et dis-
tinctive, elle est considérée comme une chan-
teuse russe de premiere classe».

Quand elle était jeune, elle faisait les cours
de musique avec F. Platonova, la soliste du
théatre Mariinski, qui était amie et amatrice de
Moussorgski. En février 1987 Marie, avec son
pere ont assisté a une soirée organisée par Ba-
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lakirev M.A a ’honneur de son invité mosco-
vite P.I. Tchaikovski. Parmi les invités étaient:
N.A. Rimski-Korsakov, A.K. Liadov, les freres
V.V.et D.V. Stassov. Devant ce célebre publique
la jeune chanteuse a interprété les romances et
les chansons de M.A. Balakirev, M.P. Mous-
sorgski et P.I. Tchaikovski. Elle était accompa-
gnée par Balakirev et son frere Alexandre. Sa
voix a impressionnée le publique, surtout Stas-
sov qui lui a proposé de faire les cours de chant
avec une chanteuse A.N. Molas, qui était étu-
diante de A.S. Dargomijski. (Aprés son voyage
de 1844-1845 a Paris, Dargomyjski a com-
mence a s'intéresser de pres au folklore de son
pays. Il a effectué un travail d’étude important
sur la langue russe parlée et sur les maniéres
d’exploiter sa prosodie dans le cadre d’ceuvres
musicales. Ce travail, joint a celui de Glinka, a
permet de jeter les bases d’un nationalisme ar-
tistique qui sera aux fondements de ’école mu-
sicale russe, d’ou sortira le Groupe des Cing.)

Apres ses études de musique qui duraient
jusqu’a 1891, elle est allée a Paris avec sa sceur
Varvara ou elle a continué ses études vocales
avec le professeur M. Blanchet.

Les premiers concerts présentés par la chan-
teuse ont eu lieu a Paris et a Bruxelles en 1896
[5]. Elle interprétait les chansons des membres
de Groupe de Cing, surtout de son compositeur
préféré. Dans la méme année elle avec son mari
ont organisé un cycle des conférences-concert
sur lactivité de Moussorgski. Les musiciens et
les écrivains parisiens connus ont assisté a ces
concerts, qui ont eus un grand succes. Dans la
méme période son mari a édité a Paris le livre
Moussorgski [6] qui contient 'information sur
la vie et 'activité de ce compositeur.

Les articles concernant ces concerts sont ap-
parus pour la premiere fois en 1902 dans le jour-
nal Novosti i birjevaia gazeta, le 4 décembre, Nr.
341. Stassov a écrit plusieurs articles: Qui pour-
ra surmonter?, Concernant les concerts de Mme
Olénine-D’Alheym, Les concerts de Mme Olénine
d’Alheym a Moscou et Saint-Pétersbourg (No-
vosti, 1902, 17 janvier, 4 avril et 11 décembre,
No. 17, 93, 341, 16 décembre, No. 346).

Stassov disait dans son article «Qui pourra
surmonter?»: «Son interprétation était caracté-
risée par une expressivité, le grand gotit, la réci-
tation dramatique. Elle chantait en quatre lan-
gues, et son répertoire était énorme.» [7]

C’était elle qui en 1910 a écrit un livre
«Zavety Mossorgskogo». Dans la méme année
son mari a traduit en anglais son livre «Mous-
sorgski», réalisé aussi a Paris.

Tous les deux ont fondé a Paris une Socié-
té musicale ,,La maison du Lied” (,,Maison du
Chant”, 1908; a Moscou - 1912), qui est deve-
nue le centre de propagande de la musique vo-
cale russe a I'étranger. Dans celle de Moscou
elle organisait les concours internationaux. [8,
p. 3-4] (Tous le programmes on retrouve dans
Alheim, Marie Olenine d 1912, 17-18, 27, 34,
51-52, 58 etc.).

Il a y des livres qui propose la descrip-
tion de ces concerts écrit par Marie d’Alheim:
Les concours de «la Maison du Lied» (1912) et
Concerts de Marie Olénine-D’Alheym [1912], Le
legs de Moussorgski [1908]. Les livres parlent
de ces concerts a Moscou, Londre, Bruxelles,
Kharkov, Paris. Maison du Lied publié en fran-
cais @ Moscou en 1908 par la Maison du Lied,
dépositaire a Paris la libraire Eugeéne Rey, 8 bou-
levard des Italiens. En 1910, on peut lire dans
le journal des débats, sous la signature d’André
Chevrillo: «Une telle figure, une telle ame, une
telle musique, j'ose dire ce génie interprétant le
génie, voila une harmonie unique et grace a la-
quelle ceux d’entre nous qui assisterent l'autre
jour a la séance que Mme Olénine-D’Alheym
consacrait au leader de Moussorgski ont connu
une sensation bien rare a Paris, et rare en toute
vie (...).» [9]

Claude Debussy (compositeur frangais
1862-1918) apres avoir assisté au concert, écrit
ses impressions sur les ceuvres de Moussorgski
dans la Revue blanche: «Personne n’a parlé de
ce qu’il y a de meilleur en nous avec accent plus
tendre et plus profond (...) [9]».

Il faut mentionner que la musique de
Moussorgski était plus compréhensible pour le
public, plus claire, et elle était présentée si sou-
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vent que ¢’était inévitable de faire abstraction et
de ne pas s’en habituer. Dans le programme des
conférences — a coté des titres de chaque chan-
sons on trouvait I'inscription «premiére audi-
tion», ce qui attire plus le publique.

Le voyage en Russie de Marie D’Alheim en
1896 s’est avéré infructueux. Elle a compris que
la propagande devait continuer en France et en
Belgique cofite que cofite.

Les critiques musicales de Paris et Bruxelles
parlaient de plus en plus d’'une chanteuse peu
commune qui vient de Russie, et qui était en-
core inconnue. Grace a son activité visant la
promotion de la musique de Moussorgski a Pa-
ris et en Belgique ce compositeur est devenu po-
pulaire aussi en Russie. Le journal ,,Nouvelles”
le 12 Décembre, 1901 Kruglikov critique musi-
cal a écrit: «Il a longtemps que je suivais dans
les journaux francais l'activité d’'une merveil-
leuse chanteuse. Le titre de cet article porte son
nom. Il ya 5 ans elle fait promouvoir la musique
vocale de Moussorgski avec une grande ardeur
a Bruxelles et notamment a Paris. Le couple
D’Alheym ont lattirance particuliere pour
Moussorgski. Ils ont beaucoup fait pour lui... Ils
ont tout fait pour présenter au public occidental
Moussorgski, cet inconnu (...)»

En décrivant une des conférences organisée
par D’Alheym il disaitt: «A Bruxelles, a la Mai-
son du peuple elle a chanté devant 2 milles per-
sonnes, qui étaient fort impressionnées par son
interprétation de 'opéra Khovanshchina qui a
duré depuis 8 heures du soir jusqu’a 1 heure du
matin.»

En 1914 Olénine D’Alheym a présenté a
I'opéra a Moscou S.I. Zimin les partis de Marfa
(opéra Khavranschina de Mousorgski) et Kar-
men (Karmen G. Bizet).

En 1918 la chanteuse est revenue a Paris
avec son mari. Elle avait fait le tour d’ Europe
et apres I'Union Soviétique. Son dernier concert
a eu lieu en 1942 a Paris occupé. Elle avait 73
ans. La chanteuse a mené une vie sociale active:
Pendant la premiere guerre mondiale elle a été
la participante du mouvement de la résistance,
en 1946 est devenue membre du parti commu-

niste francais, était membre du Conseil du paix
en France, du Comité des femmes francaises et
société «France-URSS». A I'age de 90 ans elle
est revenue en Russie et elle est morte a Moscou
alage de 101 ans.

Cette chanteuse a une une vrai reconnais-
sance mondiale et son activité est considéré
comme un pont entre les cultures russe et fran-
caise.

Stassov appréciait beaucoup l'activité des
conjoints D’Alheym et écrivait beaucoup sur
leur activité. Son article «Sur le concert de Mme
Olénine d’Alheym» avait un tel succes que le jour-
nal quiI'a publié, a été immédiatement vendu, et
I" auteur lui-méme n’était pas en mesure d’ob-
tenir pour lui-méme une exemplaire. [10, p. 97]

Les Saisons Russes a Paris

Les Saisons Russes a Paris ont été ouvertes
le 19 mai en 1908, il y a plus de 100 ans, quand
la capitale frangaise fut connaissance avec I'opé-
ra Boris Godounov dans le cadre de festival «Les
saisons russes» organisé par Boris Diaghilev. A
cette époque-la on ne pouvait pas imaginer que
cette production deviendrait le prologue aux
grands festivals esthétiques annuels, qui durera
jusqu’a la mort du maestro en 1929.

En mars Diaghilev avait que 36 ans, mais le
public francais avait déja pris connaissance avec
son talent en 1907, quand il a organisé la saison
des «Concerts historiques russes» dans le cadre
desquels ont assisté: N.A. Rimski-Korsakov,
S.V. Rachmaninov, A.K. Glazunov, F.I. Chalia-
pine [11].

Il a étudié attentivement deux versions de
l'opéra (celle de 1874 et celle rédigée par N.A.
Rimski-Korsakov) et a proposé sa version qui
était un peu différente des deux autres. Il a don-
né le role le plus important au Couronnement
de Boris Godounov. Il disait: «Ce passage devrait
étre mis en scéne de maniere a ce que la respi-
ration des francais soit coupée». Il a méme de-
mandé de prolonger la scéne de la présentation
des boyards et le clergé. Sur ce ton festif le mo-
nologue lugubre de Tsar Boris devrait devenir
beaucoup plus solennel [11].
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Mais ce que devrait vraiment surprendre le
public frangais, selon I'avis de Diaghilev, c’était
le fait qu’a cette cérémonie devront participer
environ trois centaines d’acteurs. Il a invité le
metteur en scéne trés connu a cet époque 13,
Alexandre Sanin qui organisait avec succes les
scénes de foule. Cétait vraiment incroyable,
comment on pouvait diriger une foule si grande
sur la scene et en méme temps obtenir une har-
monie sonore. Diaghilev n’a pas révélé son se-
cret au public. En général, la réponse est facile.
Le metteur en scéne a fait entrer le chef de cho-
rale (Feliks Blumenfeld) sur la scene qui était en
perpétuel mouvement en changeant ces roles
en permanence, ce que les spectateurs n’obser-
vaient pas. Le décor était lui aussi surprenant.
C’est K.F. Iuon, A.Ya. Golovin et A.N. Benoi et
Yaremic qui s’occupaient de tout ¢a [11].

Le 18 mai 1909, le Tout-Paris que Serge Dia-
ghilev a convié a la générale des Ballets russes,
dans un Chatelet rénové, en prend plein les yeux
etles oreilles. Un déchainement de rythmes sau-
vages, une orgie de couleurs... Les Danses polo-
vtsiennes du Prince Igor de Borodine plaquent
les spectateurs dans leurs fauteuils. Apres avoir
révélé a la France la musique (cinq concerts en
1907), puis 'opéra russe (Boris Godounov avec
Chaliapine, en 1908), Diaghilev fait découvrir la
chorégraphie telle qu’elle s’épanouit au théatre
Maryinski de Saint-Pétersbourg. Et quem-
blématisent des étoiles de premiére grandeur
comme Tamara Karsavina et Anna Pavlova,
mais aussi comme Adolph Bolm et Vaslav Ni-
jinsky. Les Parisiens avaient oublié que la danse
peut étre un art viril; une révélation que confir-
meront les autres programmes mis a l'affiche:
Cléopatre, ou Nijinsky est 'Esclave d’or, Les Syl-
phides, ot il a le role du Poete.

A la Premiére représentation de I'opéra
Boris Godounov a Paris a fait la connaissance
avec une autre personnalité remarquable Misia
Drothing (ou Misia Sert) - une pianiste née a
St-Pétersbourg élevée en Belgique, qui a acti-
vé a Paris. Les journalistes 'ont surnommé la
«Reine de Paris». Gracieuse et séduisante, Misia
devient le modele des plus grands peintres de

I'époque: Toulouse-Lautrec, Bonnard, Odilon
Redon, Vuillard et surtout Renoir qui la re-
présentera plusieurs fois, notamment dans un
célebre portrait daté de 1904 (Portrait de Mme
Nathanson, Londres, National Gallery) [12].

Bouleversée par l'opéra Boris Godounov,
elle s’engage a ses cotés en apportant un sou-
tien financier aux Ballets russes. Son apparte-
ment du 244, rue de Rivoli en devient 'annexe.
Et 'égérie rose des Ballets russes assiste a toutes
les représentations [13]. Elle propose la jeune
couturiére a Diaghilev comme créatrice de cos-
tumes pour les Ballets russes. Alors elle est de-
venu amie et collaboratrice avec Diaghilev pour
I'organisation des saisons russes a Paris.

Le décés de Diaghilev amorce la fin du
regne de la reine de Paris Coco Chanel se charge
de la toilette funéraire. La seule femme de génie
que jai rencontrée, dira la styliste, 'une des
rares amies a lui étre restée fidéle [13].

Le succes de «Boris Godounov» a inspiré
Diaghilev et lui a ouvert la porte pour I'orga-
nisation des saisons russes a Paris chaque an-
née (il imaginait de faire les saisons consacrées
seulement aux opéras russes), mais les projets
était changés. Entre 1910-1912 l'opéra n’était
pas présent dans le programme des saisons
russes. Diaghilev était concentré sur la danse.
Seulement a partir de 1913 les saisons ont com-
mencé dans le théatre De Champs Elysées et ont
continué a Drury Lane a Londres comprenant 3
opéras. A Paris ont été présenté Boris Gadunov
et Khovranchina et a Londres a été jouée Psko-
vityanka (premier opéra de Rimski-Korsakov).
«Boris Godounov» a été écouté avec le méme
enthousiasme mais tous les regards étaient
tournés vers Kovranchina [14].

Serge de Diaghilev est mort le 19 aotit 1929
mais lactivité qu'il a commencé dure jusqu’a
nos jours. En 2013 la France a rendu hommage
a cette grande personnalité, et a son impression-
nante carriere en organisant Les Saisons Russes
au Théatre Le Champs-Elysées, qui ont été pré-
sentées du 9 au 12 juillet. Les concerts ont été
organisés par la Direction Artistique (Andris
Liepa et George Isaakyan), Direction Musicale
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(Alevtina Ioffe), avec I'Orchestre, le Cheeur et
le Ballet du Théatre National Musical «Natalia
Sats» de Moscou. Apres, Au programme parti-
cipent 7 ballets, toujours portés par les Etoiles,
les Solistes et le Corps du Ballet du Bolchoi.

Conclusion

Dans cet article je voulais présenter I'intérét
que I'Europe a montré pour l'activité de Mous-
sorgski et bien évidemment son importance
pour la Russie et pour I'Europe.

A la fin de mes recherches je me permets de
confirmer que Moussorgski a été bien écouté en
Europe grace aux activités passionnantes de Dia-
ghilev, qui organisait des Saisons Russes a Paris
et qui partageait le travail passionnant avec son
amie Misia Drothing, et aussi grace aux couple
Maria et Pierre D’Alheym qui ont fait un travail
énorme pour présenter la musique et la culture
russe dans le monde. Le milieu musical parisien
ont fété 'arrivée de la musique russe a travers la
figure de Rimsky-Korsakov, qui était ami le plus
proche de Moussorgski. Diaghilev, qui n’avait
enchanté les Parisiens que par ses chorégraphies
mais par 'opéra Boris Godounov et les autres
ceuvres immortelles de ce compositeur.

Les russes de cette époque confondaient al-
legrement les peuples a I'est de I’ Allemagne les
englobant dans une méme entité artistique sous
la couleur slave et se ménageant ainsi quelques
désillusions futures lorsque leur vision de la
situation géographique et musicale se précise-
rait. L’'opéra Boris Godounov était censuré parce
qu’il était tourné contre le tsar et pouvait pro-
voquer les révoltes. Le travail de Rimsky-Kor-
sakov, le couple d’Alheym, Diaghilev et Misia
Drothing a fait connaitre I'histoire et la culture
russe a travers des ceuvres de Moussorgski (Bo-
ris Godounov et Kovrantchina) et des autres
compositeurs russes.

L’intérét pour lui est gardé jusqu'a nos
jours. Sa musique a eu reprise par plusieurs
compositeurs européens pour la création de
leur propre musique ou pour arrangement spé-
cifique de la musique originale. Le premier mu-
sicien a arrangé I'ceuvre de Moussorgski pour

I'orchestre fut le compositeur et chef d’orchestre
russe Michail Touchmalov (1861-1896). Mau-
rice Ravel [15]: en fait I'orchestration de la mu-
sique des Tableaux d’une exposition en 1922 ala
demande du chef d’orchestre russo-américain
Serge Koussevetzky, ce dernier en effectue la
création le 19 octobre de la méme année. Cette
orchestration comprend un important solo
de chorale dans le dernier morceau. Cette dé-
monstration virtuose d’'un maitre du coloris a
prouvé sa popularité en concert et dans I'indus-
trie du disque en étant la version la plus jouée,
mais Ravel met la promenade entre les tableaux
Samuel Goldenberg et Schmugile et Limoges.

D’autres versions trés différentes du modele
classique ont été interprétées par des groupes de
rock progressif et des ensembles de jazz et de
folk, dont celle du trio de rock progressif Emer-
son, Lake & Palmer dans leur album de 1971
Pictures at an Exhibition, ainsi qu'une version
pour synthétiseur par Isao Tomita en 1975 qui
fut utilisée pour le court-métrage d’Osamu Te-
zuka Tableaux d’une exposition.

Ce sont les musiciens européens et améri-
cains qui utilisent souvent les certains extraits
de Tableaux d’exposition. En 2002, le compo-
siteur de musique électronique Amon Tobin
[16] paraphrase Gnome pour le titre Back From
Space de I'album Out from Out Where. Carl
Craig et Moritz von Oswald, autres composi-
teurs de musique électronique, réalisérent en
2008 une revisite de la version de Ravel dans
I'album ReComposed. En 2003, le compositeur
et guitariste Trevor Rabin [17] réalise une adap-
tation pour guitare électrique de Promenade,
jouée dans 'album de Yes Big Generator, qu’il
inclut ensuite dans son propre album 90124.
En 2006, le violoncelliste Didier Petit inclut les
Tableaux, et en particulier la Grande Porte de
Kiev, dans la suite Wormbholes interprétée par
lui-méme, Camel Zekri, Edward Perraud, Lu-
cia Recio et Etienne Bultingaire (Buda Musique
860139). Le début de La Grande Porte de Kiev a
été utilisé par Michael Jackson en introduction
de sa chanson History, dans le second CD de
son album [18].
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«L’art, a dit Moussorgski, n’est pas un but,
mais le moyen de parler aux hommes», — de
leur parler pour leur dire les choses essentielles.
Pierre-Emmanuel Leplay disait de Moussorgski:
«il est sans aucun doute 'un des compositeurs
les plus géniaux de son temps, innovateur, vi-
sionnaire, annonciateur de techniques et de
procédés du XXe siecle.» [19]

Comme était marqué dans le livre Concert
de Marie Olenina D’Alheym: «Nul ne peut s’ap-
proprier ce que donne Moussorgski, et dans la
forme ou il le donne, car 'art de Moussorgski,
ou il excellait, consistait a ce livrer lui-méme,
en un geste qui fiit sien, et le restat.» [20, p. 37]

«Moussorgski disait la vérité a travers de sa
musique, il rechercher une beauté idéale, déta-
chée de la réalité» [21] et Mme Reichel a souli-
gné a la conférence consacrée a ce compositeur:
Sincérité, honnéteté, authenticité - modestie
a prendre dans ce sens-1a - et recherche d’une
forme inédite qui nous dévoile une vérité; voila
certainement les grandes lignes de force de la
pensée du compositeur.
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National Chamber Choir of Republic of Moldova: history files

Abstract. The National Chamber Choir (artistic director and main conductor Ilona Stepan) takes an important place in
the contemporary musical heritage of the Republic of Moldova. The present article is dedicated to the history and evolution
of the National Chamber Choir during the first stage of its development. This unique artistic group appeared in 2002 as the
first private musical group in the Republic of Moldova thanks to the initiative and sponsorship of the Union Fenosa Cultural
Foundation. Some important aspects of the National Chamber Choir’s evolution are studied. Among them: crystallization of
the individual style as a chamber choir; recognition on the international level related to the participation at the prestigious
European choir competitions; the identification of the major stylistic directions of the choir’s repertoire; the establishment of
the genre palette of its repertoire: from choral miniature to large-scaled vocal-symphonic works like passion, requiem, orato-
rio, cantata. The Choir’s programs are presented in various artistic staffs: a cappella, with piano, organ, orchestra, soloists, etc.
The Choir repertoire tends to extend the limits of music of academic tradition, applying to the phenomenon of non-academic
music culture: habanera, carrols, spirituals, tango, jazz, etc. Thanks to the National Chamber Choir history, a special incli-
nation towards the Spanish repertoire, and, in a broader sense, the theme of Hispanicity, is identified, representing a unique
feature of this choral group.

Keywords: The National Chamber Choir, Ilona Stepan, professional choral art, Union Fenosa Cultural Foundation, His-
panicity, Javier Busto, Matias Antén Mena, A tu lado, Xavier Montsalvatge i Bassols, Conto negro.

Corul National de Camera al Republicii Moldova: dosare de istorie

Rezumat. Corul National de Camera (director artistic si prim-dirijor Ilona Stepan) ocupé un loc important in patri-
moniul muzical contemporan al Republicii Moldova. Prezentul articol este dedicat istoriei si evolutiei Corului National de
Camerad in prima etapd a dezvoltarii sale. Acest grup artistic unic a aparut in 2002 ca primul grup muzical privat din Republica
evolutiei Corului National de Camera. Printre acestea: cristalizarea stilului individual ca si cor de camerd; recunoasterea la
nivel international legata de participarea la prestigioase concursuri corale europene; identificarea directiilor stilistice majore
ale repertoriului corului; stabilirea paletei genuistice: de la miniatura corala la lucrari vocal-simfonice de amploare precum
pasiunea, recviem-ul, oratoriul, cantata, suita s.a. Programele colectivului sunt prezentate in diverse componente interpreta-
tive: a cappella, cu pian, cu orgd, cu orchestra, cu solisti etc. Repertoriul corului se extinde peste limitele muzicii academice,
contindnd genuri non-academice, precum: habanera, colindul, spirituals, tango, jazz etc. Datoritd istoriei Corului National
de Camerd identificim o inclinatie deosebitd catre repertoriul spaniol si, intr-un sens mai larg, catre tema hispanitatii, care
reprezintd o trdsaturd unicd a acestui grup coral.

Cuvinte-cheie: Corul National de Camerd, Ilona Stepan, arta corald profesionistd, Fundatia Culturala Union Fenosa,
Hispanitate, Javier Busto, Matias Anton Mena, A tu lado, Xavier Montsalvatge i Bassols, Canto negro.
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The National Chamber Choir was created,
largely, due to some essential transformations
that took place in the cultural realities of the
Republic of Moldova at the beginning of the
21* century. The changes that have taken place
are related to the emergence of the private sec-
tor in the sphere of showbiz, the formation of
patronage and sponsorship phenomena in the
music art. It is known that in the Republic of
Moldova the first private artistic group was the
Union Fenosa Choir, which later passed from its
original status to the current one, becoming a
state-funded formation, having the status of The
National Chamber Choir that operates within
the public institution named the Organ Hall.

The purpose of this article is to review the
first historical period of the choir, which in-
cludes its training stage, competitions, reper-
toire selection, recording of three CDs, etc.

The Union Fenosa Foundation was estab-
lished on September 26, 2000 with the aim of
conducting philanthropic and sponsorship ac-
tivities. In a short period of time, the Founda-
tion ,,has managed to make itself known in the
Republic of Moldova through various activities
that support and promote culture, arts, scienc-
es and sports” [1, p. 4]. Among musical events
sponsored by The Union Fenosa Company, we
will nominate the following: in 2001 the Foun-
dation supported the international festival The
Day of New Music, 10" edition, Spanish Mu-
sic Recital by soprano Anastasia Buruiand and
guitarist Constantin Andrei on November 25,
2001. On June 28, 2002, a Chamber Concert by
the National Chamber Orchestra, conducted by
C. Sagarra (Spain) [1, p. 4] and on May 24, 2002
a Concert for friends with the participation of
the Gloria Choir (conducter - Oleg Constanti-
nov) have been organized [2, p. 4]. Of course,
this list can be extended.

Only in 2002 the Foundation took a step of
historical importance to the culture of our coun-
try: it goes from holding separate musical events
to setting up, for the first time in Moldova, a pri-
vate mixed choir (chamber choir). The Union
Fenosa Choir was officially established on March

18, 2002, bringing together 34 young artists, stu-
dents and graduates of the State University of
Arts (AMTAP). The first concerts of the group
that took place on July 6 and 7, 2002, aroused the
enthusiasm of the public, a fact reflected in the
Nuestras Noticias Newsletter of the foundation
[3, p- 3].The special role of the President of the
Union Fenosa Group in Moldova, Ignacio Ibar-
ra, in the appearance of this group deserves to
be appreciated. It is his inspired idea to create,
for the first time, a professional artistic collective
under the umbrella of Union Fenosa [3, p. 3].

Here is how I. Ibarra explained his idea at
the time: “I was surprised by the angelic voices
of the young people in your country and it was
my dream to highlight them, bringing them to-
gether in an exceptional choir, to promote art
and beauty both in Moldova and anywhere
in the world where Union Fenosa Company is
present.” [3, p. 3]

It should be noted that The Union Fenosa
Company, through its foundations, supports
culture not only in the Republic of Moldova, but
also in other countries of the world. For exam-
ple, in Spain, the country where it was founded,
the company funds the Museum of Contem-
porary Art in Madrid, but the establishment
of a chamber choir remains an unprecedented
initiative for Union Fenosa. The realization of
such a project was due to the presence on the
Moldovan land of some traditions of choral in-
terpretation, which also confirms I. Ibarra: ,,In
other European countries, ,,the choir” no longer
holds the place of a professional genre because,
the amateurs take care of him.” [4]

I. Stepan, head of the Choir Conducting
department and director of the Choir at the
Academy of Music Theatre and Fine Arts, was
invited as conductor and artistic director. She
gathered around her the best former and cur-
rent students of the respective department. This
was the condition of I. Ibarra: the members of
the choir should be trained and formed special-
ists. Thus, a group of musicians have been soon
organized and become the only professional
chamber choir in Moldova.
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The relatively short but very fruitful period
of the activity within the Union Fenosa Cultural
Foundation brought the fame of the choir in the
country and abroad. The group promoted pro-
fessional choral art in the Republic of Moldova,
holding concerts in various localities, but also
in the capital. Beginning with those times till
nowadays, the team takes part in socio-cultural
solemnities of national and European signifi-
cance, but also of local importance. These con-
certs are most often performed outdoors and
are meant to popularize professional art.

All the concerts of the choir during the
studied period were presented in the form of
charities as an investment of the company in
the cultural development of the Republic of
Moldova. These events took place in the condi-
tions of crowded halls, which confirms the con-
stant interest of the public and the high artistic
level of the mentioned group.

The programs of the first concerts that took
place on July 6 and 7, 2002 in the Organ Hall
were composed of the most popular choral
works for choir from different eras and national
cultures being signed by O. Lasso, A. Scandel-
li, H. Wolf, P. Cesnokov, H. Texon, S. Dragoi.
Among the most remarkable concerts we also
nominate the Christmas Concert at the M. Biesu
Opera and Ballet National Theater, on January
11,2003, the Concert dedicated to Women’s Day,
March 7, 2003 and the vocal-symphonic concert
in collaboration with the Teleradio-Moldova
Symphony Orchestra (artistic director and main
conductor Gheorghe Mustea), on June 6, 2003,
which took place at the Organ Hall, as well as
the concert at the Inauguration of the Catholic
Cathedral in Chisinau, October 11, 2003, etc.

An important event in the evolution of the
choir took place on April 25, 2003, when, on the
occasion of the Holy Holiday of Easter, Ferenc
Liszt’s Requiem for men’s choir was performed,
for the first time in Chisinau. Performing vo-
cal soloists were four men selected from the
Union Fenosa Choir: Iurie Cealic, Ion Savan,
Andrei Otean, Andrei Caraman, the invited in-
strumentalists were Dumitru Hanganu, Simion
Luchian, trumpet; Alexandru Tapes and Marcel

Suceveanu, trombone; Ion Todei, percussion
and Anna Strezeva, organ.

It is well known that F. Liszt’s choir music
is not exactly comfortable in vocal interpreta-
tion, the composer’s creation being based, in
general, on a thinking focused on the principles
of instrumental music. Here is what academy
professor V. Boldurat said: “Liszt’s Requiem was
prepared by the men’s Choir led by I. Stepan for
a private project in Madrid, Spain (April 2003).
For me as a professional, this premiere was
«something divine», because, what other choir
would have undertaken such a mission, to ex-
pose a creation so sophisticated from the techni-
cal point of view, but also with rigorous stylistic
requirements. With regard to the general sound
of the choir and the ensemble as a unity, what I.
Stepan does for the timbre unification of choral
parties and voices, in particular, can, in fact, be
performed only electronically, as only in music
studios can be obtained”

On June 6, 2003, the cantata Who Shakes
the Dew (Cine scuturd roua) for soloists, choir
and orchestra by V. Zagorschi was performed,
on folk lyrics processed by Grigore Vieru, with
the participation of the National Symphony Or-
chestra of Teleradio-Moldova and the soloists
Mihai Munteanu and Maria Tonin. The pres-
entation of these two large-scale works set’s an
important direction in the choir’s activity, re-
lated to its collaboration with various artistic
groups in the country, with the aim of inter-
preting large-scaled vocal-symphonic opuses.

Another tradition established by Union
Fenosa Choir was the annual organization of
concerts dedicated to Hispanic Day, in which
the creations of Spanish composers were most-
ly performed. These are the concerts that took
place on October 12, 2002 and 2003. We will
refer, in particular, to the one in 2003 in which
the Spanish repertoire was completed with cre-
ations by French composers based on Span-
ish theme. Thus, choral miniatures signed by
M. Ravel, M. de Falla, C. Saint-Saéns, J. Ma Be-
navente, J. Rodrigo, Ma Teresa Oller, J. Guri-
di, A. Hose, E.L. Chavarri, E. Sanches Fuentes,
R. Noble, F. Alonso were performed.
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The acquisition of the Spanish repertoire
of different epochs and genres became one of
the constant elements of the evolution of CUF,
a fact confirmed by the organization on June 22,
2004 of a Choral Event of Spanish and Amer-
ican Music with the participation of pianist
Serghei Constantinov and the Guitar Ensemble
of Union Fenosa Foundation.

We will briefly analyze two pieces that be-
long to Spanish composers from the choir rep-
ertoire. First of them named A tu lado by Javier
Busto and Matias Anton Mena [5] was recorded
during a live production by The Union Fenosa
Choir during the above mentioned event in
June 2004. This choral miniature capitalizes on
the traditions of Spanish music, both genetical-
ly (habanera) and stylistically. It is well known
that traditional Spanish music, in general, and
the genre of habanera, in particular, is distin-
guished by advanced metrical and rhythmical
thinking based on contrast, and sometimes in
conflict, overlapping binary and ternary pat-
terns. We can demonstrate this by involving
the syncopated rhythmic drawings (m. 2, 4, 6
and so on) within the measure of 2/4, where
the drawing of a dotted eighth with a sixteenth
linked with a quarter is used. In this way, the
emphasis is on the weak time, creating a typi-
cal effect for the given genre. We notice that the
given procedure is used, especially at the end of
musical phrases.

Another characteristic decrease typical to
Spanish music is found in mm. 10, 14, 55, 59

#=52 Moo spressivo ¢ legao

etc.: two dotted eighths followed by two six-
teenths, which ,unbalance” the basic metric
pulse. In fact, these models serve as the basis
for the metrical and rhythmical concepts of the
whole miniature. As an example serves m. 20
where this game of ternary and binary models
takes place (break of sixteenth-three sixteenth
and a triplet). In the last section (m. 52 and on)
we notice a vertical combination of the various
rhythmic patterns (two triplets in the soprano’s
part in which the melodic line is exposed and
the dotted rhythm sixteenth-eighth-sixteenth
and a triplet, in the other parts, those ones hav-
ing the accompanying role).

These rhythmic peculiarities caused by the
national specificity of the musical language re-
quire from the conductor and the choristers a
rhythmic precision, the mastery of combining
the contrasting designs maintaining the basic
metrical pulse.

As for the intonation aspect of the minia-
ture it is noteworthy that the whole creation is
based on a simple but expressive melody, which
is easily memorized thanks to special proce-
dures: repetition of musical phrases, inflection
from the minor to the parallel major tonality
(m. 8), the internal structure of the incipient
section aabb and other methods.

The alternation of the sections is done with
the change of the homonymous minor-major
modes, a procedure also revealed in the sound
colors played by the choir. The skill of prop-
erly modeling the position of the vocal sound

Jeowier Busto & Matios Antin Mena
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A tu lado by Javier Busto and Matias Antén Mena
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determines the obtaining of the desired timbre
colors that ensure the creation of one or anoth-
er atmosphere dictated by the modal exchange
between the sections.

Referring to the interpretation require-
ments of contemporary choral music, the con-
temporary Russian choir conductor and pro-

tessor B.G. Tevlin believes that the new choral
works “.. go ahead of the possibilities of per-
forming art, allow to the choir conductor to
look for vocal paints, sound strokes, reveal the
artful interweaving of voice, understand the ar-
chitectonics of episodes, hear pauses, to not be
afraid of the rigidity of the chords” [6, p. 173].

A tu lado by Javier Busto and Matias Antén Mena

Based on the findings of B.G. Tevlin, we can
easily appreciate the interpretive qualities of the
conductor I. Stepan who has the ability to reveal
the concept of any creation, managing to obtain
a special chorus sound deduced from the refine-
ment of her aesthetic sense.

Thus, listening to the interpretation of A tu
lado we notice a certain emotional restraint, the
lack of exaggerated contrasts, even in the culmi-
nating moment (m. 52) factors that determine
a treatment without vulgarity. It is also worth
noting an appropriate to the genre, sound emis-
sion which ensures the impeccable intonation
of the group, the homogeneity of the voices and
the substrates of the choral texture. These pro-
cedures create a transparent, soft choir palette
with watercolor shades, and the inherent pas-
sion of the musical score is rendered inwardly.
Therefore, 1. Stepan’s interpretation as a con-
ductor corresponds to the composer’s concept,
adequately conveying the artistic message.

The second creation, entitled Canto negro,
is signed by another Spanish composer Xavi-
er Montsalvatge i Bassols [7] and represents a

complex choir score, which puts the performers
in front of several tasks with increased difficul-
ty. First of all, the specifics of the choral score
are related to the fact that each party has its own
musical material that does not coincide with
the others neither in rhythmic nor intonation
aspect. In the soprano’s part, repeated musical
phrases are used, divided into different intervals,
such as perfect quartets and fifths, seconds and
large sixths. We mention that the rhythmic pat-
tern manifested in the first measures is preserved
later (as a rhythmic ostinato), while the tone and
structure of the intervals are subject to change.
Alto, initially has two monorithmic lines
divided into thirds with the involvement of long
sounds (half note), and then their game involves
other intervals, but also shorter durations. In
the treatment of the tenor party, it is worth
paying attention to two specific moments: first
of all, it is built of three superimposed voices
(mm. 19-30) and organized complicated from a
rhythmic point of view. Secondly, tenors often
imitate traditional Spanish instruments, a fact
confirmed by the involvement of the onomato-
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poeia: yam-bam-bo, yam-bam-be, a-e!, likewise,
by involving ostinato rhythmic patterns with
the change of the pitch of the sounds accord-
ing to the modification of the harmonic plan. If
the first model, that of the tenors, is associated
with the imitation of the instrumental bass or
the guitar, the second one - from the bass part,
models the specifics of the interpretation on dif-
ferently tuned drums.

The compositional specificities depicted
in the Canto negro score allow its evaluation as
an a cappella creation with a high degree of in-
terpretive difficulty, the realization of which is
possible only in the case of a professional, well-
trained band. According to the Russian musi-
cologist A. Ushkariov, it is within the chamber
choir that favorable conditions are created for
the interpretation of highly complex choral
scores, here including the contemporary reper-
toire, as well. [8, p. 96] Thus, the overlapping
of absolutely different rhythmic designs for
any choral part, the presence of a complicated

Canto negro
Animgie [ 4 = §4)

harmonic plan given in the Animato tempo are
optimal interpretive requirements, mostly for a
numerically reduced vocal-choral composition,
whose sound would reflect the multitude of de-
tails that enrich the choral texture. In this sense,
we also support the statement of the Romanian
musicologist D. Botez with reference to the sub-
tlety of the interpretive qualities of the chamber
choir, which also has the conviction that: “dic-
tion, rhythm etc. — it is perceived immediately”,
reason for which “for such a choir we need very
good elements ”. He also states that ,,the small
defects in a large choir, coming from weaker
elements, are often lost in the sound mass and
sometimes escape even to the most experienced
listener” [9, p. 20].

The complexity of musical language, unsta-
ble tonal logics (achieved by moving from the
initial key A major through B flat major and E
flat major, F major etc.), the divided process that
adds density to the choral texture, the simulta-
neous combination of various means of musical
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expression and the imitation of musical instru-
ments presents difficulties that have been suc-
cessfully overcome by the Union Fenosa Choir,
argued by the interpretation model kept on CD.

Returning to The Union Fenosa Choir’s ac-
tivities, we cannot ignore the European tours
and the participation at the international tours
and competitions. We will briefly list the choir
performance in chronological order. On Sep-
tember 18 - 22, 2002, The Union Fenosa Choir
participated in the 5™ edition of the Europe and
its Songs International Choral Festival, which
took place in Barcelona, where it won three ma-
jor awards: Best Choir in the Mixed Choir cat-
egory (professional groups up till 40 persons);
the title of Best Conductor, awarded to I. Stepan;
in addition, the group won the Grand Prize for
Best Festival Choir.

In December 2002, The Union Fenosa
Choir together with the Madrid Philharmon-
ic Orchestra participated in a Christmas Con-
cert organized by Siemens, led by the Spanish
conductor Pascual Osa. On April 15, 2003, the
choir took part in a concert organized by the
Madrid City Hall at the Real Iglesia de San Gines
Church. Following a successful evolution at the
50" International Habanera and Polyphony Fes-
tival, Torrevieja, Spain (August, 2004).

Another prestigious competition, the Inter-
national Romantic Music Performance Compe-
tition, held from 6 to 10 November 2003 in the
Czech city of Vlahovo Brezi, brought impres-
sive results: Grand Prize in the Mixed Choirs
category, Best Men’s Choir Award; and the Best
Conductor Award accorded to I. Stepan.

On November 15, 2003, the ensemble was
invited to the Choir Competition in Avilés, As-
turias, and on December 30, 2003 The Union
Fenosa Choir is taking part of the New Year’s
Eve Concert in La Corufa, together with the
Galician Symphony Orchestra. International
performances are complemented by the Choir’s
participation in the inaugural concert of the
Year of Santo Xacobeo in the Santa Iglesia de
Santiago de Compostela Cathedral: the event
took place on January 1, 2004.

In January 2005, the Union Fenosa Cultur-
al Foundation was disbanded and the Choir was
left without its official status, without financial
support, without a rehearsal room and, respec-
tively, without management. At the same time,
thanks to the efforts of the artistic director of the
choir, L. Stepan, but also to the enthusiasm and
loyalty of the members, the group continued its
activity. In May 2005 at the International Festi-
val of Orthodox Music in Hajnowka, Poland, the
ensemble won the Second Prize in the category
of professional choirs.

We draw some conclusions. The short but
very fruitful period of The Union Fenosa Choir’s
activity both nationally and internationally rep-
resents a stage of becoming that led to the artis-
tic and interpretive maturity of the choir. We
will list the most important of its features:

« a distinctive interpretive style of the col-
lective was formed;

o the choir has performed internationally,
winning several prestigious awards in European
choral art competitions;

« the choir contributed to the completion of
the musical heritage of the Republic of Moldova
by launching three CDs, two of which are made
by the entire choir, including a cappella choral
music: Concierto Coro Union Fenosa (2002)
and the second Choral Entertainment (2003);
and the third, performed with the participation
of the men’s choir group, includes Requiem by
F. Liszt, for men’s choir, soloists and organ;

o the historical-stylistic directions of the
choir’s repertoire were drawn: pre-classical,
classical, romantic, contemporary music;

« a genuine palette of repertoire was estab-
lished (from the choral miniature to the large-
scaled vocal-symphonic genres like passion,
requiem, oratorio);

o choral works signed for different inter-
pretative components were approached: a cap-
pella, with the accompaniment of organ, piano,
orchestra, vocal-symphonic with the involve-
ment of soloists;

o in terms of extending the limits of aca-
demic music, the specifics of the choir can be
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explained by the interest in non-academic mu-
sic, like the folk song (habanera, carol, spirit-
uals), jazz music, tango, etc.;

o thanks to the history of the formation of
the group, the choir has a special inclination to-
wards the Spanish repertoire, and, in a broader
sense, towards the theme of Hispanicity, which
is a special feature, even unique, of this choral

group.
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Ion CHIRTOAGA

Orasul Galati pana la inceputul secolului al XIX-lea

Rezumat. Timp de peste doua secole Galati a fost unicul port al Tarii Moldovei prin intermediul ciaruia Moldova ex-
porta produsele sale agrare in regiunile pontice si mediteraneene. De aici se trimiteau la Istanbul cantitdti mari de produse
alimentare sub formad de zaherea si se importau obiecte produse de mestesugarii straini, unele dintre ele ajungand si in tarile
vecine. Incepand cu anul 1834, vapoare cu aburi austriece ficeau curse regulate pana in Galati. De asemenea, se ficea comert
de tranzit cu térile germane, sporea importanta constructiei de nave militare de mari dimensiuni s.a. Localnicii se bucurau de
conditii prielnice pentru producerea diferitor bunuri materiale, dar mai ales de pozitia geografica favorabila pentru efectuarea
schimbului de mérfuri, ceea ce le permitea sé castige bani din comercializarea produsele lor.

Demersul este o prezentare panoramica a orasului Galati prin prisma consemnarilor si relatdrilor mai multor calatori
si negustori care l-au vizitat pana la inceputul secolului al XIX-lea. Din cauza dominatiei straine, numarul locuitorilor din
oras era foarte mic. In cursul timpului, orasul Galati, de altfel ca si alte localititi din Moldova, a suportat numeroase pagube
materiale din cauza confruntérilor militare pe care le duceau marile puteri. Orasul a cunoscut o ascensiune in dezvoltarea sa
abia dupa ce a fost lichidatd dominatia straina asupra spatiului roménesc extracarpatic.

Cuvinte-cheie: Galati, port, vamd, comert, negustor, administratie otomana, zaherea, biserica.

The City of Galati until the Beginning of the 19" Century

Abstract. For over two centuries, Galati was the only port of Moldova. Through which agricultural products from
Moldova were exported to the Pontic and Mediterranean regions, also large quantities of food products in the form of army
provisions (zaherea) were sent to Istanbul, as well as a lot of objects produced by foreign craftsmen were imported, some of
them also reaching neighboring countries. Starting from 1834, Austrian steamships made regular runs to Galati. Also, there
was transit trade with the German countries, the importance of the construction of large military ships increased, etc. The lo-
cals enjoyed favorable conditions for the production of various material goods, especially the favorable geographical position
for carrying out the exchange of goods, which allowed them to earn money from the sale of their products.

The approach represents a panoramic presentation of the Galati city in the light of the records and itineraries of several
travelers and merchants who had visited it until the beginning of the 19" century. Due to the foreign domination, the number
of inhabitants of the town was very small. In the course of time, the town of Galati, as well as other localities in Moldova, su-
ffered numerous material damages due to the military confrontations carried out by the great powers. The city experienced an
upswing in its development only after the foreign domination over the Romanian extra-Carpathian territory was liquidated.

Keywords: Galati, port, customs, trade, merchant, ottoman administration, army provisions (zaherea), church.
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Primele marturii ale unei asezari umane in
zona municipiului Galati s-au depistat pe malul
estic al baltii Malina (in nord-vestul municipiu-
lui), unde au fost descoperite fragmente din cera-
mica de tip Stoicani-Aldeni, unelte confectionate
din silex si os, datand din neolitic. Tot in aceasta
zond, pe malul sudic s-a descoperit un sceptru de
piatrd apartinand culturii Coslogeni de la fine-
le Epocii Bronzului. In vatra orasului s-au gisit
varfuri de sdgeti din fier provenite dintr-un mor-
mant tumular datand din secolul IV 1.Hr. La Bar-
bosi au fost descoperite vase grecesti, datand din
secolul V 1.Hr. Barbosi au fost o importanta loca-
litate dacica fortificata ce a durat aproape 500 de
ani. Aici s-a descoperit si un sanctuar. Orasul s-a
dezvoltat pe mosia unei stravechi asezari dacice,
existente in secolele VI-V i.Hr., la vadul Dundrii
care, incepand cu perioada celor doud rizboa-
ie a impdratului Traian cu dacii, in 101-102 si
105-106, va cunoaste influenta civilizatiei roma-
ne. Noua asezare daco-romana din secolul III d.
Hr. de la sud de locul actualei Biserici Precista
de la vadul Dundrii fu nimicita de apele fluviu-
lui care strabat malul stang. Descoperirile facute
in ultimii ani demonstreaza continuitatea aseza-
rii din secolele VII-XI de langa Vadul Dunarii:
tezaurul de la Galati format din 12 monede de
argint bizantine emise intre anii 613-685, o mo-
nedd bizantind din vremea imparatului Mihail
IV Paflogonianul (1034-1041), dar si morman-
tul cuman din partea vestica a Bisericii Precista.
Descoperirile arheologice mentionate demon-
streazd faptul ca pe mosia Galati au existat ase-
zari umane din perioada anterioard intemeierii
statului roménesc de la est de Carpati. Faimosul
calator turc Evlia Celebi a scris la mijlocul seco-
lului al XVII-lea ca la Galati ar fi fost cetate [1,
p. 362, 731], opinie neconfirmata de catre alte
surse istorice. Probabil, aici e vorba de Valul
Traian de Jos, ramadsitele carora, in 1722, le-a va-
zut, la o jumatate de mild de Galati, fostul cazac
Filip Orlik (2, p. 142].

Prima mentionare documentara a localita-
tii Galati dateazd din 1445. In doua acte voievo-
dale este mentionata localitatea Galati, aflatd pe
malul Dunarii, unde se prindea peste, utilizat la
alimentarea locuitorilor, inclusiv a cdlugarilor

unor manastiri. Pescarii din Galati aveau anu-
mite venituri de la aceastd ocupatie economica,
utilizatd la intretinerea membrilor familiilor
respective. Venituri de la aceastd ocupatie eco-
nomica avea si puterea centrala, care periodic
renunta la perceperea lor pentru a nu periclita
interesele unor consumatori. In actul semnat
de domnul Stefan al II-lea se mentiona ca el
scutea doud care ale mandstirii Humor, trimise
»sa aduca peste de la Galati...” de vama cuve-
nitd domniei. La 8 octombrie 1454 deja Petru
voievod scutea de vama domneasca, de brudina
(taxd de trecere a vadurilor) si de vama de tar-
guri doua care ale manastirii Humorului, trimi-
se »,sa aduca peste de la Galati (s)i de la iezere,
de la balti sau de unde ar fi” [3, p. 233; 4, p. 202].

Importanta localitatii Galati a crescut dupa
ce in iulie-august 1484 turcii au cucerit Chilia si
Cetatea Albd, orase prin intermediul carora in-
treprinzatorii din Moldova efectuau legéturi co-
merciale intense cu alte tari, utilizand in acest
scop vasele fluviale si maritime. O parte a pro-
duselor alimentare din Moldova, transportate
anterior la Chilia, dupd 1486 erau aduse in por-
turile Reni si Galati. De la Dunére produsele din
Moldova luau calea spre porturile de pe litoralul
pontic, iar uneori, dupa cum reiese din sursele
documentare ulterioare, ajungeau si in Marea
Mediterana. In localitatea Galati au inceput sa
se ageze cu traiul negustori si mestesugari veniti
din sate si din alte orase, care au schimbat as-
pectul localitatii. Pe timpul primei domnii a lui
Petru Rares, Reniul si Galatii au obtinut aspectul
unor localitdti urbane, figurand ca atare pe harta
caldtorului sas din Transilvania G. Reichersdor-
fter, care a vizitat Moldova in anii 1527 si 1535
[3, p. 221, 235]. In 1546 este mentionat ,,drumul
Galatilor”. Pe acest drum, marfurile tarii, fiind
duse spre portul Galati, erau transportate spre
Istanbul cu ajutorul corabiilor. Printre marfurile
principale era ,graul pentru Galati”, mentionat
intr-un document din 1582 [5, p. 228].

In a doua jumitate a secolului al XVI-lea
Imperiul Otoman trecea printr-o crizd economi-
ca, care a creat conditii favorabile pentru apari-
tia unor grupuri banditesti dispuse sd jefuiasca
locuitorii pasnici. Grupuri de banditi au apérut
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si in teritoriul de pe cursul inferior al Dunarii de
Jos, aflat sub administratia otomana. Deoarece
fortele otomane locale nu erau suficiente pentru
a restabili ordinea in tinut, Poarta a fost nevoita
s apeleze la ajutorul roménesc. Intre 8 si 17 au-
gust 1565, Suleyman I i-a comunicat domnului
Moldovei ca a luat cunostintd de informatia pri-
vind ,,aparitia unor rebeli si a unor haramini” in-
armati pe Dundre, langa cetatea Chiliei, care cu
barcile lor faceau incursiuni de jaf si in tinuturile
Rumeliei, adicd in Balcani. Au fost date porunci
stragnice beiului de Silistra sd ia barci din Chi-
lia §i Braila si sd-i prindé: ,,Se cere ca domnul sa
inarmeze toate caicele (barcile — n.n.) din Galati
(Kalas) si sa pund mana pe acesti rebeli, care je-
fuiesc pe negustori, tulburand satele si orasele.
Dacd printre ei s-ar gasi musulmani, supusi oto-
mani, sa fie aruncati in inchisoare.” [6, p. 39]

In timpul rizboiului dintre Imperiului
Otoman si cel Habsburgic (1593-1606) s-au
creat conditii favorabile pentru a ataca si recu-
ceri cetatile otomane pe Dunare si Nistru. Po-
trivit relatarilor misionarului croat Alexandro
Comulao (Komulovici) din 14 octombrie 1594,
domnul Moldovei Aron Tiranul, cu 21 mii os-
tasi a ,mers sub cetatea Chiliei” [7, p. 369]. In
aceste lupte se implicau si unele forte din afara
Térii Moldovei. In 1595 nobilul raguzan Paolo
Giorgi relata: ,,Cat priveste trecerea cazacilor,
ungurilor si moldovenilor spre tara turcilor
spre Galati, localitate pe Dundre in Moldova va
trebui depusa o silintd extrema de a se porni cat
mai curand, caci in iuteala sta asigurarea succe-
sului.” [7, p. 391]

Prin Galati treceau negustorii veniti din
Liov, care se indreptau cu sau fard marfa spre
Istanbul. In vara anului 1608 cilatorul armean
Simeon Lehati din Liov a plecat cu treburi la Is-
tanbul, trecdnd si prin Moldova. Atunci el rela-
ta ca a ,,ajuns la Galati care este ultimul oras al
Moldovei” [8, p. 347]. Prin Galati treceau unii
negustori cu marfuri, care venind din Istanbul
se indreptau spre Liov. Italianul Tommaso Al-
berti, venind cu marfurile sale din Istanbul si la
3 decembrie 1612 trecand Dunarea cu barca, a
»ajuns la Galati, oras pe malul Dunarii, stapa-
nit de domnul Moldovei. Am descircat marfu-

rile din luntre si am stat in acel loc toatd ziua
pentru a lega mai bine baloturile si a gasi care
pentru calatoria noastrd... Ne-am simtit foarte
bine (acolo), am gasit peste mult si bun adica:
moruni proaspeti, nisetri, pdstruga in cantitate
foarte mare si la un pret foarte ieftin, aproape
pe nimic; mare multime de iepuri cu cinci bani
unul; n-am gasit gdini si alte pasari toate lucru-
rile fiind pradate de tétari incd de acum patru
luni.” [8, p. 360] In aceasta perioada, la vest de
Nistru uneori patrundeau nogaii in frunte cu
marzacul Cantemir din neamul Mansur, aflat in
Crimeea, cauzand localnicilor mari pagube ma-
teriale si umane. La intoarcere negustorul itali-
an a trecut tot prin Moldova: ,La 4 mai 1613 am
plecat din Kamenita cu 62 de care mari, fiecare
car cu céte 6 cai, incarcate cu felurite marfuri,
adica blanuri de samur, de ras, de iepuri si stofe
de kermezina, tesaturi de matase si multe alte
marfuri pentru a duce totul la Constantinopol...
La 15 (mai) am ajuns in orasul Galati, si acolo
am descarcat marfa spre a o imbarca in luntre,
ca sd trecem Dundrea” in drum spre capitala
otomana [8, p. 364-365].

In 1621 sultanul Osman al II-lea a ocupat
portul Reni, unde a introdus administratia oto-
mand. Ramanand singurul port al Moldovei,
orasul Galati a continuat sa joace cu rol tot mai
mare in comertul intern si extern al tarii. In 1641
episcopul catolic Petru Bogdan Baksici, trecand
prin Moldova, relata ca orasul Galati ,are din
belsug peste si tot felul de vite ca: boi, vaci si alte
patrupede; are multe vii si produce grau destul.
Aici este schela Dundrii unde domnul ia vama
de la célatorii care trec din Turcia pentru a mer-
ge in Moldova, Polonia si Ungaria sau Transil-
vania; pe aici trec toate caravanele care vin din
Constantinopol, fie pe apa sau pe uscat; corabii
si vase mari care vin din Marea Neagra pe Du-
ndre, incarcd grau si alte marfuri aici, in orasul
Galati. In acest loc isi are resedinti un jude,
pentru ca ei il socotesc drept oras, si asemenea
localitati poartd numele de targ... un loc de ne-
got sau oras comercial: in fiecare sdptimana se
tine targ si vin multi negustori turci, armeni,
greci, romani si uneori si catolici, dar rareori,
deoarece nu se gasesc in apropiere, in Turcia,
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locuri apropiate care sa fie locuite de catolici.”
[9, p. 226-227] In 1630 calugarul catolic Pao-
lo Bonici relata cd in orasul ,,Galati este schela
domnului Moldovei pentru marfurile care merg
din Turcia in Polonia i invers. Intreaga vama a
Moldovei se arendeaza vamesilor pe 15 sau 40
mii de scuzi si acestia pun dupa aceea oamenii
lor de incredere in toate schelele, dar schelele
principale sunt Galati de pe Dunare si Hotinul
de pe Nistru” [9, p. 20]. Iar Niccolo Barsi, care
s-a aflat pe teritoriul Moldovei intre 1633-1639,
relata cd in orasul Galati ,,se aduc... marfuri din
Constantinopol si Trapezunt, iar din acest oras
se vinde unt si branza. Aici locuiesc moldoveni,
turci, greci, unguri. Se gaseste peste din belsug,
morun, icre negre, nisetri si crap” [9, p. 82-83].
In 1652 calitorul Robert Bargrave relata ci la
Galati a gasit ,,bere foarte buna si un mied mi-
nunat (si alte bauturi - n.n.). Acest oras este
foarte bine indestulat cu diferite merinde, mai
ales cu peste, care este atit de ieftin incéit pentru
valoarea a doud pence am avut mai mult decat
indeajuns pentru hrand a 5 sau 6 insi. Aici se ga-
seste si miere din belsug si cea mai buna paine...
Orasul nu este mare dar cladirile sunt frumoa-
se si bune... sunt zidite si acoperite cu sindrila,
pusa una peste alta si armonios impodobite.” [9,
p. 486] De la Galati se trecea si in stanga Pru-
tului cum a procedat Paul de Alep: ,Am ple-
cat din Galati in dimineata de miercuri a lunii
octombrie (1656) si am trecut prin... Reni.” [1,
p. 282] In 1670 misionarul Francesco-Maria
Spera relata ca biserica catolica din Galati, ,,oras
comercial langa Dunare”, avea multe pravalii
[10, p. 209]. In 1676 cilitorul francez Jean-Bap-
tiste Tavernier relata: ,,De la Iasi la Galati (erau)
8 zile (de mers). Toate marfurile sunt taxate
acolo fiecare in parte si plata vamii se ia la Iasi,
dupa tidula pe care negustorul se ingrijeste sa o
aducd de la Galati, unde se inscriu pe cuvantul
lui marfurile pe care le declard.” [10, p. 525]

Pe la Galati intra in Moldova noul domn
la tronul tarii numit la Istanbul. Aici el era in-
tampinat cu mare fast de catre boierimea locala.
In 1676 cilitorul francez De La Croix relata:
»... Boierimea din Galati se infatiseazd la tre-
cerea domnului, insotitd de oastea de pedestri

si caldri, cu mai multe carete si o multime de
carute, cai si catari incdrcati cu provizii pentru
hrana domnului si a suitei sale, pana la Iasi, care
este la 4 zile de la Dundre.” [10, p. 259] Popula-
tia orasului Galati si altor localitati din Moldo-
va uneori era afectata de epidemii de boli virale.
Englezul italienizat Giovanni Battista de Burgo
relata: ,In 1681 bantuia ciuma la Galati, in toata
Moldova, Serbia etc...” [10, p. 570]

In timpul rizboiului dintre Imperiului
Otoman si cel Habsburgic (1593-1606) s-au
creat conditii favorabile si pentru ca instituti-
ile catolice din Italia sa-i sustind pe coreligio-
narii lor din Térile Roméane extracarpatice. In
1595-1596 misionarul Francesco Pastis din
Candia relata ca la Galati era o biserica catolicd
fara preot [7, p. 639]. Peste o perioada de timp,
la Galati a fost numit un preot catolic, dar el ac-
tiva in conditii materiale nefavorabile. In 1630,
afland-se in Galati, cdlugarul Paulo Bonici relata
despre necesitatea de a sustine material preotul
catolic local, deoarece in oras erau putini enori-
asi: ,,Aici la Galati sunt vreo 16 case (familii de
catolici — n.n.) cu biserica si fara preot... Si ca-
tolicii acestia ai nostri se fac ortodocsi pentru ca
nu au preot, indeosebi in ceasul mortii... In ti-
rile acestea preotii nu pot sa traiascd dacd nu au
vreun ajutor din alta parte si dacd nu stiu limba
valahd (romand - n.n.)... sau cea ungureasca sau
cea germand, nu vor putea realiza nimic.” [11,
p. 16-17, 27] Adica era necesar de a cunoaste
limbile enoriasilor (ungard sau/si germana) si
a comunititii majoritare din oras. In 1636 mi-
sionarul Benedetto Emanuele Remiondi relata
despre ,,0 biserica (catolicd - n.n.)... cladita din
lemn (se afla — n.n.) in orasul... Galati... aici lo-
cuiesc 12 familii de unguri catolici fara preot si
uneori vin in acest oras cdtiva negustori cato-
lici raguzani pentru marfurile si negotul lor” [9,
p. 94]. In 1641 episcopul Baksici relata ca in
orasul Galati ,,sant 41 de catolici pentru im-
partasanie si 8 copii; sdnt de origine maghiara,
dar putini din ei mai stiu ungureste ci vorbesc
romaneste. Au o biserica de lemn, acoperita cu
paie, lunga de 12 pasi si lata de 5 pasi, cu doua
usi, inchinatd Sf. Nicolae... N-au nimic pentru
efectuarea slujbei, si rareori vin aici preoti, pe de
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o0 parte pentru ca sant putini catolici, iar pe de
altd parte pentru ca sunt cam departe de alte lo-
calitati, unde se gasesc preoti (catolici — n.n.)...;
ar dori mult sa aibd un preot care ar putea sa-si
agoniseasca traiul...” [9, p. 227] In 1643 misi-
onarul Bartolomeao Bassetti relata cd ,biserica
din Galati... este din lemn, acoperita cu sindri-
la... Este lunga de 16 pasi, larga de 7... Case de
catolici sunt 13; suflete — 53; de impartasit — 48.
Nu este paroh.” [9, p. 180] In 1645 misionarul
Francesco Maria Spera relata ca ,,in biserica de
la Galati este un preot care slujeste... fara a fi
hirotonisit, si asa declara toti acesti poporani”
[9, p. 387]. In 1650 misionarul Bonaventura din
Campofranco mentiona ca orasul Galati ,are o
biserica (catolici — n.n.). Sunt vreo 30 familii
de unguri. Nu are nici un venit.” [9, p. 438] In
1652 Francesco Maria Spera relata ca ,la Galati
isi are resedinta parintele Sebenico, misionar”
[9, p. 391]. Intr-o dare iezuita din 1654 se relata
cd un preot catolic avea resedintd la Galati [9,
p. 507]. In 1659 episcopul Marian Kurski relata
cd ,biserica din Galati e fara preot” [9, p. 463].
In 1668 misionarul Vito Piluzzi relata ci biseri-
ca catolica din Galati era fard preot [10, p. 79].
In 1670 misionarul Giovanni-Batistta relata ci
la Galati ,,Biserica este facuta din nuiele imple-
tite si acoperite apoi cu pimant. Induntru sunt
doud altare, facute de parintele Antonio Rossi
misionar apostolic; are odajdii nu prea bune,
doud potire si o cruce de argint si unul din nu-
mitele potire s-a pierdut din cauza parintelui
Benedeto Ballati, misionar apostolic, cind a
slujit in acel loc; are acea bisericd o vie si sase
sau sapte pravalii care se inchiriaza cu un taler
imperial pe lung, si din banii aratati a treia parte
se da cantaretului si doud parti preotului si aco-
lo este acum ca paroh périntele Antonio Rossi,
misionar apostolic” [10, p. 218]. Iar misionarul
Franceso-Maria Spera in acelasi an preciza ca
preotului catolic din Galati ,,i se da 300 de aspri
pentru hrana. Acolo sunt 50 suflete de catolici
localnici, cativa negustori si cativa armeni.” [10,
p. 109] La 26 august 1671, nuntiul papal Vito
Piluzzi de Vignatello raporta: ,La Galati sta pa-
rintele Antonio Rossi din Mundeano, care da
asistenta religioasa si acelor catolici care se afla

la Chilia, la Ismail si la Braila, cetéti de la gra-
nitele Turciei fara biserici” catolice [10, p. 91,
560]. In 1672 cilatorul italian Cornelio Magni
relata cd la Galati: ,,... m-am dus sa vad bisericile
si am gasit trei sau patru deosebit de insemnate
— am gdsit una catolicd in care slujea parintele
din familia Rossi” [10, p. 105]. In 1682 misiona-
rul Vito Piluzzi relata ca la Galati era ,biserica
de lemn acoperitd in felul celor italiene mul-
tumitd priceperii parintelui del Monte... casa...
cu o gradind in bund stare... are trei vii, doua
cumpdrate de parinte... Sunt trei case de cato-
lici locuind statornic acolo: acestia — impreuna
cu negustorii si cu altii s-ar ridica la treizeci de
suflete. Parintele mai are grija si de bietii catolici
care se afla la Braila si la Babadag si care sunt
negustori raguzani” [10, p. 375]. In 1683 epi-
scopul catolic polon Icob Dluski a numit Galatii
printre cele patru localitati din Moldova, unde
preotii catolici aveau conditii normale de trai
[9, p. 227]. Prin urmare, cu sustinerea comuni-
tatii catolice preotii acestei confesiuni puteau sa
supravietuiasca cu succes in orasul Galati, mai
avand venituri de la vii, pravalii s.a.

La Galati erau mai multe biserici ortodoxe
ridicate in diferite perioade de timp. In 1641
episcopul Baksici relata ca in orasul Galati ,,sunt
100 de familii de romani... cu peste 2600 de su-
flete, toti schismatici (ortodocsi — n.n.). In acest
oras se afla o biserica mare (ortodoxa - n.n.) de
zid si frumoasa, ridicata de domn si inchinata
Sf. mucenic Dumitru; este vecina cu biserica
noastra (catolica — n.n.); (locuitorii) au 8 bise-
rici de lemn, acoperite cu sindrila si paie, ca si
(biserica) noastra.” [9, p. 180] In 1643 misiona-
rul Bartolomeo Bassetti relata cd in Galati sunt
»case de schismatici 3000 (probabil, de 10 ori
mai putin - n.n.), socotindu-se aici si turcii si
celelalte neamuri. Suflete 1300. Sase biserici si o
madnastire a grecilor (ortodocsilor - n.n.) unde
stau 8 calugdri” [1, p. 24]. Una din bisericile
ortodoxe a fost ridicatd de cdtre Vasile Lupu.
In 1653 cilatorul sirian Paul de Alep relata ca
recent Vasile Lupu a construit biserica Sf. Di-
mitrie [1, p. 26]. Paul de Alep mai relata ca ,in
acest oras sunt opt biserici, cele mai multe din
piatra: doud inchinate Maicii Domnului, doua
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St. Nicolae, doud Sf. Dumitru, una Sf. Mihail
si a opta — Sf. Paraschiva si Sf. Gheorghe” [1,
p. 291]. In Galati se afla si manistirea Sf. Ni-
colae, care intre 1642 si 1654 a servit ca rese-
dintd pentru patriarhul Athanasie al III-lea de
Patellarios oferitd de cdtre Vasile Lupu [12,
p. 191]. Trecand prin Moldova in 1701, staretul
Leonte relata: ,,Orasul Reni e mai frumos decét
Galatii”. Insd sub raport spiritual, lucrurile se
pozitionau invers: ,Dar, consemneazd peleri-
nul, nu sunt ménastiri ca la Galati” [13, p. 629].
In 1782 calatorul polon Josef Mikocha relata:
»Orasul Galati nu are mai mult de trei sute de
locuitori (capi de familie - n.n.) constdnd din
greci, romani, armeni i evrei. Mai sunt si turci,
care obisnuiesc sa se opreasca uneori o bucata
de timp aici numai din cauza comertului si tra-
ficului din Constantinopol.” [10, p. 141]

In Galati era si o biserici armeand. In 1661
caldtorul bulgar Vlas Koicevici relata ca la Ga-
lati: ,,Catolici sunt 126 de suflete... Aici sunt
doua manastiri de ale schismaticilor (ortodoc-
silor — n.n.) si doua alte biserici de ale lor de
lemn, iar armenii au una de lemn” [2, p. 295].
In 1743 cilatorul ungar Andras Patai relata ci
»orasul Galati, asezat pe malul Dunarii, odini-
oard avand multi catolici, acum abia numard
20 de case de catolici” [2, p. 298, 302]. In 1743
misionarul Francescantonio Manzi relata ca la
Galati si in imprejurimi locuiau 50 familii de
catolici, biserica fiind din caramida, acoperi-
ta cu olane si tigla. Ea avea trei imobile - doua
dughene, o pivnitd, care au fost arse in 1739 de
ienicerii turci. Mai avea si o vie mica [2, p. 234].
In 1745 misionarul Giovanni Maria Ausilia re-
lata ca la Galati erau 11 familii de catolici [2,
p. 447]. In 1762 misionarul Giovanni Hrisosto-
mo dei Giovanni relata cé la Galati erau doar 5
capi de familie [6, p. 206].

Prin Galati Moldova exporta sare. Pe la
1695 sultanul Mustafa II, la sugestia lui Con-
stantin Brancoveanu, domnul Térii Romé-
nesti, a emis un firman in care se mentiona ca
la Silistra, Nikopol, Rusciuk si in alte schele din
Balcani se vindea ,sare cumpdratd de tagma
negustorilor din partile Moldovei si din schela
numita Galati...” [2, p. 142].

La Galati, in biserica Sf. Gheorghe, inchi-
natd la Terusalim, a fost inmormantat hatma-
nul Mazapa. In 1722 Filip Orlik, unul din fos-
tii discipoli ai hatmanului, a vizitat Moldova
si a mentionat ca la 10 iunie a sosit ,la Galati
pe Dundre (care este - n.n.) intr-o pozitie fru-
moasd, dar orasul e saracdacios. Locuitorii ne-au
primit cu multd cinste si mi-au adus o stiuca
si un crap mare pentru masd. Seara m-am dus
la biserica Sf. Gheorghe, unde am vazut mor-
méntul rdposatului Mazepa... ne-a intdmpinat
egumenul acestei biserici si manastiri..., care
tine de muntele Athos.” [14, p. 156] Biserica Sf.
Gheorghe din Galati a fost ridicata ,,prin osar-
dia dumnealui Hagi Mihalache in timpul lui Is-
trate Dabija Voievod, in anul 7172, deci 1664,
aprilie 17, asa cum reiese din inscriptia bisericii.
La construirea ei s-au utilizat materiale de con-
structie din castrul roman de la Barbosi (cartier
al Galatiului), iar ctitorul, probabil un negustor,
a inchinat biserica Sfantului Mormant de la Ie-
rusalim. Hatmanul Mazepa a fost inmormantat
in bisericd, in mijlocul navei, intr-un mormént
cu boltd construit din caramizi. Mormantul lui
Mazepa a fost reficut de mai multe ori pana
cand i s-a pierdut urma, odata cu demolarea Bi-
sericii Sf. Gheorghe. In zilele noastre doua carti-
ere (Mazepa I i II) din municipiu poartd nume-
le fostului hatman ucrainean, iar intr-un parc
de pe strada Basarabiei i s-a ridicat o statuie.

D. Cantemir mentiona cd la Galati se afla
»piata cea mai vestitd de pe intregul Danubiu.
Aici, de doua sau de trei ori in fiecare an, trag
navele nu numai din locurile invecinate cu Pon-
tul — din Crimeea, din Trapezunt, de la Sinope,
de la Constantinopole - ci (si) din Egipt..., si se
intorc incarcate cu lemne din Moldova - de ste-
jar, corn, brad — precum si cu miere, ceard, sare,
unt, salpetru si grane - lucru de pe urma cdruia
nu putin castig dobandesc toti locuitorii Mol-
dovei.” [10, p. 295]

Galatii si alte localitdti din Moldova au su-
ferit mult in timpul confruntérilor militare din
ultimul sfert al secolului al XVII-lea. In 1686
Philippe le Masson Du Pont, inginer francez in
serviciul statului polonez relata ca Galati, unul
din cele mai mari orase din Moldova, a fost rui-
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nat: ,Nu se recunosc locurile unde fusese targuri
si sate, decat prin ruinele lor si prin roadele pe
care le afld in vecindtatea lor, semintele rasarind
mereu pe pamantul care este foarte bun.” [15,
p- 258] Situatia orasului s-a complicat din nou in
timpul ostilitatilor habsburgico-ruso-otomane
din 1735-1739. In 1736 la Ismail au iernat ieni-
cerii. Potrivit relatarilor cronicarului turc Meh-
med Sabbi, ,temand-se (demnitarii otomani —
n.n.) de eventuale atacuri din partea dusmanilor
de prin partile Oceakovului, Moldovei si Hoti-
nului... li s-a poruncit ogeakurilor (campaniilor
- n.n.) de tunari si de arabagii (carutasi - n.n.)
sa ierneze in cetatile Chilia, Ismail si Braila” [16,
p. 459]. Razboiul a cauzat otomanilor mari pa-
gube materiale si umane. Potrivit relatarilor lui
Ion Neculce ,,pere turcii ca frundza, de pica pre
Dundri in gios, sile aduce Dunarea trupurile pre
la Galati si pre la Smil” [6, p. 257].

Conditii favorabile la producerea diferitor
bunuri materiale si pozitia geografica propice
efectuarii schimbului de marfuri permitea lo-
calnicilor sa céstige bani pentru produsele lor.
Prin schela Galati domnul Moldovei trimitea
la Istanbul cantitati mari de produse alimenta-
re sub forma de zaherea. In 1757-1758 Scarlat
Ghica, domnul Moldovei, comunica ,la Poarta
cd in schela Galati au fost incarcate 19300 chile
de grau si 2700 chile de orz, in diverse vase. In
acelasi timp, se promite ca vor fi depuse toate
eforturile pentru transportarea la schela a intre-
gii cantitdti de zaherea, in afara de cea necesara
pentru insimantare.” [6, p. 258] In aceeasi peri-
oadd Scarlat Ghica comunica la Poarta ,,ca dupa
dezghetarea Dunirii au fost trimise la Constan-
tinopol prin schela Galati, o data 98900 chile de
zaherea si alta datd 48104 chile...”, in total circa
147 mii tone de zahirea. Orasul Galati servea ca
loc de stationare a marilor demnitari otomani
in timpul trecerii lor prin Moldova. In 1757-
1758 Scarlat Ghica comunica unui vizir ,,ca au
fost trimisi oameni ca sd pregateascd cele tre-
buincioase la menzilurile (locuri de stationare
- n.n.) Sultan Kislasi si Galati, pe unde urma sa
treacd vizirul, care iernase la Babadag si se in-
drepta spre Moldova” [13, p. 629]. In 1782 cali-
torul polon Josef Mikocha relata: ,,Orasul Galati

nu are mai mult de trei sute de locuitori (capi
de familie - n.n.) constand din greci, romani,
armeni si evrei. Mai sunt si turci, care obisnu-
iesc sd se opreasca uneori o bucata de timp aici
numai din cauza comertului si traficului din
Constantinopol. Portul este intotdeauna plin de
corabii care vin aici de la Constantinopol ca sa
ia granele si celelalte furnituri, pe care domnii
Moldovei si Tarii Romanesti trebuie sd le pre-
dea Portii.” [2, p. 266] Din cauza dominatiei
otomane populatia orasului Galati nu crestea,
numarul ei limitdnd-se la 300 de familii.
Calatorul turc anonim din 1740 mentiona
ca la Galati isi avea ,resedinta un serdar (co-
mandant — n.n.) de ieniceri, fiind pus anume
la cererea intendentului pescariei si a boierilor
pentru a tine in frau pe numerosii lazi care vin
acolo ca salahori si dau adeseori prilej de inca-
ierari. Schela Galati este frecventata de corabii
din Constantinopol si Egipt. La Constantino-
pol se exporta cherestea si sare in droburi.” [13,
p. 499-500] Cu transportarea produselor ali-
mentare, colectate de la plugarii romani din
Moldova se ocupau unii militari turci din kadi-
atul Braila, care supravegheau incdrcarea cere-
alelor in corabiile venite din Istanbul la schela
Galati de catre unii intreprinzdtori particulari.
Raguzanul Stephan Raicevici, care din 1775 a
fost agent neoficial al austriecilor in Principate,
relata: ,Vara trag in porturile Galati si Braila,
asezate pe malurile Dundrii, un numar mare de
vase turcesti, care apartin lazilor, ce navigheaza
de la Trapezunt si care sunt toti ieniceri... Mun-
tenii si moldovenii sunt siliti sd-si trimitd toate
granele in aceste douad targuri, unde negusto-
rii... cumpard dupa cum vor ei atat in ceea ce
priveste pretul, cat si masura. De obicei, bietii
tarani sunt foarte multumiti cdnd se pot intoar-
ce vii si nevdtdmati in bordeiele lor si sunt foar-
te fericiti cand aduc ceva bani. De obicei, ciu-
ma contribuie in acest timp sa facd sederea in
cele doud porturi incd si mai primejdioasa.” [6,
p- 301, 308-309] In 1784-1785 vizirul Tusuf pasa
comunica ,,serdarului de Galati ca supusul cres-
tin... Bedros efendi, saraful transportului fiscu-
lui de stat, impreuna cu asociatul sdu Megara,
avand capital de cite 50 de pungi de aspri, in
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total 100 de pungi, au dificultati la transportul
de zaherea din schela Galati. In acest sens i-au
scris serdarii, atat valiul de Oceakov cat si Ali
pasa, serasker de Ismail, cd au greutati din par-
tea lazilor, a negustorilor de kapan (din Istanbul
- n.n.)”. Beii cu ienicerii lor tot mai des inde-
plineau functia de pazitori ai orasului Galati de
atacurilor dusmanilor interni si externi. La 24
octombrie 1786 sultanul Abdul Hamid I beiul
turc din acest oras de pe malul Dunarii ,,in locul
decedatului Osman aga de ieniceri... din schela
vecind a Galatilor a fost numit zabitul Mehmed
ca sd se ocupe cu incarcarea si transportul vase-
lor cu zaherea, iar ca serdar (comandant — n.n.)
la aceeasi scheld a fost numit Iakub din cam-
pania... (a) 64-a, care a dat dovada ca este un
bun administrator al neferilor (ostasilor - n.n.),
avand grija si de paza orasului si de transportul
zaherelei” [6, p. 309].

Autoritatile turcesti impreuna cu cele mol-
dovene rezolvau diferendele aparute intre intre-
prinzatorii de la Istanbul si vamesii de la Galati.
La 9 noiembrie 1786 Abdul Hamid I poruncea
lui ,,Ibrahim stegar... al marelui vizirat, numit
mubasir al serdarului de Galati... si voievodului
Moldovei (Constantin Mavrocordat) sa rezolve
pricina crestinului... Bedros, saraf al monetariei
imparatesti care avand vase pentru negot de za-
herea, la Galati, a ajuns la incurcaturi banesti cu
vamesii de Galati... si cu asociatul sdu Macarie...,
de la care avea de luat o sutd de pungi de aspri”
[6, p. 391-392]. La 1 octombrie 1795 domnul ta-
rii Alexandru Calimachi anunta Poarta cé ches-
tiunea abordata de negustorii kapanului din Is-
tanbul care s-au plans imparatiei ,,ca domnul nu
procurd si nu transportd zaherea la schela Galati
pentru aprovizionarea capitalei” urma sa fie re-
zolvata pana la Sf. Dumitru [6, p. 362].

Prin Galati la Istanbul era transportat si
materialul de constructie, pregatit in Moldova
pentru capitala otomana. La 16 aprilie 1788 sul-
tanul cerea domnului Moldovei ,,sa procure si
sa expedieze 1136 bucati de scanduri de tei... la
schela Galati. De aici fiind incércate in vase, ur-
mau sa fie transmise la Poarta.” [6, p. 318]

Uneori, produsele alimentare, colectate
de la plugarii moldoveni pentru turci si aduse

in Galati, autoritatile otomane le transportau
la depozitul imperial din Isaccea. La 18 aprilie
1787 Abdul Hamid I i-a poruncit domnului
Moldovei Alexandru Ipsilnati ca ,toata canti-
tatea de faina rdmasd intre cetatea Oceakov si
Moldova sa fie transportata la schela Galati si
predata nazarului Brdilei... Apoi zahereaua de
mai sus sa fie incarcata in vase, transportatd si
predatd intendentului de hambar... din Isaccea.”
[6, p. 402] La Galati se opreau si unii negustori
straini care transportau produse alimentare la
Istanbul. Dintr-o scrisoare nedatata din seco-
lul al XVIII-lea se vede ca negustorul Popovici
din Austro-Ungaria a incdrcat grau la Zimni-
cia (Bulgaria actuald), pe care l-a transportat
la Istanbul, facand o oprire in portul Galati [2,
p. 394]. La mijlocul secolului al XVIII-lea cdla-
torul francez Charles-Claude de Peyssonnel re-
lata ca ,,de la Vidin la Galati trebuie sd inchiriezi
vase anume. Chiriile sunt de obicei de la 28 pana
la 30 de piastri si de la Rusciuk la Galati de la
15 pana la 20. Orasul Galati este schela cea mai
insemnata din Moldova. Acest oras se afla sub
autoritatea unui dregator moldovean numit de
voievod - are titlul de parcilab. In toate orasele
Moldovei este cate un ofiter turc, numit besli-
agasi de care asculta musulmanii stabiliti acolo
sau care vin acolo pentru treburile lor. Cele mai
multe marfuri indreptate spre Moldova sunt
debarcate la Galati si tot acolo se imbarcd cele
care vin din Moldova.” [6, p. 409] De posibili-
tatile Moldovei de a exporta materie prima prin
intermediul portului Galati erau cointeresate si
unele mari tiri europene. In anul 1775 Rusia a
infiintat primul consulat local, iar in anul 1805
Franta si Anglia au organizat vice-consulate.
Insid la Galati soseau si negustori care tin-
deau sda cumpere de la taranii romani cereale la
preturi derizorii pentru a le vinde cu mare pro-
fit in capitala otomand. Pe la 1800 autoritétile
Moldovei cereau celor din Istanbul sa regleze
mai strict aceste tendinte, care periclitau inte-
resele producatorului roman si ale cuamparato-
rului din Istanbul. Aceste si alte nelegiuiri ur-
mau a fi curmate in conformitate cu firmanul
lui Selim al III-lea din 29 septembrie 1802, care
prevedea cumpararea produselor alimentare
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din Moldova fixate doar in Galati de catre ne-
gustorii numiti de citre Poarta [2, p. 402].

La Galati activa si un santier de construc-
tie a vaselor fluviale si maritime. La mijlocul
secolului al XVIII-lea Peyssonnel relata ci in
Galati ,,sunt chiar mai multe santiere unde sunt
construite, foarte ieftin, vase de negot de orice
madrime pentru navigatie pe Marea Neagra si pe
Dunare. Mi s-a spus la Galati cd erau tot atat de
bune catargele din Moldova ca cele din nord”,
adic din tirile scandinave [2, p. 627]. In 1768
agentul comercial german Nicolaus Ernst Klee-
mann relata ca la Galati sunt ,,vase mari cu trei
catarge, care de cele mai multe ori erau incdrcate
cu grane pentru Constantinopol. De asemenea,
se construiau atunci (altele) la santierul de aco-
lo.” [13, p. 326] In 1779 Georg Lauterer mentio-
na ca ,la Galati se mai afla un santier important
de vase, in care anual se construiesc aproape
10-12 corabii maritime noi cu 2 si 3 catarge si
se repara mai multe cordbii vechi, de aceea, se
face mare consum anual de stejar si alte lemne
bune pentru construirea de nave, precum si de
gudron, smoald, canepa si fierdrie, primele sunt
procurate din Moldova si Polonia la pret foarte
ieftin, iar cuiele si fieraria sunt aduse din Bos-
nia”. La 25 iulie 1787 marele vizir Iusuf pasa
ordona domnilor Moldovei si Munteniei si
trimitd prin bratul Sulina ,cele doud galioane...
construite la schela Galati, avand lungime de
cite 45 de arsinuri” [6, p. 326]. In 1794-1796
marele vizir Izzet Mhmed pasa cerea domnului
tarii Mihai Sutu ,,sd trimitd prin schela Galati,
cheresteaua ce se taia din padurile moldovenesti
fiind necesara pentru galioanele... arsenalului
amiralitatii... deoarece in schele de mai sus era
numai un rest de 27 stalpi si grinzi..., 200 000 fi-
ind lipsd, porunceste ca cheresteaua sa fie adusa
cu plutele, sa fie incarcate in vase la schela Galati
si trimisd in graba, cat timp marea este linistita”
(6, p. 386]. Potrivit scrisorii consulului austriac
Merchelius din Bucuresti, negustorul Atanasie
Sakelarie urma sa trimita din Galati la Rusciuk
caice, boia, plumb si land [6, p. 414].

In timpul razboaielor ruso-turce din sec.
XVIII si inceputul secolului al XIX-lea, orasul
Galati a suferit din cauza ambelor armate be-

ligerante. In 1780 diplomatul polon Kajetan
Chirzanowski relata cd ,orasul Galati, asezat pe
Dundre, a fost ars de turci in timpul ultimului
razboi, ca sd scoatd din el pe muscali, ce tineau
aici o garnizoana destul de puternicd. Acum insa
a fost construit din nou mai regulat si mai fru-
mos. Parcdlabul (chelarul) dregatoriei... este gu-
vernatorul orasului si comandantul portului. In
port sunt magaziile moldovenilor si muntenilor
in care se asaza produsele ce urmeaza a fi trans-
portate in Marea Neagra: vinuri, multe fructe
uscate, lana, piei, sare etc. Pe uscat sunt duse la
Constantinopol vitele (bovinele - n.n.) si caii.
[...] Armenii din Polonia se ocupd cu negotul
Turciei cu Polonia si vin aici in portul Galati, de
unde se duc sau pe mare sau pe uscat la Constan-
tinopol. Locuitorii acestei tari socotesc cd sunt
doud momente mai potrivite pentru navigatia
pe Marea Neagrd, anume primadvara in aprilie si
toamna in septembrie. Daca e vantul bun te duce
din Dundre pe Marea Neagra pana la Constanti-
nopol in trei zile.” [13, p. 451] In 1798 cilatorul
francez Joseph Parant relata ca ,portul Galati
este schela cea mai insemnatd din Moldova. Este
asezat pe tarmul de miazanoapte al Dundrii, cam
la 40 leghe de gurile ei. Acest oras este sub auto-
ritatea unui dregitor moldovean, pe care-l tine
domnul acolo cu titlul de parcalab. Ca in cea mai
mare parte din celelalte orase, acolo se mai afla
un dregétor turc numit besli-aga, pentru a exer-
cita autoritatea asupra musulmanilor, ce se afla
acolo, si a judeca pricinile lor. La Galati este locul
de desfacere pentru cele mai multe din marfurile
trimise in Moldova si in térile vecine. Cel putin
acolo se incarcd aproape toate cele care pleaca
din Moldova.” [17, p. 1305] In martie 1806, din
Tasi demnitarul rus A. Ciartoriiski primea stirea
cd painea adunata de cu toamna (1805) la Galati
era incdrcata in corabii pentru a fi transportatd la
Istanbul [18, p. 618.].

In 1806 guvernul rus si-a introdus trupele
sale in Principate fard a declara rdzboi Impe-
riului Otoman. Dupa intrarea trupelor ruse in
cetatile otomane de pe teritoriul Moldovei (in
afara de Ismail) s-a inceput ,inventarierea” tro-
feelor de razboi. Un interes deosebit prezentau
vasele fluviale din orasele Reni si Galati, care
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puteau fi inarmate si utilizate in scopuri mili-
tare. La 6 ianuarie 1807 generalul Meiendorf
raporta comandantului rus din Principate, Mi-
chelson: ,Am trimis din partea mea la Reni si
Galati pe capitan-locotenentul Akimov pentru
cercetarea vizuald a barcilor si altor genuri de
vase si acum printr-un raport el mi-a transmis
ca a gasit in Reni 4 barci mari cu o lungime de
circa 10 picioare, 6 mici. Toate aceste vase pot
avea artilerie: cite un tun (de calibru de - n.n.)
6 ori 8 funturi si 4 falconete la o barca mica...
Dar toate acele vase urmeaza a fi intdrite cu
membri suplimentari (de echipaj pentru de-
servirea — n.n.) artileriei, iar pentru tunuri se
cer a fi construite afeturi” [19]. Pe 31 mai 1807
maiorul Beratov raporta superiorilor ci turcul
Pambukci din Reni trimitea cereale din ham-
barele din acest oras otomanilor, care se aflau
in cetatea Ismail, asediata de trupele ruse. Fiind
arestat, Pambukci cu incd trei familii de turci
numadrand 39 persoane (15 de sex masculin si
24 - feminin), au fost trimise la Galati [20].

Dupa 1812 importanta orasului Galati cres-
tea tot mai mult. Incepand cu anul 1834, vapoa-
re cu aburi austriece faceau deja curse regulate
pand in Galati. Aici se facea un important co-
mert de tranzit cu tdrile germane. Sporea im-
portanta constructiei de nave militare de mari
dimensiuni. In 1850 Statele Unite ale Americii
si-a deschis la Galati un viceconsulat, transfor-
mat in 1858 in consulat.

Fiind mentionat pentru prima data in sur-
sele istorice in 1445 localitatea Galati dupd ocu-
parea Chiliei (1484) si a Reniului (1621) a de-
venit unicul port al Moldovei, prin intermediul
caruia locuitorii ei ficeau legaturi economice
intense cu orasele de pe litoralul pontic si chiar
din Marea Mediterana. Insa din cauza domina-
tiei straine numarul locuitorilor din oras crestea
foarte incet. Orasul a inceput sd se dezvolte mai
repede dupa ce, treptat, a fost lichidata domi-
natia straind asupra spatiului romanesc extra-
carpatic.
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Viorel GHEORGHE

Din istoria patrimoniului municipiului Buzau

Rezumat. Articolul prezinta date inedite din istoria municipiului Buzdu. Cercetarea se axeazd, in particular, pe istoria
patrimoniului material al municipiului Buzdu. Se reconstruieste istoria parcurilor din orasul Buzdu inainte de Primul Razboi
Mondial si a Palatului Comunal dupa 1944.

In anii Vechiului Regat, orasul Buziu a cunoscut un interesant proces de modernizare. Edilii buzoieni au incercat in anii
de dinaintea Primului Ridzboi Mondial sa aduci orasul la standarde europene. Dupa 1877, Buzaul incepe o serie de actiuni
de modernizare si infrumusetare. Drept urmare, aspectul oragului s-a schimbat destul de mult. Primdria a acordat atentie
intretinerii parcurilor publice, prin plantarea puietilor, instalarea statuilor si a cladirilor de agrement. Crangul a intrat si el in
vederile edililor pentru a fi transformat intr-o gradind publicd veritabila.

In timpul celui de-al Doilea Razboi Mondial, pani in august 1944, Buziul a fost relativ putin afectat. Dupa 23 august
situatia s-a schimbat dramatic, iar pe teritoriul orasului s-au purtat lupte grele cu armata germani. In ziua de 27 august 1944,
Palatul Comunal a ars in totalitate. Autoritatile locale au inceput, in toamna anului 1944, lucririle de restaurare a acestuia. in
1949 se incheie astfel refacerea Palatului Comunal, dar din motive financiare, interiorul nu a fost niciodata restaurat autentic.
Palatul Municipal a rendscut insd, spre bucuria locuitorilor.

Cuvinte-cheie: municipiul Buzdu, Vechiul Regat, al Doilea Rizboi Mondial, Palatul Comunal, Cring, parc, gradina,
Bufet, restaurare.

From the History of the Heritage of the Municipality of Buzau

Abstract. The article presents new data from the history of the municipality of Buziu. The research focuses, in particular,
on the history of the material heritage of the municipality of Buzau. The history of the parks in the city of Buzdu before the First
World War and of the Municipal Palace after 1944 is being reconstructed.

During the years of the Old Kingdom, the city of Buzau experienced an interesting modernization process. In the years
before the First World War, The mayors of Buzéu tried in the years before the First World War to bring the city up to European
standards. After 1877, Buzaul began a series of modernization and beautification actions. As a result, the appearance of the city
has changed quite a bit. The town hall paid attention to the maintenance of public parks, by planting saplings, installing statues
and recreational buildings. The Grove also entered the views of the city councils to be transformed into a real public garden.

During the Second World War, until August 1944, Buziul was relatively little affected. After August 23, the situation
changed dramatically, and heavy battles were fought with the German army on the territory of the city. On August 27, 1944,
the Municipal Palace burned completely. The local authorities began, in the fall of 1944, the works to restore it. In 1949, the
restoration of the Municipal Palace was completed, but for financial reasons, the interior was never authentically restored.
However, the Municipal Palace was reborn, to the joy of the residents.

Keywords: Buzau municipality, Old Kingdom, World War II, Municipal Palace, Grove, park, garden, Buffet, restoration.
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B uzeu, Bufetnl Cringuloi

Fig. 1. Prima varianta constructiva a bufetului din Crang. Colectie personala.

A. Parcurile orasului Buziau inainte de
Primul Razboi Mondial

Crangul este o veche ramadsitd al vechiului
codru al Vlisiei, atestat documentar in vremea
lui Radu de la Afumati (1522-1529). Se afirma
fara a exista date certe, cd Radu cel Mare (1495-
1508), ctitorul Episcopiei Buzaului, printre alte
bunuri a inzestrat-o cu 600 pogoane de padure,
interzicand insd locuitorilor sd taie copaci, opre-
liste deseori incélcata. Episcopia avea dreptul de
a tdia lemne din Crang, prevedere care in timp
s-a vazut ca punea in pericol chiar existenta
acesteia. Incepand cu anul 1828, Crangul a fost
folosit de ordseni ca loc de promenada, padurea
fiind in continuare proprietatea Episcopiei. In
anul 1852, domnitorul Barbu Stirbei a trecut,
padurea prin ofis domnesc, in proprietatea ora-
sului Buzau pentru a face din ea ,,Gradina Publi-
ca, loc de verdeatd pentru inlesnirea orasenilor
in zilele de sarbétoare, cu conditia de a nu se taia
lemne dintr-ansa” [1]. Prin aceasta decizie a fost
salvatd batrana padure de la distrugere.

Ca urmare a acestei hotdrari domnesti,
chiar din 1852, pentru cé locuitorii isi pasteau
animalele in Crang (numit in epocd si Dum-
brava), autoritatile au dispus scoaterea vitelor
si ramatorilor de aici si angajarea unui paznic.
Crangul a fost stapanit de Primarie pana in anul

1870, cand s-a tdiat si defrisat chiar in mijlocul
ei o suprafatd extinsa, pentru a se face o piata
»pentru tragerile la semn”, necesara unitatilor
militare locale. Guvernul a considerat ca Prima-
ria a incdlcat hotdrarea domneasca din 1852 si
a dat in judecatd autoritdtile locale. Procesul s-a
incheiat abia in 1876 iar guvernul a luat decizia
de a trece Crangul in proprietatea definitiva a
Comunei buzoiene. Situatia juridica a Crangu-
lui a facut obiectul ordinii de zi a sedintei din
29 ianuarie 1881 a Camerei Deputatilor, fiind
adoptatd legea prin care s-a recunoscut Pri-
mariei dreptul de proprietate asupra padurii.
Aceasta a fost publicata in ,,Monitorul Oficial”
din 19 aprilie 1881. [1]

Dupa 1877, Buzaul, ca majoritatea oragelor
din Vechiul Regat incepe o serie de actiuni de
modernizare si infrumusetare. Crangul a intrat
si el in vederile edililor pentru a fi transformat
intr-o gradina publica veritabila. S-a avut in ve-
dere plantidri de puieti in luminisuri, amenaja-
rea de alei si a unui stabiliment de tir, drenarea
apelor pluviale. Pentru a realiza aceste obiec-
tive, au fost angajati 6 lucrétori ca ajutoare ale
gradinarului Iohann Waldlik, platiti cu 50 lei
lunar. In anul 1883, bugetul orasului a previzut
suma de 300 de lei, pentru cumpararea de ar-
bori, din care o parte au fost plantati in Crang.
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Buzeu

Yede

re din Cring

Fig. 2. Vedere din Crang spre vechiul bufet.

Bancile de lemn aflate pe aleile acestuia, au fost
reparate [2]. Peste ani, in 1908, bugetul orasu-
lui era in continuare zgarcit fatd de Crang. Erau
prevazuti pentru a se cheltui doar 1000 de lei.
Cu acesti bani s-au plantat brazi si au fost repa-
rate serele si bancile [3].

In 1882, in lungul Caii Dumbravei, a ince-
put construirea cazdrmilor, initial pe un teren
de 8.93 hectare. [4] Din 1883 una dintre aceste
cladiri a fost folosita de recent infiintatul Regi-
ment 7 Artilerie. In 1888, primiria a acceptat ca
un teren din imediata vecinatate a Crangului sa
fie folosit ca teren de instructie de cétre célarasi.
[5] Stationarea permanenta a soldatilor la mar-
ginea Crangului nu a fost totdeauna benefica,
daca luam in considerare memoriul percepto-
rului de la Bariera Parcului, care la 24 februarie
1900 sesiza administratia locald ca ,,militarii din
cazarmile de langa Crang au cauzat stricaciuni
arborilor si ierbii din padure”. [6]

Bufetului, construit in incinta Crangului,
functiona din 1859. La sedinta Consiliului Co-
munal din 4 ianuarie 1887, pe langd alte masuri
legate de administrarea si protejarea padurii
Crang, se mentioneaza si inchirierea acestui bu-
fet pentru o perioada de 3 ani. Plata chiriei urma
sd se faca in patru rate trimestriale iar dreptul de
exploatare se acorda prin licitatie publica. [7,

f. 1] Bufetul a fost demolat si reconstruit in
1897, respectand trasaturile arhitecturii popu-
lare roménesti si mai cu seama pe cea din zona
Chiojdu. Tot prin licitatii, organizate anual,
era cosita iarba si erau taiati copacii uscati. De
exemplu contractul incheiat in 1883 stipula si
obligatia de a se rezerva Primariei 44 si jumatate
de care cu fan, fiecare de 750 oca, pentru hrana
celor 13 cai ai Comenzii de Incendiu si alte 14
care pentru boii folositi la carutele Serviciului
Salubritatii. [8]

~Imbunititirile din padurea Crang” a fost
una dintre problemele prioritare ale sedintei
Consiliului Comunal din 9 ianuarie 1887, ho-
tardndu-se ca principalele lucrari sa fie cele de
imprejmuire, reamenajarea drumurilor vechi,
taierea arborilor bétrani si a acelora care se afla
pe linia drumurilor ce se vor deschide. S-a intrat
in tratative cu inginerul silvic Elenterescu, care a
depus doud tablouri care contineau esenta si di-
mensiunile fiecrui arbore. Acesta a propus spre
aprobarea Consiliului si un proiect de exploata-
rea acestor arbori in anteprizd, care a fost res-
pins, considerandu-se mai avantajoasa exploata-
rea lor in regie, ceea ce urma sa aduca Comunei
beneficii de 7200 lei. [7, f. 4] In conformitate cu
hotarirea Consiliului Comunal, prin care s-a
stabilit amenajarea unei cai de legdturd intre oras
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Buzeu.

Elegteu Crangulul,

si Crang, au fost expropriate terenuri din prelun-
girea strazii Garlitei, al carui pavaj fusese refacut.
Licitatia pentru construirea noului bulevard s-a
organizat la 15 ianuarie 1887, lucrarile fiind in-
cheiate la 31 martie 1888 A primit numele de Bu-
levardul Parcului, iar din 1896, ,,I.C. Bratianu”
ca semn de omagiu adus memoriei marelui om
politic roman. In 1891 a fost pavati, pentru a de-
veni o artera de circulatie modernd iar in 1892 pe
noul bulevard au fost amplasate 46 de canapele,
completate cu alte 40 in 1908.

In anul 1891, gridinarul orasului Franz
Marti a plantat 200 de mesteceni, cumparati de
la pepiniera bucuresteana a lui Louis Lagvray,
iar de-a lungul aleeilor 200 de tei. [9, f. 10]

Importante amenajari au fost efectuate in
anul 1897 cand s-a realizat betonarea helesteului
si construirea unui stavilar, repararea pavilionu-
lui pentru muzica Regimentului 8 Dorobanti,
amenajarea insulitei, a unui pavilion si a podu-
lui de acces la grota artificiald de aici. Acestan a
reprezentat si momentul inceperii lucrarilor de
alimentare cu apa a orasului. Intr-o prima faza
s-a incercat gédsirea unei surse de apa in zona
Oborului, pentru ca era foarte aproape de oras.
In urma analizelor s-a demonstrat ci aceastd apa
nu corespunde asa ca urmdtoarele foraje au fost
efectuate in Crang. In baza analizelor efectuate

Fig. 3. Vechiul turn de apa si insulita din Cring, inainte de Primul Rizboi Mondial.

la Bucuresti, s-a hotarat folosirea sursei de aici
[10]. Licitatia din 20 iunie 1897 a fost castigata
de inginerul Emil Boianovici [11], care a con-
struit primul castel de apa, dupa care s-a pro-
curat si instalat locomobila care actiona instala-
tiile de pompare, s-au forat puturile necesare si
s-au montat conductele pentru alimentarea cu
apa a orasului. Pentru intretinerea peluzelor din
Créng au fost montate doua guri de apa. Al doi-
lea rezervor de apa din Crang a fost realizat in
anul 1907 de cétre inginerul Mihail Lorentz. De
asemeni a marita si imbunatatita statia de pom-
pare. Lucrdrile la Uzina de apd au continuat in
1913, cand acelasi inginer Mihail Lorentz a fa-
cut alte foraje. La solicitarea Primariei, Serviciul
Tehnic al Casei Padurilor din Bucuresti a intoc-
mit un plan de sistematizare, lucrare realizatd
de arhitectul peisagist, inginer A. Bonet. In anul
1911 a fost revizuit angajamentul de infrumuse-
tare, lucrari realizate sub indrumarea ingineru-
lui silvic C. Radulescu. Acesta a intocmit un ra-
port in care mentiona ca padurea era traversata
prin mijloc de o sosea larga, in prelungirea bule-
vardului, cu alei radiale si doua sosele interioa-
re. Ca specii de arbori existau: stejar pedunculat,
ulm, artar, tei si ghindar. Etajul predominant era
format de copacii seculari si in mai micd masura
de molizi si brazi. Expertul conchidea cd acest
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Fig. 4. O alta imagine cu rezervoarele de apd din Crang. Colectie personala.

etaj era foarte slab, atat din cauza vérstei ina-
intate a stejarului, cat si prezentei a numerosi
daunatori. S-a propus folosirea de material sa-
ditor din pepiniera pentru plantarea golurilor,
aprobarea tdierilor doar pentru regenerare si
deschiderea unor alei spre vest. Materialul sadi-
tor a fost procurat de la Pepiniera Lacul Tei din
Bucuresti (1300 puieti in valoare de 17510 lei ) si
de la Administratia Casei Padurilor (10000 pu-
ieti in valoare de 20000 lei ). [12] Pentru intre-
tinerea Crangului erau angajati un gradinar sef,
un ajutor, un sef de echipd, 2 lucratori gradinari
permanenti, 9 angajati pentru opt luni pe an, un
gradinar al padurii si un altul pentru Bulevardul
I.C. Bratianu. [12]

Casa de la gradina publica, construita in
1906, a fost inlocuitd in 1910 cu casa gradinarului
folosita atat de gradinar cat si de padurar. Era o
cladire in stil venetian, lucrare inceputa in 1909
si finalizata la 20 octombrie 1910. Pentru aceas-
td constructie primaria a cheltuit 8847,50 lei.
[13] O alta constructie existenta in Crang, era
cladirea paznicului care se gdsea la intrare, spre
bulevardul I.C. Bratianu. [14]

Crangul in toatd aceastd perioada a fost
principalul loc de promenada al locuitorilor din
Buzau, dar in acelasi timp, alaturi de Teatrul
Moldavia, a devenit locul de desfasurare al ser-
barilor scolare sau al festivitatilor prilejuite de

sarbatorile nationale.Vecinatatea acestei batra-
ne paduri cu orasul a avut si o altd importanta
pentru cd de aici venea ,,un rau de aer curat”
[15]. Veritabild comoara a Buzdului, Crangul a
fost facut celebru de Ion Andreescu in picturd si
Hortensia Papadat-Bengescu in literatura.

O altd gradina publicd importantd a Buza-
ului in acesti ani a fost cea din centrul orasului,
intre strada Targului si Calea Unirii. Inainte de
a se construi Palatul Comunal avea o suprafata
de 1978,50 m.p. si o formd dreptunghiulara. Ea
a luat fiintd in anul 1867 prin intelegerea dintre
Consiliul Comunal al urbei Buziu si a Comitetu-
lui permanent al judetului, care au hotarat des-
fiintarea pietei ,Iliescu” din mijlocul orasului si
formarea, in locul ei, a unei gradini publice. [16,
f. 27] Era imprejmuitd, spre strdzi, cu grilaj de
fier, iar in spate, spre pasaj, cu gard de scanduri
vopsite. In interiorul gridinii se afla un put de
piatra cu pompa si un bufet sub care era un beci.
[17] In zilele de sirbitoare, gradina publicd era
locul de intélnire al orasenilor, iar din 1900, mar-
tea si sambata, intre orele 20 si 23 cinta muzica
Regimentului 8 Dorobanti cu toate ca nu exista
un chiosc special amenajat pentru acest lucru.

Construirea Palatului Comunal a marcat
0 noud etapd in istoria acestei oaze de verdea-
ta din mijlocul urbei Buzau. Pe de o parte, prin
exproprierea cladirilor dintre pasaj si strada
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ey

Fig. 5. Buzdu, Scoala Normala.

Episcopiei suprafata ei se va méri considerabil,
insa va ramane neingrijitd si chiar va dispare in
aceastd perioadd a constructiei. Dupa termina-
rea edificiului, in 1903, o noua gradind publica
avea sa se configureze in dreptul fatadei princi-
pale a Palatului Comunal. [18]

Un mic parc a fost obtinut in anul 1891,
prin transformarea curtii bisericii Banu, din
imediata apropiere a liceului ,,Hasdeu”. Ideea
amenajarii acestui spatiu verde i-a apartinut lui
N. Knechtel, seful gradinilor publice ale statu-
lui. Tot el a realizat si planul dupa care s-a reali-
zat aceastd gradina publica. [9, £. 4]

Ca mai toate orasele al caror inceput se
pierde in negura istoriei, Buzaul a crescut si s-a
dezvoltat pana dincolo de mijlocul secolului al
XIX-lea, fard o sistematizare sau o organizare
a arterelor urbane sau a constructiilor. Case-
le s-au insirat unele langd altele, indesindu-se
spre inima targului si rasfirandu-se spre ma-
halale, dupa legi ale bunului plac. Nu au existat
oprelisti din partea administratiei locale decat
pentru cei nevoiasi; cei bogati isi construiau
case durabile, cu multe acareturi, unele chiar cu
gradini. Foarte putini dintre cei care si-au con-
struit case, si-au amenajat si gradini pe masura.
A existat insd si o exceptie si anume gradind —
parc, particulara, Marghiloman.

Gradina si parcul au avut o suprafata de
2628 de m.p. Terenul pe care s-a construit aceas-

ta frumoasa gradind aflat in zona de sud-est a lo-
calitatii a fost cumpdrat de Iancu Marghiloman
in anul 1867 de la Primaria orasului. [16, f. 32]
Pe acest teren, inainte ca el sa fie cumpdrat, tine-
retul mahalalei petrecea in postul Pastelui prin
hore fara lautari, asa numitele ,,seci”. [16, f. 34]

Dupa moartea acestuia, fiul siu Alexandru
Marghiloman construieste in mijlocul parcu-
lui vila ,,Albatros ”, o frumusete pentru Buza-
ul acelor ani, creeaza alei, peluze si un elesteu.
Realizeazi astfel cea mai reusitd gradina - parc
din orasul Buzdu, a carei eleganta era apreciata
si recunoscuti in multe orase ale tarii. Intre anii
1902-1903 parcul a fost imprejmuit cu zid de
piatra. Din pacate dupa moartea lui Alexandru
Marghiloman, vila si gradina au intrat intr-un
proces de degradare continua.

Edilii buzoieni au incercat in anii de di-
naintea primului razboi mondial sa aduca ora-
sul la standarde europene. Un oras lipsit insd de
parcuri si de gradini ar fi fost anacronic. Chiar
daca au cheltuit sume destul de mici pentru
intretinerea parcurilor, mécar au reusit sa pas-
treze in bune conditii Crangul. Fard eforturile
Primariei, astdzi, acest frumos monument al
naturii este greu de crezut ca ar fi supravietuit.

B. Refacerea Palatului Comunal dupa 1944
Pana in august 1944, Buzdul a fost relativ
putin afectat de rdzboi. Dupd 23 august situatia
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Fig. 6. Cladiri din Piata Dacia, inainte de 1914.

s-a schimbat dramatic, iar pe teritoriul orasului
s-au purtat lupte grele cu armata germana, care
incerca sa se retragd spre Transilvania. In ziua de
27 august 1944, Palatul Comunal, unde se pare
ca se baricadase soldati germani, a fost incendiat
de tirurile tancurilor sovietice. In urma acestui
incendiu, Palatul Comunal a ars in totalitate. Au
mai ramas in picioare doar zidurile exterioare.

Distrugerea Palatului a fost un soc pentru
buzoieni. Razboiul isi aratase din plin partea sa
uratd. Dupa ce supravietuise cu bine Primului
Razboi Mondial si ocupatiei germane, bombar-
damentelor aeriene sovietice, engleze si mai ales
americane, Palatul Comunal a fost distrus in
urma unui banal schimb de focuri, intre cativa
soldati germani si un tanc sovietic.

Distrugerea Palatului Comunal a produs
si dificultati majore functionarii normale a ser-
viciilor comunale. Lipsite de sediu, acestea au
trebuit mutate in diverse imobile, care se gaseau
libere. Serviciul administrativ, caseria, registra-
tura, contenciosul au fost mutate intr-un sediu
provizoriu de pe strada C. Iarca, serviciul tehnic
intr-o alta casa, tot de pe strada Iarca, percep-
tia, starea civild, aprovizionarea erau mutate
intr-un imobil de pe strada Pictor Andreescu,
iar serviciul contabilitatii se gasea tocmai in cla-
direa serviciului salubritatii. Aceasta imprastie-
re a serviciilor facea ca primaria sa functioneze

greoi si ineficient. Solutia de moment a fost ca
toate aceste servicii sa fie mutate in localul scolii
primare nr. 2 fete. Pentru ca aceasta cladire era
deteriorata de bombardamente si incendii, pri-
maria a alocat suma de 1,2 milioane lei pentru
punerea ei la punct. [19]

Problema refacerii acestei cladiri emblema-
tice s-a pus inca din 23 septembrie 1944. Pri-
marul Gheorghe Marinescu s-a adresat Casei
Autonome a Asigurarilor de Stat pentru recu-
perarea despagurii datorate. Palatul Comunal a
fost asigurat in 1940, pentru suma de 45.876.740
lei. Era nevoie de acesta despagubire ,,pentru re-
facerea palatului spre a fi pus in functiune”. Din
pacate pentru buzoieni, in conditiile economice
dificile din perioada urmatoare, aceastd suma
de bani nu a mai reprezentat mare lucru. [20]

In ziua de 24 decembrie 1944 a avut loc se-
dinta Consiliului de Colaborare, in cladirea Sco-
lii nr. 2 de fete, acolo unde functiona provizoriu
primaria orasului Buzau. La aceasta sedintd au
participat prefectul judetului, primul presedin-
te al Tribunalului Buzau, reprezentantii unita-
tilor militare, conducatorii tuturor institutiilor
locale sau aflate in subordinea primariei, dar si
o serie de reprezentanti ai comunititii. In ca-
drul acestei sedinte s-a discutat pe larg despre
refacerea Palatului Comunal si despre moda-
litatile de finantare a acestui proiect. Primarul
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Buziu

Fig. 7. Palatul Comunal si gradina din jurul sdu.

M.I. Dragomirescu a prezentat citeva dintre
motivele pentru care Palatul Comunal trebuia
refacut. ,Necesitatea refacerii acestei perle, cu
pdstrarea intactd a architecturei exterioare, este
urgentd, deoarece acest Palat Administrativ, va
addposti atdt serviciile Primdriei cdt si ale Pre-
fecturii. Toatd stradania noastrd trebuie depusd
in acest scop, stimuldnd cetdtenii orasului si ju-
detului, de a-si da obolul lor cu toatd dragostea,
cu credinta cd posteritatea nu va avea decdt cu-
vinte de laudd pentru toti acei care au muncit
si au ajutat la refacerea acestei cladiri in forma
care a fost, cladire care conta ca una din cele mai
frumoase din tara.” [21, . 9]

Refacerea Palatului Comunal interesa nu
numai primaria, ci si prefectura judetului Buzau,
care urma sa functioneze tot in aceasta cladire.
Se dorea de citre autoritdtile locale ca lucririle
de refacere sa inceapd chiar din primédvara anu-
lui 1945. Primarul Dragomirescu mentiona cd a
cerut Serviciului Tehnic sa intocmeascd planu-
rile si devizele in timp util. Problema cea mai
grava o reprezenta insa lipsa fondurilor necesa-
re pentru demararea lucrérilor. Bugetul din acel
moment al Primariei nu permitea nici macar in-
ceperea acestora. Se spera ca prefectura si Minis-
terul Afacerilor Interne sa aloce fonduri, pentru
a se putea demara lucrarile de refacere. Pentru

a spori aceste fonduri, primarul Dragomirescu a
propus Consiliului de Colaborare si alte masuri
printre care perceperea unei suprataxe la specta-
colele de cinema si teatru, la toate actele emise de
Primarie si Prefectura si deschiderea unei linii de
credit. Contributia benevola a populatiei orasu-
lui §i judetului era de asemeni o solutie bineve-
nita. Tot primarul a propus constituirea unui co-
mitet pentru reconstructia Palatului Comunal,
format din membrii ai Consiliului de Colabora-
re, fostii primari care erau in viata, precum si de
alte personalititi locale sau nationale. Infiintarea
unei comisii tehnice care sa studieze rezistenta a
ceea ce a mai ramas din Palatul Comunal era de
asemeni o prioritate. [21, f. 2]

Dupa primarul Dragomirescu a luat cuvan-
tul generalul Procopiescu, prefectul judetului.
El a precizat cd serviciile prefecturii vor raméne
tot in Palatul Comunal pentru ca nu exista nici
o sansd de a construi in perioada urmatoare un
palat administrativ judetean. De aceea, va exista
o stransa colaborare cu primaria pentru reface-
rea Palatului Comunal. D. Fintescu, membru in
Consiliul de Colaborare si auditor financiar, a
propus introducerea unei taxe de 5 lei pentru
fiecare kilogram de vin sau tuica care intrd in
oras precum si solicitarea unui ajutor din partea
societatilor industriale buzoiene. Tot Fintescu a
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Buzeu

Propriefatea dlui Marghiloman.

Buzéu

Vila Albatros

Fig. 9. Vila Albatros, dupd modificarile facute de Alexandru Marghiloman.

propus constituirea unui comitet activ de actiu-
ne, format din prefect, primar, prim-presedin-
tele tribunalului si arhitectul orasului, care sa se
implice imediat in refacerea Palatului Comunal.

Arhitectul Alexandru Radulescu, seful Ser-
viciului Tehnic din cadrul primariei, a sustinut
cd reconstructia interioara a Palatului Comunal
trebuie sa cunoasca o serie de modificari, fatd de
planurile originale, pentru a realiza suficiente
spatii, necesare serviciilor prefecturii. Subsolul
si mansarda urmau si ele sa fie amenajate, pen-
tru a putea gazdui aceste servicii.

Inginerul Alexandru Georgescu, seful Uzi-
nelor si Intreprinderilor Comunale Buzau
(UICBZ), a sustinut ca in Palatul Comunal sa
nu mai fie gazduite acele institutii care nu au
legatura cu administratia locald, cum era Jude-
citoria Mixta. In schimb, UICBZ ar putea sa-si
mute sediul tot la Palatul Comunal, pentru a fi
in contact permanent cu conducerea primariei.

P. Serdinescu care era seful seviciului con-
tencios a sustinut ca un imprumut pentru refa-
cerea Palatului Comunal ar fi extrem de impo-
varator pentru autoritatile locale, iar dobénzile
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platite ar depasi capitalul imprumutat. De ace-
ea, autoritdtile locale ar trebui sd se bazeze doar
pe posibilitatile lor si pe ajutorul oferit de ceta-
teni sau firme industriale.

Primarul Dragomirescu a considerat cd
Serdinescu are dreptate si obtinerea unui im-
prumut ar fi ultima varianta la care se poate
recurge. De asemeni, a sustinut propunerea ar-
hitectului Radulescu, pentru o reconfigurare a
spatiilor interioare, dar cu pastrarea integrala a
arhitecturii originale. [21, f. 2]

In perioada anilor 1945-1946 a fost execu-
tata prima parte a lucrdrilor de refacere a Pala-
tului Comunal. Acestea au constat in transpor-
tul molozului, curdtarea si stivuirea caramizilor
si a materialului lemnos care mai putea fi refo-
losit, dardmarea acelor ziduri care nu mai erau
sigure, daramarea boltisoarelor de caramida de
la subsol, ridicarea unor ziduri noi de caramida,
refacerea planseelor de beton de la subsol, par-
ter si etaj, realizarea acoperisurilor, a streasini-
lor, burlanelor si jgheaburilor, precum si inveli-
rea cu tabld galvanizata a tuturor acoperisurilor.
Pentru aceste lucrari, primaria a cheltuit suma
de 4.466.029 lei.

In cursul anului 1947, primaria dorea sa
realizeze partea a doua a lucrarilor de refacere
a Palatului Comunal. Serviciul Tehnic preconi-
za sa realizeze tencuieli interioare si exterioare,
pardoseli de scindurd, beton, mozaic si parchet,
tampldriile de brad si stejar pentru toate usile si
ferestrele, scarile din beton armat, sobele de tera-
cotd, instalatiile sanitare, de apa, de energie elec-
tricd. Dupa incheierea primei faze de refacere a
Palatului Comunal, s-a decis de citre Ministerul
Lucrarilor Publice ca prefectura judetului sa-si
pastreze sediul tot in Palatul Comunal. Acest lu-
cru a impus o serie de modificéri in proiectul de
refacere, care ,,nu afecteaza prea mult planurile
si nici nu influienteazd cu ceva asupra vechii ar-
hitecturi a Palatului, pe care Primdria vrea sa o
respecte.” Valoarea totala a lucrérilor din faza a
doua era estimata la opt milioane lei. [22]

In cursul anului 1948 si in prima parte a
anului 1949 s-a lucrat la refacerea Palatului
Comunal, prin incredintare directa. Regimul
comunist a decis insd ca de reapararea acestei

cladiri sa se ocupe una dintre noile intreprin-
deri de stat din domeniul constructiilor. La 20
mai 1949, delegatul Comitetulului Provizoriu
al Orasului Buzau, arhitectul Alexandru Riddu-
lescu si arhitectul Simion Penchea, directorul
Intreprinderii nr. 4 de Constructii Civile si In-
dustriale, au semnat un contract pentru repara-
rea radicald si consolidarea Palatului Comunal.
Conducerea provizorie a orasului, initial nu a
fost de acord cu sumele cerute de Intreprinde-
rea nr. 4, pe care le-a considerat prea mari i a
dorit ca lucrarile sa se reia in regie proprie. Ar-
hitectul Penchea a fost suficient de flexibil si a
fost de acord cu reducerea cheltuielilor. Pentru
lotul II trebuiau efectuate mai mult lucrdri de fi-
nisaje, printre care tencuieli interioare fine, par-
doseli de ciment, scafe, glafuri, scara interioara
din beton armat, cu trepte din beton armat si
mozaicat, ventilatii, montarea usilor si ferestre-
lor etc. De data aceasta, totalul sumei s-a ridicat
la 18.925.896 lei cu aproape 12 milioane lei mai
putin decat la prima intelegere. [23]

In 1949 se incheie astfel refacerea Palatu-
lui Comunal. Arhitectura exterioard originala a
fost pastrata spre deosebire de interioare care au
fost reficute intr-o varianta mult simplificata,
cu influente din arhitectura sovietica stalinista.
Ultima lucrare importanta a fost reprezentata
de montarea in turn, a unui nou ceas, realizat
de o echipéd de meseriasi de la Uzinele ,,1 Mai”
Ploiesti.

Cladire emblematicd a Buzdului, Palatul
Comunal a avut o existenta dramatica, dar a re-
usit sd renasca dupa fiecare distrugere.

Referinte bibliografice:

1. Serviciul Judetean Buzau al Arhivelor Natio-
nale (in continuare SJBZAN.), Fond Primdria orasului
Buziu, dosar 2/1911, f. 5.

2. Ibidem, dosar 5/1882, . 28.

3. Ibidem, dosar 2/1909, f. 13.

4. Ibidem, dosar 1/1882, f. 47. Primaria si-a dat
acordul pentru construirea acestor cazdrmii pe tere-
nurile sale cu conditia ca Ministerul de Rédzboi s in-
tervina pe langa guvern, iar acesta si aprobe trecere in
proprietatea orasului a ,ciairului Episcopiei”, o zond
din preajma Oborului. Nu a acceptat in schimb pre-
lungirea ,,pietei pentru dare la semn”, pentru ca aceasta

DIALOGICA nr. 2, 2022

E-ISSN 1857-2537

ar fi dus la distrugerea multor arbori.



5. Ibidem, dosar 1/1888, f. 1.

6. Ibidem, dosar 2/1900, f. 11. Comandantul Di-
viziei 5 Infanterie a ordonat efectuarea unei anchete
imediate. Aceasta a pus in evidentd faptul ca plangerea
functionarului primariei continea numai ,neadeva-
ruri”, facute cu scopul de ,,a pune vrajba intre garnizoa-
na si primarie”. Rezolvare tipica pentru acele vremuri.
Prezenta unitatilor militare langa Crang a provocat si
alte probleme Primariei, dupé darea in functiune a cdii
ferate Buzdu-Nehoiasu. Terenurile de tragere fiind tot
in zona Crangului, iar calea feratd amintita ocolindu-l,
au fost situatii cAnd in timpul tragerilor de instructie
gloantele au lovit trenurile, provocdnd mare spaima in
randul célétorilor. A fost nevoie ca Primaria sa gaseas-
ca alte terenuri pentru poligoanele armatei.

7. Ibidem, dosar 1/1887, f. 1, 4.

8. Ibidem, dosar 11/1905-1907, f. 27.

9. Ibidem, dosar 1/1891, f. 4, 10.

10. Ibidem, dosar 3/1897, f. 19. Primele foraje
au fost efectuate in zona numita ,intre garle la obor”.
Acestea au fost realizate in bune conditii, iar dupa ce
s-a pompat pana s-a limpezit apa, au fost luate probe
care au fost trimise spre examinare laboratorului doc-
torului C.I. Istrate. Analiza acestui savant a pus in evi-
dentd faptul ca apa continea numeroase impuritati si
cd era improprie ca pentru baut. Vestea nu a picat bine
pentru autoritatile .locale. Primarul Nicu Constanti-
nescu a luat decizia efectudrii unei contraexpertize la
laboratorul de chimie al Scolii Nationale de Poduri si
Sosele din Bucuresti. Rezultatul a fost insd similar cu
cel al doctorului C.I. Istrate si anume apa nu era pota-
bili. In urma sfatului inginerului bucurestea N. Cucu,
primarul a acceptat efectuarea unor noi foraje, dar de
data aceasta in zona Crangului. De data aceasta, fora-

Fig. 10. Piata Dacia, la sfarsitul anilor 1960.

jele realizate de A. Pellerin au dat satisfactie. Analiza
apei a fost efectuatd acum de laboratorul Institutului de
Hidrologie si Meteorologie, iar in aprilie 1898, Consi-
liul Sanitar Superior a aprobat folosirea acesteia pentru
aprovizionarea orasului. In anul 1913 cind a fost forat
un alt put, analiza apei a efectuat-o Victor Babes.

11. Emil Boianovici era croat de origine, stabilit la
Buzau dupa 1877. Era arhitect si inginer si s-a implicat
in mai multe proiecte de dezvoltare urbana la Buzau.
Dupa moartea sa, una din strazile orasului i-a purtat
numele pentru o perioada, ca semn de pretuire pentru
activitatea sa.

12. V. Nicolescu, Crangul, prestigios parc natural al
Buzdului. In: ,Scoala buzoiand”, 1978-1979, p. 148-156.

13. SJBZAN, Fond Primdria Orasului Buzdu, do-
sar 3/1909-1910, f. 32.

14. Ibidem, dosar 16/1905-1907, £. 23.

15. Dr. George Angelescu, Raport generalu de
stare hygienicd si asupra serviciului medical al orasului
Buzdu pe anul 1893, Tipografia Alexandru Georgescu,
Buziu, 1894, p. 5.

16. SJBZAN, Fond Constantin Dumitrescu, vol.
IVC, £. 27, 32, 34.

17. 1dem, Fond Primdria orasului Buzdu, dosar
78/1883, f. 31.

18. Monitorul Comunei Buzdu, anul III, nr. 55,
1 decembrie 1902, p. 2.

19. Idem, dosar 28/1944, f. 1.

20. Idem, dosar 6/1944, f. 3.

21. Idem, dosar 10/1944, £. 2, 9.

22.Idem, dosar 41/1947, £. 1.

23. Idem, Fond Comitetul Provizoriu Oras Buzau,
dosar 23/1949, {. 60.

98

E-ISSN 1857-2537

DIALOGICA nr. 2, 2022



DOI: https://doi.org/10.5281/zenodo.7033834
CZU: 745.52(478)
Orcid ID: 0000-0002-1379-8651

SURSE DE CERCETARE ALE TEXTILELOR DIN MOLDOVA

Doctoranda, Scoala doctorald Stiinte Umanistice a Universitdtii de Stat
din Moldova; lector universitar, Facultatea de Design a Universitdtii Tehnice a
Moldovei.

Alina TOCARCIUC

Surse de cercetare ale textilelor din Moldova

Rezumat. Evolutia artei textile din Basarabia, RSSM si, respectiv, Republica Moldova este bazata pe traditii transmise
din generatie in generatie, care au suferit mai multe modificdri conditionate de dezvoltarea industriei chimice, automatizarea
procesului de lucru, dar si schimbarea mentalitatii omului odata cu procesul de urbanizare a localititilor rurale. Reconstitui-
rea tabloului evolutiei artei textile presupune analiza detaliata a celor mai diferite surse: documente de arhiva, fotografii, schite
ale covoarelor, colectii muzeale, cercetiri de teren ale autorului s.a. In articolul de fati au fost examinate sursele de cercetare
ale artei textile, care au permis urmdrirea parcursului acestui domeniu prin prisma traditiilor si inovatiilor, implementate cu
succes in centrele contemporane de artizanat, care au mai multe specializiri: alegerea si tesutul covoarelor, broderia artistica
religioasd si cea laica, confectionarea articolelor vestimentare si a pieselor textile de interior. De mentionat cé informatiile
oferite de sursele de cercetare scrise sunt intregite de cele materiale si completate de rezultatele expeditiilor de teren, fapt
ce permite si se obtind o viziune de ansamblu asupra traditiilor si inovatiilor din arta textild. In diferite etape, s-au realizat
cercetdri ce au abordat subiecte ca: aparitia centrelor de artizanat si dezvoltarea industriei casnice, simbolismul tesutului ca
indeletnicire artisticd, semnificatia pieselor utilizate la infrumusetarea locuintei, clasificarea pieselor in functie de mai multi
factori. Totusi, la etapa actuala de cercetare nu existd un studiu multilateral care ar integra dezvoltarea complexd a artei textile
in spatiul dintre Prut si Nistru.

Cuvinte-cheie: arta textild, traditie, inovatie, surse scrise, surse materiale, dosare de arhivd, artizanat.

Research Sources of Textile from Moldova

Abstract. The evolution of textile art in Bessarabia, MSSR and respectively Republic of Moldova is based on traditions
passed down from generation to generation, which have undergone several changes conditioned by the development of the
chemical industry, automation of the work process, but also the change of human mentality with the urbanization process.
Reconstructing the picture of the evolution of textile art involves a detailed analysis of the most diverse sources: archive
documents, photographs, sketches of carpets, museum collections, field research of the author etc. This article examined the
research sources of textile art, which allowed to follow the path of this field through the prism of traditions and innovations,
successfully implemented in contemporary craft centers, which have several specializations: choosing and weaving carpets,
religious artistic embroidery and the secular one, the making of clothing and interior textiles. It should be noted that the in-
formation provided by the written research sources is complemented by the material ones and supplemented by the results of
field expeditions, the fact that allows to obtain an overview of the traditions and innovations in textile art. At different stages,
research was carried out on topics as: the emergence of craft centers and the development of home industry, the symbolism of
weaving as an artistic occupation, the meaning of the pieces used to beautify the home, classification of the pieces according
to several factors, etc. However, at the current stage of research there is no multilateral study that would integrate the complex
development of textile art in the space between Prut and Dniester.

Keywords: textile art, tradition, innovation, written sources, material sources, archive files, crafts.
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Argument. Evolutia artei textile este bazatd
pe traditii transmise din generatie in generatie,
care au suferit mai multe modificari dictate de
dezvoltarea industriei chimice, automatizarea
procesului de lucru, dar si schimbarea mentali-
tatii omului odata cu procesul de urbanizare a
localitatilor rurale. Studiind literatura de speci-
alitate cu referire la evolutia artei textile din Ba-
sarabia, RSSM si, respectiv, Republica Moldova
constatam ca in istoriografia nationald exista o
serie de publicatii care in diferitd masura se re-
fera la subiectul discutat de noi. In anumite pe-
rioade de timp cercetétorii au abordat problema
aparitiei centrelor de artizanat si dezvoltarea
industriei casnice, simbolismul tesutului ca in-
deletnicire artistica, semnificatia pieselor care
si-au gdsit o larga raspandire la infrumusetarea
locuintei si a omului, au fost propuse clasificari
ale pieselor in functie de mai multi factori, s-au
descris articolele disponibile din colectiile muze-
istice nationale sau locale [1]. Trebuie sa consta-
tam insd cd la etapa actuald de cercetare nu exista
un studiu multilateral care ar integra dezvoltarea
complexa a artei textile, traditiile si inovatiile din
acest domeniu important al tezaurului térii.

Surse scrise si materiale. Reconstituirea ta-
bloului evolutiei artei textile presupune analiza
detaliata a celor mai diferite surse la care s-a fa-
cut apel si care reprezinta performanta unei cer-
cetdri stiintifice. In asa fel, ne propunem si exa-
minam sursele de cercetare ale artei textile, care
permit sd se urmareascd parcursul acestui do-
meniu prin prisma traditiilor si inovatiilor, im-
plementate cu succes in centrele contemporane
de artizanat, care poseda mai multe specializéri:
alegerea si tesutul covoarelor, broderia artistica
religioasd si cea laicd, confectionarea articolelor
vestimentare si a pieselor textile pentru infru-
musetarea locuintei. In context, am selectat si
examinat diverse categorii de surse, si anume:
1) surse scrise (documente de arhiva, acte ofi-
ciale, foi de zestre, inscriptii si insemnari pe co-
voare si broderii, liste de inventariere, izvoade,
cataloage, fotografii de epoca, schite de covoa-
re utilizate de mesterii contemporani pentru
a reproduce covoarele vechi moldovenesti) si
2) surse materiale (piese documentate in custo-

dia muzeelor nationale si regionale, piese biseri-
cesti din patrimoniul locasurilor de cult), toate
fiind coroborate si completate de datele cerceta-
rilor noastre pe teren din ultimii ani. Totodata,
in baza surselor identificate am putut clasifica si
descrie piese laicele si bisericesti, fiecare avand
o tipologie extinsa in functie de materii prime
utilizate, functionalitate, simbolism.

Sursele scrise ocupd un loc special in inten-
tia noastra de a restabili traditiile si de a identi-
fica inovatiile din arta textild. In calitate de sur-
se scrise intaietatea revine dosarelor de arhiva,
izvoadelor averii bisericilor si ménastirilor in-
tocmite in secolele XIX-XX, mai ales odata cu
numirea unui preot paroh sau staret la manas-
tire, sau intocmite cu diferite ocazii: constructia
edificiului ecleziastic si sfintirea lui, lichidarea
sau transferul comunitatii monahale, inchiderea
bisericii sau manastirii in perioada sovietica.

O buna parte a surselor studiate sunt inedi-
te sau abordate in alte studii pentru a examina
aspecte diferite de cel propus de noi, in asa fel,
mai multe informatii sunt introduse in circuitul
stiintific pentru prima datd. Prin intermediul
datelor din dosarele de arhiva au fost descope-
rite ateliere, arteluri unde se lucrau in a doua
jumadtate a secolului al XX-lea numeroase piese
textile si vestimentare, se prelucra materia pri-
ma necesara: matase, in, lana. De asemenea, au
fost determinate atelierele unde se lucrau textile
pentru uz bisericesc, care sunt foarte importan-
te pentru demersul nostru investigational. In
aceastd ordine de idei, ne-au fost de un real folos
dosarele pastrate la Agentia Nationalad a Arhive-
lor (ANA), Directia Generala Arhiva Nationala
(DGAN), indeosebi Fondul 2 (Cancelaria gu-
vernatorului Basarabiei), Fondul 6 (Adminis-
tratia guberniei Basarabia), Fondul 205 (Dicas-
teria Duhovniceascd din Chisinau), Fondul 208
(Consistoriul Duhovnicesc din Chisindu), Fon-
dul 1135 (Episcopia Chisinaului, ce integreaza
si Formularele de serviciu ale ménastirilor din
Eparhia Chisindului), Fondul P-3046 (care face
referire mai ales la activitatea locasurilor de cult
din perioada sovietica) etc.

Astfel, izvoadele bisericesti din secolul al
XIX-lea, precum si listele de inventariere a bi-
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sericilor, mandstirilor in perioada lichidarii lor
in primele decenii postbelice au pus in evidenta
mai multe piese textile care se regdsesc in patri-
moniul locasurilor de cult: covoare, covorase,
bedernite, steaguri brodate, vesminte liturgice
cusute cu fir de aur sau argint, vesminte preo-
testi, unele fiind lucrate in atelierele manastiresti
din Basarabia si introduse in premierd in circu-
itul stiintific. Aflim ca cresterea ovinelor la ma-
nastirile de maici crea conditii favorabile pentru
dezvoltarea mestesugului de realizare a covoare-
lor, comunitatile monahale idioritmice (cu trai
de sine) dispunédnd de materie primd proprie. De
asemenea, schiturile si méanastirile de maici au
cunoscut o veche traditie a vopsitului, practicat
de secole, prin valorificarea unei mari diversitati
de surse tinctoriale, care necesitd a fi studiate si
readuse in activitatea centrelor de artizanat con-
temporane. Pana la sfarsitul secolului al XIX-lea
colorantii au fost obtinuti exclusiv din surse na-
turale. De exemplu, la manastirea Hancu, inca pe
timpul afldrii aici a comunitatii monahale a cilu-
gérilor, era dezvoltatd cresterea ovinelor (doar in
anul 1941 au fost luate de bolsevici 230 de ovi-
ne [2]), astfel ca pielicelele si lana obtinutd erau
utilizate pentru confectionarea imbracdmintei si
incaltamintei calugarilor [3]. Ferme de oi existau
in mai multe localitdti din Basarabia (ferma de
oi din comuna Pohrebea, r. Dubdsari s.a.), lana
fiind utilizatd mai ales la teserea covoarelor si
confectionarea vestimentatiei.

In baza surselor de arhiva a fost urmari-
ta, de exemplu, activitatea atelierului pentru
confectionarea covoarelor de la manastirea de
maici Tabara, care era amplasat intr-o cladire
mandstireascd, in imediata apropiere de stare-
tie. In anul 1945, complexul monahal Tabara
includea 80 de cdsute-chilii, atelierul de confec-
tionare a covoarelor era asezat in 5 chilii, avand
dimensiunile interioare de 124,0 m? si cele ex-
terioare de 155,0 m? [4]. Renumitele covoare
moldovenesti tesute la manastirea Tabdra erau
cunoscute si apreciate in tara si peste hotare, re-
prezentand adevirata valoare istorico-artistica,
iar la inchiderea manastirii s-a recurs la transfe-
rarea maicilor si surorilor de ascultare mai ver-
sate in alesul covorului la o fabrica specializata

deschisa in orasul Straseni [5, p. 10-12]. Harni-
cia calugaritelor de la Tabdra a fost exploatata
de autoritatile locale sovietice, Fabrica de tesut
covoare de la Straseni le-a ficut renumite in
fosta RSSM. In anul 1959, la aceastd fabrica au
activat 428 de mesterite, dintre care mai mult
de jumatate erau fostele monahii de la manasti-
rea Tabara. Dupd inchiderea manastirii in 1960,
maicile iscusite in arta covorului au fost impuse
sd lucreze in arteluri, iar dupa 1971 - in cadrul
Asociatiei Mestesugarilor din RSSM [6].
Constatam cd pentru studiul aspectelor
legate de piesele textile, laice si bisericesti din
perioada sovieticd sunt semnificative dosare-
le din custodia Directiei Arhiva organizatiilor
social-politice (DAOSP) a Agentiei Nationale a
Arhivelor. Astfel, Fondul 51 (Comitetul Central
al Partidului Comunist al Moldovei) include
documente cu referire la anii 1940-1991, ste-
nograme si procese-verbale ale consfatuirilor,
planuri de activitate ale atelierelor si intreprin-
derilor producdtoare de textile si articole textile,
dari de seamad statistice si financiare, rapoarte de
activitate si de indeplinire a planurilor de pro-
ducere si de comercializare a produselor finite,
fisele de constituire a artelurilor, documente de
participare la festivaluri, la concursuri repu-
blicane si unionale. Fondul R-1142 integreaza
dosare ce se referd la artelul din orasul Tiras-
pol ,Kustsveiprom” a Uniunii Moldovenesti
de Industrie. De asemenea, au fost consultate
dosarele din cadrul DAOSP privind activitatea
fabricilor de confectii si producere a textilelor
(Fabrica de filat bumbac din Bender, Combi-
natul de matasuri din Bender), mesterii caro-
ra deseori indeplineau comenzi de stat pentru
producerea costumelor in stil national pentru
festivaluri (Festivalul International al Tineretu-
lui, Moscova, 1957; Olimpiada de la Moscova,
1980), precum si costume pentru participantii
ansamblurilor de dansuri si cantece populare,
dar si papusi-suvenire imbrécate in haine nati-
onale. In context, o sursd importanti constituie
documentele ce se refera la functionarea coope-
rativelor mestesugaresti din RSSM, care si-au
reluat activitatea dupa 1944, pentru coordona-
rea activittii cdrora a fost fondat, in anul 1945,
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Consiliul cooperativelor mestesugaresti, care a
functionat pand in 1957.

Aparte au fost examinate dosarele cu referire
la activitatea plasticienilor in cadrul Fabricii de
Covoare de la Ungheni, a artistilor plastici care
propuneau schite pentru covoare noi, inspirate
din vechea traditie moldoveneasci. De altfel, in
RSSM se organizau expozitii in cadrul cirora ar-
tistii plastici si mesterii populari aveau posibili-
tatea de a-si expune lucririle, care, ulterior, erau
preluate in calitate de model, de etalon pentru
producerea in serie la fabricile specializate.

De mentionat ca Fondul Artistilor Plastici,
reorganizat in anul 1958 in baza Sectiei Moldo-
venesti a Fondului Artistilor Plastic al URSS,
integra si Sectia de tapiserie, in cadrul cdreia ac-
tivau artisti plastici care propuneau numeroase
schite de covoare, costume, alte piese textile,
indeplinind astfel comenzile de stat pentru fa-
bricile de confectie din RSSM. Mai multe piese
textile - costume in stil national, covoare - erau
adesea expuse si comercializate in salonul Fon-
dului Plastic din Chisindu, care avea si o filiala
in orasul Tiraspol [7, p. 323]. Fondul 2906 (DA-
OSP) reprezinté dosarele personale ale criticilor
de arta si artistilor plastici ai Uniunii Artistilor
Plastici.

Activitatea mesterilor in domeniul artei
textile populare, mai ales sectia de arta deco-
rativa populard, a devenit cunoscuta gratie do-
cumentelor ce se referd la Casa Republicana de
Creatie Populara, fondatd in anul 1968 drept
Casa de Creatie Populard, iar peste un an obtine
statut de Casd Republicana.

O altd categorie de surse scrise constituie
inscriptiile documentate pe covoare sau brode-
rii, ce indicd anul lucrarii piesei, adesea numele
si prenumele mesteritei, venind in ajutorul nos-
tru pentru identificarea artizanilor si incadra-
rea cronologicd a textilelor descrise. Asemenea
piese vechi, cu inscriptii tesute pe covoare sau
brodate, au fost identificate mai ales in perioada
desfasurdrii Festivalurilor sau Targurilor Covo-
rului, precum si la manastirile de maici Hirova,
Tabara s.a.

Un loc aparte revine recensamintelor po-
pulatiei, fiind trecuti pe listd mestesugari de

diferite specializari: croitori, cojocari, bldnari,
tesatori, datele fiind importante pentru com-
pletarea tabloului ocupatiei populatiei in vede-
rea confectionarii materiei prime si a pieselor
textile, specializarea artizanilor, repartizarea
lor neuniforma in medul urban si rural pentru
deservirea unor anumite categorii de popula-
tie. Prezenta mestesugarilor este consemnatd in
mai multe buletine cu caracter statistic, care ne
permit sd realizdm si un studiu comparativ pri-
vind evolutia meseriilor legate de arta textilelor,
interesul populatiei, dar si a statului in dezvol-
tarea si promovarea artizanatului prin include-
rea, de exemplu, a centrelor de creatie (,Casa
périnteasca” din satul Palanca, r. Célarasi), in
rutele turistice de nivel local sau international.

Presa timpului ne ofera, la randul ei, infor-
matii valoroase pentru a inchega studiul despre
arta textilelor, completate de diferite fotografii
de epocid si schite propuse in ajutorul meste-
ritelor si artizanilor mai ales din mediul rural.
In special, vom sublinia importanta revistei
,Femeia Moldovei” (fondatd in anul 1951), a
saptaménalului ,,Cultura” (fondat in anul 1954,
si in baza caruia, in 1972, au fost create ziarele
,Literatura si arta” si ,Invatimantul public”), a
revistei ,Moldova” (fondata in 1966), a ziarului
»Tinerimea Moldovei” (care isi trage originea
incd din anul 1928). Actualmente, este foarte
semnificativ rolul presei electronice, digitali-
zarea si informatizarea oferind acces rapid la
informatie. Sursele electronice de azi contribu-
ie substantial la diversificarea informatiei, care
necesita insd verificarea corectitudinii, corobo-
rare cu alte surse scrise sau documentare pentru
a preveni eventualele erori.

Colectiile muzeale reprezintd una din cele
mai importante categorii de surse materiale.
Astfel, pentru studiul textilelor vechi, a covoa-
relor si broderiilor au servit, in primul rand, co-
lectiile muzeelor nationale (Muzeul National de
Etnografie si Istorie Naturala, Muzeul National
de Istorie a Moldovei), precum si cele regiona-
le/locale din alte localitati din spatiul actual al
Republicii Moldova, care ne-au fost accesibile
si deschise pentru cercetare. In majoritatea lo-
calitatilor vizitate de noi au fost atestate mu-
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zee locale cu statut special, in cadrul carora se
pastreaza piesele textile (s. Starcea, r. Glodeni;
s. Besalma, r. Comrat; s. Bolduresti, r. Nispo-
reni; or. Orhei; s. Tabara, r. Orhei s.a.), dar si
muzee in curs de devenire, cum ar fi muzeul in
formare din satul Céarbuna, r. Anenii Noi sau
cel din satul Sadaclia, r. Basarabeasca. In acest
caz, meritul efectiv al profesorilor de istorie sau
educatie tehnologica, a unor mecenati si iubi-
tori de arta este incontestabil, ei contribuind la
salvarea unui compartiment valoros al patrimo-
niului cultural prin concentrarea intr-o institu-
tie muzeald, descrierea, catalogarea si pastrarea
pentru posterioritate. Este si un exemplu de
educare prin si pro patrimoniu, de includere a
institutiilor de invatamant preuniversitar, a ad-
ministratiei publice locale si a societatii civile in
valorizarea si promovarea patrimoniului cultu-
ral, in cazul nostru, a pieselor de artd textila -
covoare, scoarte, ldicere, paretare, broderii si ar-
ticole vestimentare, piese bisericesti. Din pacate,
numeroase piese se pastreaza in muzeele locale
in conditii ce nu corespund intocmai cerintelor,
altfel fiindu-le afectata integritatea. O serie de
piese necesitd restaurare urgentd, repertoriere.
Festivalurile, targurile de covoare, con-
cursurile ocupa un loc aparte in categoria de
surse in cercetarea noastrd, deoarece in cadrul
acestora sunt etalate valentele istorice si artis-
tice ale textilelor de o vechime considerabila.
De reguld, Targul covorului contine mai mul-
te compartimente: Covorul Traditie, Covorul
Istorie, Covorul Contemporaneitate, Covorul
Prieten si Covorul Sentimental, fiind prezentate
piese valoroase din patrimoniul muzeelor, dar
si lucrarile tesute de artizanii contemporani, ur-
mand adesea vechile schite ale covoarelor. Anu-
me in cadrul unor asemenea targuri sunt expu-
se pentru public piese de unicat, de o deosebita
raritate, aflate in colectiile private ale mesteri-
lor sau ale colectionarilor, numarul carora este
in crestere ultima vreme. Covorul traditional
ocupand un loc de cinste printre preferintele
colectionarilor, ceea ce face mai dificil accesul
pentru a studia veritabilele piese ale artei tex-
tile. Adesea mai multe piese textile, mai ales
covoarele moldovenesti, pot fi gasite pe diferite

site-uri specializate in comercializarea pieselor
de anticariat. Nu e de mirare, intrucat covoarele
traditionale, vechi, sunt de mare cautare gratie
proprietatilor lanii si in legatura cu tendinta de
utilizare a produselor ecologice.

Deopotriva cu festivalurile laice, un loc
aparte revine celor cu tematica religioasa, va-
loroase pentru cercetarea noastra. Astfel, unele
piese lucrate de maicile de la manastirea Hancu
sunt expuse anual, de Duminica Mironositelor,
in cadrul Festivalului Cantecului Pascal ,,Hris-
tos a Inviat” si expozitia de Pasti ,Mainile Ma-
mei”, initiatd in anii 2000 [8].

Obiectivele festivalurilor, targurilor de co-
voare si a concursurilor sunt de a promova te-
sutul covoarelor si ale altor textile din lana si
de a contribui la valorizarea lor pe plan extern.
Proiectele in cauza sunt initiate pentru a reani-
ma arta tesutului. Sunt comori ce transmit peste
secole informatii nescrise prin ornamentele lor
cifrate, dar foarte pretioase.

Un loc deosebit ocupa cercetirile de teren
din ultimii ani, rezultatele fiind utile pentru
identificarea, repertorierea si descrierea piese-
lor laice si de cult, brodate, pastrate in muzee-
le, bisericile si manastirile din tard. In context,
subliniem si rolul istoriei orale ce detine un loc
important in studiul nostru, completand rezul-
tatele cercetdrilor de teren si a documentelor
de arhiva. Informatorii din diferite localitati au
venit cu date inedite, nevalorificate anterior, cu
privire la modul de confectionare a textilelor,
pastrarea traditiilor si implementarea unor me-
tode noi de lucru, precum si alte aspecte sem-
nificative care completeaza tabloul evolutiei do-
meniului. De asemenea, lucrul in teren a oferit
posibilitate de a identifica mesteri artizani sau
chiar ateliere, centre unde se profesa sau se prac-
ticd la etapa actuald broderia, alesul covoarelor.
Arealul geografic este foarte vast, incluzand
numeroase localitati din nordul, centrul si su-
dul Republicii Moldova, inclusiv raioanele din
stanga Nistrului. Cercetdrile de teren au permis
0 anumitd zonare a aparitiei si dezvoltdrii mes-
tesugurilor de tesere a covoarelor si a broderiei
artistice, care au evoluat in functie de criteriile
economice, sociale, dar si etnice. Astfel, au fost
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identificate diferite piese ca abordare tehnica si
decorativa in satele roménesti, ucrainene, po-
loneze, ruse, gagduze, bulgare si satele mixte,
tendintele in materie de port, culoare, forma,
decor influentandu-se reciproc (ex.: cazul satu-
lui Starcea, r. Glodeni, care este un sat mixt, in
care convietuiesc polonezi, romani, ucraineni).
In cautarea pieselor originale, care nu au fost
reflectate in alte publicatii, am realizat deplasari
pe teren, astfel, informatiile si imaginile pieselor
sunt introduse in premiera in circuitul stiintific,
valorizate din punct de vedere stiintific, deve-
nind parte importantd a patrimoniului cultural.

De asemenea, subliniem rolul fotografiei
pentru studiul nostru. In calitate de surse de cer-
cetare, imaginile din perioada interbelica si din
primii ani postbelici confirma prezenta la bise-
rici si manadstiri a unor covoare de pret. De regu-
14, fotografiile in grup ale comunitatii monahale
se realizau pe covoare vechi, pe care se asezau
maicile, astfel aceste poze au ajuns sa fie surse
valoroase indirecte de cercetare. Fotografiile in
grup ale comunitatii monahale de la Varzaresti
in perioada interbelica certifica prezenta covoa-
relor traditionale, lucrate cu motive geometrice
si vegetal-floristice. De altfel, incepand cu sfarsi-
tul secolului al XIX-lea in Basarabia au fost ates-
tate mai multe ateliere de fotografie, iar dupa
cel de-al doilea razboi mondial, la Chisindu, in

anul 1967, este creat Studioul creativ de arta fo-
tografica, care si-a schimbat in 1975 denumirea
in ,,Fotojurnalist”. Fotografa mai mult rdspan-
ditd in a doua jumatate a secolului al XX-lea
si inceputul secolului al XXI-lea a devenit un
suport important pentru cercetare, fapt ce ne-a
permis sd reflectam asupra pieselor textile de
interior, articolelor vestimentare, ceremoniilor
de botez, nuptiale si de inmorméntare, in cadrul
carora textilele ocupd un loc distinct, sunt ac-
tanti nemijlociti ai acestor rituri de trecere.

Protagonisti ai fotografiilor care au servit
ca surse de cercetare sunt persoane invesman-
tate in camasa cu altita, in rochii-ie, covoare ex-
puse in cadrul expozitiilor. Un loc aparte vom
rezerva fotografiilor-document, marturii du-
reroase ale basarabenilor deportati in tragicul
an 1949. Ajunse in frigurile Siberiei, mai mul-
te moldovence incercau si pastreze traditiile
vechi, crosetand, brodand sau alegand covorase
din materii prime aflate la indemana. Era unica
posibilitate in acea perioada de a decora locuin-
ta, de a forma departe de tard un mic coltisor de
patrie folosind piese textile.

In concluzie vom mentiona ci piesele textile
au devenit veritabile pagini ale istoriei poporului
nostru, iar pentru studierea evolutiei artei textile
este necesara examinarea in bloc a surselor ma-
teriale si scrise. In fondurile Agentiei Nationale
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a Arhivelor, Directia Generala Arhiva Nationala
si Directia Arhiva organizatiilor social-politi-
ce, am identificat mai multe dosare cu referire
la activitatea locasurilor de cult, inventarierea
manastirilor odata cu lichidarea lor, informatii
despre atelierele si artelurile de confectionare a
textilelor, precum si dosarele personale ale cer-
cetatorilor care la timpul sau au studiat covoa-
rele nationale sau alte aspecte ale artei textile.
Sursele de cercetare scrise sunt intregite de cele
materiale: colectiile muzeelor locale si nationale,
schite si fotografii, completate de rezultatele ex-
peditiilor de teren ale autorului, fapt ce permite
sd realizdm o viziune de ansamblu asupra tradi-
tiilor si inovatiilor din arta textila.
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Biblioteca Municipala ,,B.P. Hasdeu”: o istorie zbuciumats, ca si istoria Basarabiei

Rezumat. Articolul analizeazi erorile care au intervenit in scrierea istoriei celor doua importante biblioteci
din Chisindu: Biblioteca Municipala ,,B.P. Hasdeu” si Biblioteca Nationala a Republicii Moldova. Istoria Biblio-
tecii Municipale ,,B.P. Hasdeu”, incalcitd de vremuri, vasalitate si regimuri, necesitd cercetari, precizari, contestéri
si demonstratii prin documente istorice, de arhiva ale istoriei institutionale. In urma unei cercetiri indelungate in
Arhivele de Stat ale Republicii Moldova, ale Romaniei si ale Bibliotecii Stiintifice Regionale din Odesa, a textelor
unor personalitdti ca Stefan Ciobanu si Gheorghe Bezviconi, s-au gasit destule si convingédtoare documente care
demonstreaza cé Biblioteca Municipala ,,B.P. Hasdeu” are, in acest an 2022, 145 de ani de o importanta existenta
si de contributie culturala la dezvoltarea intelectuala a capitalei. Numitd la inceput Biblioteca Publicd a Orasului
Chisindu, biblioteca municipald a fost fondatd de primarul de Chisindu Carol Schmidt in 1877, care, ulterior, in
1903, i-a oferit cel mai bun local din istoria ei — incdperea ,,Pasaj” din clddirea Primdriei. Dupd 1944, istoriografia
sovieticd si, in special, Petru Ganenco, a introdus confuzii si a impus o altd istorie bibliotecilor din Chisinau.

Cuvinte-cheie: Biblioteca Municipala ,,B.P. Hasdeu”, 145 de ani de la fondare, Carol Schmidt, Chisinau.

Municipal Library “B.P. Hasdeu”: a Troubled History, Like the History of Bessarabia

Abstract. The article analyzes the errors that intervened in the writing of the history of the two important
libraries in Chisinau: the Municipal Library “B.P. Hasdeu” and the National Library of the Republic of Moldova.
The history of the Municipal Library “B.P. Hasdeu”, entangled by times, vassalage and regimes, requires research,
clarifications, contestations and demonstrations through historical, archival documents of institutional history.
Thus, following a long research in the State Archives of the Republic of Moldova, Romania and the Regional
Scientific Library in Odesa, of the texts of personalities such as Stefan Ciobanu and Gheorghe Bezviconi, enough
and convincing documents were found that demonstrate that the Municipal Library “BP Hasdeu” has, in this
year 2022, 145 years of a important existence and cultural contribution to the intellectual development of the
capital. Called, at the beginning, the Public Library of the City of Chisinau, the municipal library was founded by
the mayor of Chisinau Carol Schmidt in 1877, who, later, in 1903, offered it the best premises in its history - the
“Passage” room in the City Hall building. After 1944, Soviet historiography and, in particular, Petru Ganenco,
introduced confusions and imposed a different history on the libraries of Chisinau.

Keywords: Municipal Library “B.P. Hasdeu”, 145 years since its foundation, Carol Schmidt, Chisinau.
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Marcarea unei aniversdri nu este altceva
decat celebrarea viitorului.

Cand cumpanim viitorul unei biblioteci,
timpul este altfel masurat. In timp real putem
infrdna, controla viitorul, acest generator de
nesigurantd, prin transformarea lui intr-o va-
rietate speciald a trecutului — intr-o carte de
istorie a trecutului institutional, de vreme ce
intrebarea ,,Incotro mergem?” se refera aproa-
pe intotdeauna si la ,,Unde ne aflaim?”, aceasta
referindu-se si la ,,De unde venim?”.

Noi, la Biblioteca Municipala ,,B.P. Has-
deu”, preocupati de viitorul institutiei, am in-
cercat sa raspundem acestor intrebari printr-o
cercetare (care a durat vreo trei ani, concen-
trand toate resursele posibile pentru a scrie
istoria noastra. A fost un obiectiv inversunat,
angajat, fard variantd de esec. A fost un proiect
ambitionat (includea toate definitiile, sinoni-
mele din Dex-online ale acestui termen) care
reflecta sensul a dori sau a cduta cu ardoare tre-
cutul adevirat al bibliotecii. Aventura cercetarii
s-a materializat in volumul ,,Biblioteca Muni-
cipald Bogdan Petriceicu Hasdeu din Chisindu
(1877-2002). Etape, contexte, conexiuni si in-
cursiuni istorice”. Partea I (1877-1950).

Monografia a fost, in acel timp (20 de ani
in urma), un fel de dezamorsare a viitorului, o
confruntare cu timpul prin deschiderea trecu-
tului institutiei noastre (foto coperta volum).
Pentru ca de prin anii 90, doua biblioteci mari
din Chisinau: Biblioteca Nationald a Republicii
Moldova (in continuare BNRM) si Biblioteca
Municipala ,,B.P. Hasdeu” (in continuare BM),
pretindeau la intéietatea fondarii. Fiecare din-
tre ele se baza pe aceleasi documente istorice,
dar intelese si abordate diferit in crancena do-
rinta de a avea o istorie respectabild. Astfel BM
si-a editat o istorie, care a limpezit foarte mul-
te lucruri si totodatd a descoperit foarte multe
pete albe in acel hatis istoric.

Istoria Bibliotecii Municipale ,B.P. Has-
deu”, incalcita de vremuri, vasalitate si regi-
muri, ne indeamna la cercetdri, precizari, con-
testari si demonstratii prin documente istorice,
de arhiva ale istoriei institutionale. Asta face
o biblioteca care are o istorie (neintreruptd),

Biblioteca Municipala
B.P. HASDEU

cu acelasi nume de la deschidere pand in pre-
zent: Biblioteca Publicd a Orasului Chisindu (in
continuare BPO). Anul 2022 este unul aniver-
sar — 145 de ani de existentd si de contributie
culturala la dezvoltarea intelectuala a capitalei
- si, cu atat mai mult, ne angajam sd scoatem in
evidentd si in atentia publicd date si materiale,
care atesta existenta ei in sociopolisul chisinau-
ian, incepand cu data inaugurarii.

Reprizele de scrimda BNRM : BM au fost
lansate odata cu publicarea istoriei BM. Scrime-
rii sunt numiti i trdgdtori, ei nu joaca, ci trag.
Ei nu acumuleaza puncte, ci tuse sau lovituri.
Plansa de scrima fiind ingusta, deplasdrile sunt,
in principal, pe directia inainte si inapoi. Tuse-
le BNRM: BM au durat mult, cu supdérari, in-
crucisdri de sabii si impaciri. Impicarea parea
un fel de tratat de neutralitate intre aceste doua
institutii. Profesorul universitar lon Madan si-a
asumat rolul de pacificator, propunandu-ne
ambelor biblioteci sa celebram aniversarile in
comun - de exemplu 125 si 150 de ani de lectura
publicd la Chisindu, cunoscénd foarte bine isto-
ria BNRM scriséd de Petru Ganenco [9]. Ambele
biblioteci au refuzat. Fiecare dorea o istorie, a ei.

Biblioteca Municipald ,,B.P. Hasdeu” si-a
descoperit istoria printr-o ambitie-proiect de
cercetare istorico-politica. Astfel, pentru prima
datd, in 2002, si-a sdrbatorit aniversarea ade-
varatd (asa credeam noi), de 125 de ani de is-
torie, rasturnind ideea sovietica precum ca, de
la eliberarea Chisindului, din 1944, ne tragem
(idee vehiculatd de multi istorici, oameni din
domeniul educatiei si culturii din perioada so-
vieticd, fiecare bazandu-se pe o unica sursa [10,
p. 55-58], ca adevarul pur).

In 1973, la Biblioteca oriseneasci ,A.A.
Jdanov” din Chisindu se vorbea numai de ma-
rea aniversare de 30 de ani care se va produce
in 22-23 august 1974. Am participat la festivi-
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tatile planificate si, atunci, mi-am asumat anga-
jamentul de cercetare a istoriei bibliotecii. Dar
timpul ambitiei, al angajamentului si al proiec-
tului de cercetare a istoriei BM ,,B.P. Hasdeu” a
venit la sfarsitul anilor *90, dupa transformarile
structurale si cele de continut al colectiilor. Cer-
cetarea si documentarea istoricd, deloc ieftind,
a solicitat deplaséri de saptamani si luni in ar-
hive si biblioteci din afara tarii. Expres, pentru
acest proces, a fost angajata cercetdtoarea Maria
Isaev care a scuturat, in sens literal, Arhivele de
Stat ale Republicii Moldova, Romaniei si Bibli-
otecii Stiintifice Regionale din Odesa. Studiul,
pe care conf. univ. istoricul Gheorghe Paladel-a
clasificat drept ,,O contributie valoroasd la cer-
cetarea istoriei culturii basarabene”, in studiul
sdu introductiv, la monografia amintita [8, p.
6-11], a aparut in 2002, exact in anul aniversarii
a 125 de ani de existenta.

Eram fericiti, impliniti, ceea ce ne-am pro-
pus — sd demonstram ca BM are o istorie mai
veche si nu din 1944, cum a revendicat istori-
ografia sovietica si a afirmat Petru Ganenco.
Insi nu am abandonat ideea de a clarifica, prin

cercetari, unele neconcordante, unele aspecte
invaluite in mister pentru ca incd mai lipsesc
anumite piese din Puzzle-ul numit Istoria BM.
Dar situatia era de asa naturd de parca incheia-
sem un pact, dupd lungi tratative cu BNRM, de
divizare in doud a istoriei primei biblioteci pu-
blice din Chisinau, pe care o respectam neaban-
donénd preocuparea de cercetari concentrate pe
marginea aspectelor neelucidate de istorie a BM.
Starea aceasta ne motiva sa identificam tot mai
multe materiale si informatii cu privire la data
deschiderii Bibliotecii publice din Chisinau. Pu-
nem la indoiald acel pact/armistitiu referitor la
inceputurile BM, mai ales cand au existat perso-
nalitati notorii care s-au aflat mai aproape, tem-
poral, de eveniment, care au prins-o in viata, in
plind activitate ca de exemplu:

Stefan Ciobanu, in cartea sa Chisindul
(1996), isi incepea compartimentul culturd cu:
»Din manifestdrile culturale sub stipénire rusa,
ar merita si fie remarcata activitatea tipografiei
Eparhiale din Chisinau care a contribuit la men-
tinerea unei continuitati culturale romanesti in
Basarabia...” si biblioteca... ,,Ca sa pund bazele
unui inceput de culturd, primdria orasului Chi-
sindu deschide in anul 1832 o bibliotecd ordse-
neascd. In primele decenii ale existentei acestei
biblioteci, activitatea ei era mai mult decat re-
dusa din cauza lipsei de cititori, de la anul 1880
incoace, aceasta bibliotecd, compusa aproape
exclusiv din cérti rusesti, ia o dezvoltare destul
de mare. Biblioteca enumera astazi peste 100 de
mii de exemplare si are un numar mare de abo-
nati...” [3, p. 56].

Gheorghe Bezviconi, in al siau ,,Semimi-
leniu” al Chisindului, scria ,,In 1832 s-a fondat
Biblioteca orasului Chisindu. O ravnd deosebitd
pentru crearea ei a depus Dr. Petre Vas. Mane-
ga, nascut in 1782 in Valahia si care cel dintai
proiecta codificarea tuturor legilor locale. Nobi-
limea a donat pentru Biblioteca diferite volume
si bani, incat solemnitatea deschiderii acestui
focar de culturd a intrunit toti reprezentantii
intelectualitatii din Chisindu: Sorocunski, arhi-
episcopul Grigore al Irinopolului si Nerses al ar-
menilor, Antim al Arcadiopolului, It.-generalul
Kohanoscki, gen. Ceremisinov, boierii: Donici,
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Krupenski, Rosetti, Kohanovski, Polonscki,
Pruncul, Cristi si altii.” [1, p. 54].

Doi cercetatori ai perioadei de stapanire
rusd afirmad cd Primaria orasului Chisinau a
deschis o biblioteca ordseneasca. De unde a luat
Petru Ganenecu ci in acest an se deschisese bi-
blioteca guberniald? Chiar nu stiau respectabilii
citati nimic de deschiderea bibliotecii guberni-
ale? Petru Ganenco a dedus, a inventat din in-
terese institutionale? (,,... procedeu de altidata
de a omite, a tdinui etape importante din istoria
Basarabiei” [8, p. 12]. Rimane sa demonstram.

Pentru a intari dreptatea noastra, aducem
un extras din lucrarea ,, Trei ani de gospodarie
municipald. 1934-1935-1936" cu informatii
despre activitatea BM: ,,...urmarind capitolul
cultural facem popas la BM. Aceasta institutie
de raspandire a culturii, a cdrei existentd e pusd
sub auspiciile primdriei, dateazd de un secol...
(urmeaza rezultatele activititii BM, ilustra-
te cu statistici, L.K.). Localul bibliotecii a fost
completamente reorganizat, iar ca lectura sd se
poata face in conditii de confort, sala a fost in-

Py Fynb.

H, ABANEHKD ,

zestratd cu mese mici si comode, pentru cate o
persoand...” [7, p.1 60].

Maria Isaev a identificat mai multe erori si
neconcordante in Istoria BNRM semnatd de Pe-
tru Ganenco [8, p. 136-142] si ale dr. Alexe Rau
[8, p. 142-144]. Recunoaste si erorile sale. Dar
cea mai grava greseala a ei este divizarea isto-
riei intre BNRM si BM (beneficd pentru noi un
timp), din neintelegerea faptului cd P. Ganenco
a inventat si a lipit de Biblioteca orasului Chisi-
ndu termenul guberniald [9, p. 148].

Petru Ganenco si Maria Isaev (unicii care
au scris despre istoriile bibliotecilor BNRM si
BM) discutau adeseori intre ei. Ganenco a avut
curajul si onestitatea, scrie M. Isaev, sd-si recu-
noascd greselile de cercetare, incercand sd rescrie
istoria BNRM. Ne-am bucurat sincer... dar s-a
stins prea devreme decdt se putea...[8, p. 148].
Si-a recunoscut afirmatiile gresite si dr. Ale-
xe Rau, directorul BNRM, in stilul sau incon-
fundabil: 1-a angajat pe istoricul Ion Varta sa
cerceteze si sd scrie o monografie despre isto-
ria adevdrata a BNRM pe care o dorea lansata
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la aniversarea bibliotecii de 175 de ani. Nu s-a
realizat. Presupunem ca nu a mai gasit I. Varta
nimic nou in Arhiva Nationald in care muncea
(n-a prezentat niciun text). De aici se ridicd in-
trebarea: Rdmanem la singura sursa ,,veridica”
a lui Petru Ganenco? Cercetam mai departe...
Mai intéi sd aflam ce reprezenta totusi, in
acesti ani, BM, chiar dacd numaratoarea anilor
incepe cu 1877. Avea o colectie recunoscuta de
calatorii pentru multimea de carti in limbi stra-
ine, cu precadere in limba franceza. Localnicii
o apreciau pentru sectia de istorie locala Basa-
rabiana (in rusd: beccapabosedenue). E greu sa
cuprinzi 145 de ani de existentd a BM. Venim
cu exemple dintr-un singur an - 2012 - a ca-
rui activitate e similara ca preocupdri, scopuri,
obiective cu ceilalti ani, incepand cu anul 1844
si pana in perioada interbelicd, anul 1924.
Principala preocupare a personalului bibli-
otecii a fost satisfacerea necesitdtilor de lectura a
chisinduienilor, in masura capacititilor, a nece-
sitatilor de lectura cu caracter stiintific. In acest
scop, colectia s-a imbogatit cu opere stiintifice
de popularizare, indreptare, tutoriale, carti rare

> 7 mwﬁ‘; ﬂ.‘dﬂ-éﬂ.m‘fﬁ ety
W/‘y i dﬁm‘d@;ﬁ?‘m i éf?j”"““’ mw-lj’-‘-?-‘-a-r-""

i

(scumpe) si vechi din punct de vedere istoric.
Domeniile cunoasterii se completau cu exem-
plare-lipsa, solicitate de cititori. Biblioteca nu
se limita doar la achizitia de carti, dar se adresa
la institutiile si asociatiile stiintifice si obstesti
cu demersuri de donatie a lucrérilor editate de
acestea. Metoda se dovedea eficientd: in 1912,
au primit ca donatie 891 de volume (713 de carti
si 52 de titluri de editii periodice si alte materi-
ale) [7]. Printre entitdtile donatoare se regasesc
universitdti, institute din Basarabia si Rusia, alte
institutii de invatamant, organizatii stiintifice si
de stat, biblioteci precum: Comitetul de statisti-
ca al Basarabiei, Tipografia regionala, tipografii
private, Magazinul de carti ,,Educatie”, Societa-
tea biblioteconomicd, Casa de credite din Chi-
sindu. In 1912, un numar mare de persoane a
donat cérti Bibliotecii Publice a Orasului Chisi-
ndu (in continuare - BPC) - autori locali, sim-
pli cetateni, redactori de ziare si reviste locale.
Munca internd era pusa pe temeinice prin-
cipii profesionale reiesite din prioritatile asuma-
te: sporirea calitatii colectiei, sustinerea educa-
tiei prin toate mijloacele (chiar daca era un timp
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in care ti se spunea ce anume trebuie sa citesti).
Biblioteca si-a intocmit: 1) Catalogul sistemati-
co-alfabetic al cértilor si articolelor din revistele
sectiei Basarabiana; 2) Indicele bibliografic te-
matic al cartilor din colectia bibliotecii Istoria
Rusiei in perioada imperatorului Alexandru I1
(apropo, in ziua deschiderii BPO, la 19 octom-
brie 1877, Alexandru al II-lea se afla la Chisindu
impreuna cu medicul sau, N. Pirogov).

Biblioteca elabora si edita (deci, facea cer-
cetare!) lucrari bibliografice literare si tematice.
In anul aniversar 1912 (35 de ani de la fondare)
a publicat un volum bibliografic despre opera
si viata scriitorul A.S. Puskin (cérti, articole din
reviste prezente in colectia BPO); Indicele bibli-
ografic (la fel, bazat pe colectia bibliotecii) dedi-
cat scriitorului V. Jukovski.

Cirtile primite (cumparate sau donate) erau
imediat catalogate (descrise pe fise si introduse
in cele trei cataloage ale bibliotecii: doua cataloa-
ge sistematico-alfabetice (dupa autori) pentru
sala de lecturd si imprumut si al treilea — un cata-
log de subiecte (in alfabetul titlurilor). Asa cum
mii de cérti au intrat in ultimul deceniu de di-
nainte aniversdrii in colectiile bibliotecii, directia
bibliotecii a adresat un demers cdtre Duma ora-
seneasca de a publica volumele VI si VII ale ca-
talogului (ultimele au fost editate in 1904). Ad-
ministratia locald a aprobat cererea si a bugetat
suma cerutd de 100 de ruble pentru anul 1913. In
acelasi an au si fost publicate.

Totodata, bibliotecarele isi asumau sa ur-
mdreasca (,cmequtp”) si sd interving, sd influ-
enteze lectura adolescentilor. Erau convinse
ca sunt datoare, ca bibliotecare, sd-i pazeasca
de lectura tabloidelor, a literaturii de bulevard
(,0ynbBapHbIe”) si romanelor pornografice, pro-
punandu-le literatura necesara varstei. Nu reu-
seau incd. Un exemplu care ilustreaza nereusita:
un cititor adolescent a cerut cartea Sanin de M.
Artabasev, dar l-au refuzat — cartea nu se impru-
muta pentru varsta lui; atunci a cerut ceva din A.
Verbitkaia, insa bibliotecarele i-au recomandat
ceva din clasici, la care cititorul a raspuns: ,,Cla-
sicii au imbétranit de tot...”. Ca, dupa cateva zile,
sd intre triumfator la biblioteca si sa le spuna ca
a citit si Sanin, si Verbitkaia... ,,Si cazuri dintre

acestea au fost multe”, rezumd Daria Harjevski.

Acest exemplu mi-a amintit un caz similar
cu cititoarea Carolina (clasa a patra!) a bibliotecii
»Stefan cel Mare” (povestita in Jurnalul Bibliote-
carului, p. 21) careia, cu riscul de a pierde un citi-
tor, Dumitru Crudu nu i-a imprumutat romanul
pentru adulti Schimbarea la trup. Concluzia ma-
nagerului si scriitorului D. Crudu a fost expri-
mata intr-o fraza proverbiala: , Uf, cit de delicata
si de periculoasa mai e si meseria de bibliotecar”
[p. 22]. In toate timpurile cititorii sunt la fel.

Statistica lecturii in 1912 e una pozitiva:
5613 de abonati care au vizitat biblioteca de
100908 de ori si au citit 133 345 de carti — sunt
cifrele anului 1911. La sala de lectura au fost cu
99 de cititori mai putini decit in anul prece-
dent. Cum lamureste directorul Daria Harjevs-
ki aceasta reducere statistica? Totul se datoreaza
Anului aniversar. In 1912, Basarabia marca 100
de ani de stdpanire ruseascd. Cu aceasta ocazie,
a fost organizatd Expozitia jubiliard pedagogica
a Basarabiei, in organizarea cdreia era implicata
si biblioteca. Expozitia a fost deschisd exact in
zilele cand BPO implinea 35 de ani de functio-
nare. Biblioteca a muncit mult pentru prezenta
sa la aceastd expozitie: a pregdtit materiale si a
avut standul sau aniversar in care au fost expuse
peste 1000 de carti, harti, planuri, concentrin-
du-se mai mult pe colectia sectiei Basarabiana
care pastra documente din sec. XVI, XVII, XVI-
I si de la inceputul secolului XIX in limbile ro-
mana, sarba s.a. Lucrarile prezentate au starnit
interesul publicului. Cu ocazia acestei expozitii,
toate institutiile de stat au transmis spre expu-
nere lucrdrile lor din ultimii ani, care ulterior au
ramas in colectia bibliotecii.

La expozitia jubiliard au fost prezentate lu-
crarile bibliografice. Asa cum se implineau 75
de ani de la trecerea in nefiintda a scriitorului
A.S. Puskin, BPO a prezentat, intr-un mod ludi-
co-teatral, Bibliografia A.S. Puskin. Drept arte-
facte la prezentarea bibliografiei, au fost bustul
poetului, scrisorile sale, pagini din manuscrise,
fotografiile casei lui Inzov, in care locuia Puskin
(inclusiv ruinele acestei case), portretul genera-
lului Inzov, Planul orasului Chisindu de pe vre-
mea lui Puskin. Toate atributele acestea faceau
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prezentarea lucrarii bibliografice captivanta si
lumea se inghesuia la standul bibliotecii. Au
mai fost prezentate si alte cateva bibliografii
amintite mai sus, dar si Cdrti vechi si rare referi-
toare la anul 1812.

Expozitia a fost o bund ocazie de a prezen-
ta biblioteca publicului chisinduian, vizitatorilor
din regiune, dar si celor strdini. Angajatii bibli-
otecii au prezentat tipizatele utilizate de BPO in
activitatea lor ca implementari inovative: mode-
lele de fise de catalog, de fisa cartii, fise statistice,
diagrame si cartograme, cu multd rabdare de-
monstrand si explicand ce beneficii aduc aceste
tipizate in inovarea activittii si ce eficientd au
ele in organizarea muncii. Au pregatit 15 foto-
grafii editate calitativ, expunand spatiile interi-
oare ale bibliotecii. Cum mentioneaza, in rapor-
tul anului 1912, Daria Harjevski, ,,biblioteca, in
mod neasteptat, atat de mult a provocat interesul
publicului, incat timp de 10 zile, fara intrerupe-
re, bibliotecarii au fost nevoiti sa ofere informa-
tii cu explicatii” (,bubmoreka HeoXMUZaHHO
TaK 3a/[HTepecoBaia MyOIMKy, YTO HPUIIIOCH
B TedeHur 10 [Heit OeclipepbIBHO [1aBaTh
o6bscHenus”). Bibliotecarii de la alte tipuri de
biblioteci (particulare, scolare, a diferitor asoci-
atii si societati), din alte localitati, targuri si ora-
sele erau foarte interesati de aceste tipizate, mai
ales de fisa cartii-calendar. Angajatii bibliotecii
limureau celor care se adresau cum se utilizeaza
aceste tipizate, oferind descrierea tipizatelor cu
modele. Un interes deosebit au starnit diagra-
mele si cartogramele, care ardtau circuitul cartii,
curba cresterii numarului de cititori, a satisfactiei
cititorilor, a imprumutului sau a lecturii in sélile
de lecturs, a vizitelor. Putem recunoaste cd BPO
era o biblioteca inovatoare in vremurile ei, iar
ceea ce facea ea in mdsurarea activitatii o putem
numi ,evaluare prin indicatori de performanta”.

O mare atentie atrageau cartile scumpe in
coperti originale, confectionate manual sau cu
materiale noi, necunoscute in procedeele de
grafica si editare de carte. Majoritatea oameni-
lor intrebau: ale cui sunt aceste bogatii? Multi
dintre vizitatorii expozitiei intrebau: a cui este
biblioteca, unde se afld, care-s conditiile de in-
scriere... Desi functiona de 35 de ani in plin

centru al orasului Chisindu, biblioteca era, in
acelasi timp, necunoscutd. Nedumerirea Dariei
Harjevski era explicabila: Cum asa, doar lunar
publicim rapoarte despre activitatea bibliotecii
in presa locald... (in rusd: «XoTs B MeCTHBIX
raserax eXeMecCsS4yHO I1e4aTaloTCs OTYETHl O
neATebHOCTY 6mbmmoreku»). Cat de mult sea-
ména oamenii de atunci cu oamenii de acum...
Participarea la aceasta expozitie a fost si o iesire
in lume a bibliotecii, lucru ce trebuie facut la o
aniversare — una mai frumoasa nici ca se putea.
Daca era o festivitate aniversard, ar fi participat
oameni care utilizeazd si cunosc biblioteca - ci-
titori, sefi, parteneri. La expozitia aniversara,
biblioteca a fost descoperita de sute, mii de oa-
meni care nu aveau idee de existenta ei.

BPO Chisindu a avut ani de glorie si dez-
voltare cum n-au avut multe biblioteci publice
din alte orage si regiuni. S-a deschis doar ca sala
de lecturd (primii 15 ani de existenta); apoi, in
1891, se extinde, deschizdndu-se abonamentul
(sectia de imprumut la domiciliu si sectia pen-
tru copii si adolescenti); in 1900, se deschide, in
cadrul ei, biblioteca pentru copii ,,A. Puskin” cu
sali de lecturi si imprumut. In 35 de ani de dez-
voltare, functiile ei s-au extins considerabil - ac-
tivitatea ei demonstreaza acest fapt, iar prezenta
memorabila la Expozitia jubiliard pedagogica a
Basarabiei (in rusd: «beccapabckas robnnertHas
IIKOJTbHAsI BBICTABKa» ) aratd o institutie cu ori-
entare corectd, profesionald, institutie matura,
care are ce ardta atat cititorilor chisinauieni, cat
si altor orase si tari.

Ca sa va patrundeti de cele expuse, venim
cu date interesante din activitatea BPO in anul
1912. La sectia Sala de lecturd media zilnica era
de 126 de vizite; lectura in incintd - 219 de carti,
reviste, ziare; lectura usoara (literatura artistica,
povesti, publicatii de divertisment) a constituit
66,2%, iar cea serioasa (stiintifica) — 33,8 %; cele
mai solicitate domenii au fost: beletristica, do-
meniul referinte, manualele, istoria, istoria lite-
raturii, dramaturgia, filozofia, jurisprudenta; in
acest an, colectia s-a completat cu foarte multe
volume bibliografice si de referintd; dispune de
136 de titluri de editii periodice; a inregistrat
2618 de cititori activi: 2075 de barbati si doar 528
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de femei (in raport, cifrele sunt date fard comen-
tarii; ,doar” e cuvantul nostru - L.K.), 938 de
crestini” si 1680 de judei (evrei); sala de lectura
a inregistrat 38 805 de vizite (barbatii — 33645 si
femeile — doar 5160); au fost oferite pentru citit,
in sala de lecturd, 42470 de carti, reviste, ziare...

La sectia Imprumut media zilnica era de
146 de carti, reviste, ziare; lectura usoara (lite-
ratura artistica, povesti, publicatii de divertis-
ment) a constituit 88,2%, iar cea serioasa (stiin-
tifica) — 11,8%; cel mai solicitat domeniu a fost
beletristica.

Primaria a cumpdrat bibliotecii un aspira-
tor (pe vremea aceea!). Biblioteca era bine do-
tata — in 2011; au cerut primariei sd le cumpere
un aparat de dezinfectie a cartilor.

BPO a fost biblioteca novatoare care, in
conditiile deloc faste pentru institutiile de cul-
turd, elabora si isi tiparea cataloagele, fican-
du-le publice. Primul catalog a fost editat in
1898. Pand in anul aniversar 2012 a publicat 7
volume de cataloage, cam la fiece 10 ani ceea ce
dovedeste ca era un organism in crestere conti-
nud in slujba necesitatilor orasenilor.

Tiparea si impartasea rapoartele de activi-
tate pentru a consolida imaginea de biblioteca
activa, vie. Rapoartele contineau anexe, comen-
tarii de una-doud fraze care reflectau esenta in-
tocmirii lor.

Rapoartele BPC aveau aceiasi structura:
Primul capitol se referea la apartenenta bibli-
otecii, personalul bibliotecii, epitropii respon-
sabili. Si, ca sd fie clar aduc date de pe coperta:
dupa titlul Raport al Bibliotecii Publice Ordse-
nesti pe anul ... de exemplu 1911. Sub acest ti-
tlu, in paranteze rotunde scria: al 34-lea an de
existenta. Pe fiecare raport, incepand cu 1877,
se indica anul ... primul an de existentd, al doi-
lea, al treilea..., in 1902 era al 25-lea an; in 1912
al 35-lea s.a.m.d.

Capitolul II cuprindea Analiza activitdtii
anului respectiv, aparte pe fiecare substructura:
abonament, sala de lectura, sectia copii, biblio-
teca pentru copii din 1900. Capitolul III Colec-
tia: caracteristica si dezvoltare; Capitolul IV se
numea Statistica lecturii cuprinzand indicatorii
si rezultatele obtinute: cititori, inscrisi (activi),
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componenta lor sociala, vizite, imprumut la do-
miciliu, lectura in incinta sélii de lectura cu mici
comentarii. Capitolul V cuprindea Concluziile si
ultimul, al VI-lea capitol Bugetul anual, cheltuit
pe fiecare compartiment de structura. Rapoarte-
le intocmite de directorul Daria Harjevski sunt si
azi exemplu pentru noi. In acele vremuri ea edi-
ta la tipografie rapoartele, care au ramas ca niste
capsule de memorie locald si de istorie a BM.
Epitropi ai BPO (exemplu din raportul
pe anul 2011 era protoiereul N.V. Lascov (din
1905) si locotenentul colonel K.P. Romanov (din
1909). Perioada de epitropie al lui N.V. Lascova
coincis cu pregitirea citre centenarul de 100 de
ani de stapanire ruseasca. A fost delegat sa scrie
lucrarea O sutd de ani de la trecerea Basarabiei
catre Rossia (1912) — se vehicula ca era scrisa
la comandd, ca toate publicatiile aparute in acel
an centenar, inclusiv al Dariei Harjevski — ca sa
arate ,grija” Rusiei fata de rusificarea Basarabi-
ei, care nu era tratatd altfel decét civilizare.
Desi am oferit exemplul anului 1912, mij-
loc de perioada interbelicd, drept concluzie afir-
mam ca Biblioteca Publicd a Orasului Chisinau
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Hotérarea prin care se atribuie Bibliotecii Municipale
numele lui B.P. Hasdeu. 21 iunie 1988

a fost o institutie inovatoare pentru vremurile ei
(taristd, interbelica si chiar sovieticd). A fost asa
cum erau vremurile, or vremurile erau vitregi
sub stapanire rusa. Era o bibliotecd cu o colec-
tie, constituitd in timp, foarte valoroasd, dar in
majoritate erau cdrti in limba rusi. Biblioteca
avea multi donatori particulari. Evidentiem din
lunga lista de donatori primarul Carol Schmidt,
V. Sturza, A.N. Krupenski si N.K. Moghileanski.

Biblioteca personald a lui N. Moghileanski,
in baza careia acesta a elaborat vestita sa bibli-
ografie (Moghileanski, N.K. Mamepuanv: ons
yxazamens numepamyput no beccapabuu (Lista
cartilor si articolelor referitoare la Basarabia din
biblioteca N.K. Moghileanski) / Biblioteca Mu-
nicipala ,,B.P. Hasdeu”. — Chisindu: Universitas,
1994. - 42 p. Seria ,Bibliografie Basarabiana”
sustinuta si ingrijita de Iurie Colesnic si Lidia
Kulikovski), a ajuns la BPO. Cartile donate au
imbogatit substantial sectia Basarabiana a co-
lectiei. Chisinduienii urmareau atent activitatea
bibliotecii, o placeau, o laudau sau o criticau.
Amintim in context articolul Grandoarea si

decdaderea unei biblioteci... in care Alexandru

| 0 ST e
N
i

Bibuow:a I\||unir.:ll'-'!la ‘8. P. Hasdeu”
MH a gy T

ryam'mtemb"e 2°°7 o /6}

164
A0 KABHRAAPIA

|2

LY 2 Tatat
3 ; Inaugurarea expozitiel
IL'( (o ;.f'—- i

B%‘hoteéa Municupaia ,B.P. Ha_sv.clleu""_{_
4 Baes X eblecte"’?i ’Hocun’iente

- AL »- LT e e
EHEL ramhiii * pLF Rl L

4

& it Ao :;(-,:_-“fw_am La

S e | L e ity L L T P M -;-_"\.-_-'--
T S e :

e “‘Din tulec‘l;lﬂe
s > l:. g M, J,Arhnr;i Nationale a Repl,lblu;u Moldova, ,

e «uJ¢M|IMEUI Nationale a Republicii Mo'ldwa

it ﬁﬁiﬁﬂé‘fﬁﬂ S’!ﬂﬁﬂ‘ﬁce a  Academiei de stiinte a Moldove

”_,Amo -
“?“;"’?": i 7 - CamereiNationale a Cartii -
Sl b P "““’*f T‘i S it ‘;,_A-a» A P T e
% w.-e‘ﬂ e !6"951 fepmr 7 i
Mt A,,w.er‘ugw, it 2 e

"“" ’;mw - ﬂ#&«(‘m..ﬁ. i
?‘; il Z‘; ﬁqﬂ?\# 'w’ 1\3 L‘"‘_.' ,ti‘(:"a
J.-u- etn i&'!‘;{iw#ml{f%
su(.,.su-ﬁw“_, -e;._anﬁ’njytﬂ

Kidel critica atitudinea conducerii fata de Co-
lectia Moghileanschi, donatd in 1918, afirmand
cd nu-i catalogata inca.

Venim cu dovada ca gresea: volumul ,, Ti-
parituri romanesti in Basarabia de la 1812 pana
la 1918, semnat de Paul Mihail (Mihailovici)
(cornoveanul nostru, preot la Chisindu in acea
vreme), contine documente care contrazic afir-
matiile lui Alexandru Kidel referitor la Colectia
lui N. Moghileanski. Lucrarea a aparut la Impri-
meria Nationala Bucuresti, in 1940, sub auspici-
ile Academiei.

Paul Mihail acoperd, in catalogul sau, o pe-
rioadd de peste 100 de ani si indica, la fiecare
sursd, detindtorul lucrérilor incluse in volumul
de referintd. Lucrarea, in marea parte e bazata
pe biblioteca sa personala, in special cartea reli-
gioasa, dar si pe volume detinute de institutii si
persoane particulare. Carturar fiind a cautat fi-
ecare sursd si in Biblioteca Municipiului Chisi-
nau. La titlurile de cérti identificate la biblioteca
indica numarul de inventar cu specificatia ,,Bi-
blioteca Moghileanschi”, fapt ce confirma exis-
tenta donatiei Moghileanscki. Aducem cateva
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exemple din bibliografia citatd ca sia demon-
stram ca A. Kidel nu avea dreptate cu referire
la Biblioteca Moghileanscki; supararile lui refe-
reau mai mult la problemele etnice de personal
(cu toata supdrarea sa el afirma cd BM era Bi-
blioteca orasului Chisindu (cu majuscula scris!):

»Cicalenco, E. Gospodarirea sateana, Chi-
sindu 1899. Exemplare la Ioan Pelivan, Exem-
plar la Biblioteca Municipiului, Nr 76, Colectia
Moghileanschi; Mota, Ioan. Baba iadului, Chi-
sindu, 1914. Exemplar: la Biblioteca Munici-
piului Chisinau, Nr 48, Biblioteca Moghilean-
schi; Calendar moldovenesc pe 1914, Chisinau,
Nr 16, Colectia Moghileanschi; Micul dor. Edi-
tia a II-a, Chisindu 1914, Nr 8, Biblioteca Mo-
ghileanschi; Arseniev, C. A. Dictionar politic
pentru toti, Chisindu, 1917, Nr 6, Biblioteca
Moghileanschi; Catre toti Moldovenii din Ba-
sarabia, Chisindu 1917, Nr 79, Biblioteca Mo-
ghileansch; Corolenco, V. G. Caderea domniei
imparétesti, Chisinau 1917, Nr 25, Biblioteca
Moghileanschi; Drujcovschi, V. Ce este mo-
narhia si republica? Chisinau 1917, Nr 137, Bi-
blioteca Moghileanschi; Tolstoi, Lev, Scanteia
cat de micd, mare foc aprinde, Chisinau 1917,

Chisinau, Nr 68, Biblioteca Moghileanschi; Liga
poporului basarabean, Chisindau 1918. Exem-
plare se afld la Biblioteca municipiului Chisindu,
Nr 78, Biblioteca Moghileanschi”.

Greseli se intdmpla in orice cercetare, dar
nu de grandoarea celor din istoria acestor doua
biblioteci facute intentionat: V. Lascov, Daria
Harjevschi (au scris la comandd), P. Ganenco
(a inventat unele aspecte din interes ideologic).
Au fost si neintentionate (din necunoastere)
Eugenia Bejan, Mariana Harjevscki, Lidia Kuli-
kovski, Iurie Colesnic, Alexe Rdu (prin increde-
re in altii), Victoria Vasilica. Istoria Bibliotecii
Nationale scrisd de Petru Ganenco a influen-
tat (ca unica sursd credibild) greselile tuturor.
Au gresit si inaintasii nostri P. Balmus, Zamfir
Rally-Arbore, Alexandru Kidel (uneori), Ale-
xandru Boldur, Ioan Pelivan, Constantin Stere
si alte personalitati notorii ale vremii, care au
abordat tangential activitatea in scrierile lor.

Conferentiaruluniversitar GheorghePalade,
dand o inalta apreciere monografiei BM, a sub-
liniat totodatd ca ,Insistenta cu care aceasta
(cercetarea) se face va impune inevitabil rescri-
erea unor momente privind istoria bibliotecilor

s,



publice din Chisinau, ori cel putin noi comen-
tarii din partea autorilor mentionasi si a institu-
tiilor implicate” [9, p. 11].

In 2017, la 140 de ani ai BM a fost organiza-
ta o conferintd Prima bibliotecd publicd din Chi-
sindu. Noi dezvaluiri. Conferinta a fost sustinu-
ta de invitatul de onoare dl Mihail Coca inginer,
jurnalist, membru al Uniunii Jurnalistilor din
Moldova; pasionat de istoria orasului Chisinau,
a cercetat factologic si documentar istoria pri-
mei biblioteci publice din Chisinau, a prezentat
si a demonstrat auditoriului fapte controversate
despre data fondarii acestei institutii. D1 Mihail
Coca a studiat acest subiect timp de cativa ani,
a publicat articole in diferite publicatii periodi-
ce si in culegeri... Conferinta a reunit istorici,
bibliotecari cercetdtori, personalititi din dome-
niul culturii.

Avea dreptate domnul conf. Gheorghe Pa-
lade. In cercetarea sa, intreprinsi asupra istoriei
primei biblioteci publice, domnul Mihail Coca
a facut urmadtoarele concluzii, care, credem, ca
rastoarna si inverseaza multe dintre cele cunos-
cute, publicate, despre istoria BNRM si BM, si,
cum scria Gh. Palade, poate se vor rescrie unele
momente din istoria BNRM si BM:

(1). ,In nici un act oficial cunoscut, datat
pana la anul 1917, biblioteca publica din Chisi-
ndu nu era numita biblioteca publica guberniala
(»o6mactHas (rybepHcKas) mybmmuHas 6ubmm-
oreka”), ci, din contra, sunt folosite expresii de
felul ,,... institutii de stat la care biblioteca ora-
sului nu se atestd (,y4pe>xmeHuI IpaBNUTe/b-
CTBEHHBIX, K KOMM TOpOZcKas O6Mbmmoreka He
IPUHAIIEXNUT sau ... biblioteca publicd ora-
seneascd, care nu se considerd biblioteca de stat”
(»... TOpopckas mybnuuHas 6ubmmoreka (...)
KOTOpasi He OTHOCUTCS K IIPaBUTENbCTBEHHBIM
yapexxaenusam) [9]; era numita in documentele
locale si de stat ,,Biblioteca publica a Chisinau-
lui” (, KnmmueBckoit my6mmanoit 6ubmmorexkn”
sau ,fondarea la Chisindu a bibliotecii orase-
nesti” (,,...yupexxpenHoi B KumnHese ropop-
CKoI1 6ubmmoreke).

(2). Statutul de ,,Biblioteca Guberniala” nu
a fost argumentat de nimeni pand astazi, prin-
tr-un act oficial din perioada 1830-1917! Astfel,

prima Bibliotecd publica din Chisinau, pana la
demonstrarea contrariului cu argumente docu-
mentate, poate fi numita, cu cel mai inalt grad
de certitudine, Biblioteca Publica a Orasului
Chisinau! Astfel, Biblioteca Municipala ,,B.P.
Hasdeu” fiind in drept sa se considere succesoa-
rea acestei biblioteci.

(3). Faptul ca perioada de timp 1877-1940
este inclusd in ,vechimea” BN (aceasta de jure
apartindnd BM) ridica semne de intrebare refe-
ritor la felul ,,cum se scrie istoria” la noi... Sinici
chiar afirmatiile lui P. Ganenco - fost director
(1965-1984), apoi director adjunct pentru sti-
inta (1984-1987) al Bibliotecii Republicane de
Stata RSSM ,,N.K. Krupskaia” -, (...) laincepu-
tul anului 1877 reprezentantii oficiali ai puterii
tariste, in cele din urma, au fost nevoiti sa trans-
mitd in subordinea totald a orasului Biblioteca
publica guberniald, care din acest an poartd nu-
mele de biblioteca publicéd ordseneascd”. ,,(...) B
Hauase 1877 roga oduiianpHble IpeCTaBATe-
JIN LIAPCKOJT B/IACTY B KOHIIE KOHIIOB OBIIN BbI-
HY>KZIeHbI TIepefjaTh ITOJTHOCTBIO B BefieHMe To-
poza KnmmHeBckyto ry6epHCKYIO ITyOINYHYIO
OM6MMOTEKyY, KOTOpas ¢ 3TOTO rofja HOCUT HO-
BO€ HAVIMEHOBAaHME — TOPOACKON ITyOINYHOI
(a mHOTHmA O6IIEecTBeHHON) 6mMbMMoTeku” [4,
p- 72] - nu mai au astdzi nicio valoare?...”.

Mihail Coca a plasat problema deschiderii
Bibliotecii Publice a orasului Chisindu in con-
text general cultural al imperiului rus, urma-
rind scopul deschiderii bibliotecilor publice. A
cercetat experienta deschiderii bibliotecilor in
alte tinuturi. A ajuns la ipoteza pe care a presu-
pus-o — Imperiul Rus deschidea biblioteci pu-
blice pentru lectura (mnsa yrenus) nu biblioteci
de stat (guberniale, regionale etc.) si initiativa
avea caracter de recomandare, nu de obligativi-
tate. Iar concluzia generala precum cd succesoa-
re de drept a primei biblioteci a orasului Chisi-
ndu este Biblioteca Municipala ,,B.P. Hasdeu”,
nu BNRM, a socat auditoriul.

Are BNRM destul curaj sa recunoascd, ba-
zandu-se pe dovezile aduse, cd si-a arogat o is-
torie straind...?

Are BM destul curaj si ceara dreptul ei la
istoria sa?
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Timpul le va pune pe toate in ordinea care
trebuie sa fie. Vom vedea. Pand cand fiecare cu
istoria sa...

Studiind rapoartele si documentele de epo-
ca tot mai mult observam similitudini cu activi-
tatea i, in egald masurd, cu problemele de astazi
ale Bibliotecii noastre: lipsa spatiilor pentru ex-
tinderea serviciilor, incomoditatea arhitecturii
interne, problema de depozitare a patrimoniu-
lui informational, problema amenajarii si uti-
lizarii subsolului si podului, destul de generos
pentru diversificarea multor activitati (cursuri,
cluburi, cenacluri, studiouri de arta plastica,
muzicale, teatru etc.

Istoria se razbund pe cei care nu o cunosc...
zicea Florin Rotaru, istoric, ctitorul bibliotecii
Onisifor Ghibu (1992-2017), director al Biblio-
tecii Metropolitane Bucuresti (anii 2003-2017).
Istoria se repetd pentru acei care nu contribuie si
nu adaugd nimic la ea... Oare istoria Bibliotecii
noastre se repeta sau se razbuna?

In 1902, BPO nu si-a serbat aniversarea de
25 de ani (trecea in local nou, clidirea Prima-
riei, la Pasaj, dupa cum a promis primarul de
Chisinau Carol Schmidt (in primul an de man-
dat, 1877 a fondat-o si, in ultimul sau mandat
(1903), i-a oferit cel mai bun, mai modern local
din istoria ei.

Nu si-a sarbatorit nici 35 de ani (1912)...
erau alte evenimente care au impins aniversarea
bibliotecii la marginea intereselor conducerii
orasului - sarbatoreau Un centenar de stapani-
re rusd. Nu si-a sarbatorit nici 50 de ani (1927)
pentru cd era aproape in totalitate ruseasca si se
afla intr-un proces de romanizare (personalul,
colectia), se renova localul. Cum semnaleaza
Gh. Bezviconi, in ,,Semimileniul Chisindului”,
»Centenarul Bibliotecii nu s-a sarbatorit, iar
oficialitatea n-a gasit de cuviinta sa se intereseze
de ea” [1, p. 54]. Bezviconi se referea la centenar
pornind de la anul 1832, inca odata accentuand
ca Biblioteca oraseneascd a Chisinaului era a
orasului, nu a guberniei.

In 1941 Primiria Municipiului Chisindu a
fost bombardata; a ars aproape in totalitate co-

lectia BM. Primaria a oferit un nou local, dar nu
a mai activat pentru public pe timp de razboi,
revenind la activitate in 1944 sub steag strain.
Biblioteca Municipala ,,B. P. Hasdeu” im-
plineste 145 de ani... si iarasi, alaturi e rdzboi...
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"Pe pagina 4 a raportului, Daria Harjevski o nu-
meste ,,pedagogicd”, iar pe pagina 5 — ,,scolard”.

“Niciun raport din istoria bibliotecii nu indica
corelatia rusi/moldoveni decat dupa apartenenta reli-
gioasd. Ce strategie a imperiului rus era aceasta?
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CGiuvaiere culturale

MOARA CU ABURI - UN SIMBOL AL CHISINAULUI INDUSTRIAL

Doctor in studiul artelor si culturologie, artist plastic, membru al Sectiei
Stiinte Sociale, Economice, Umanistice si Arte a Academiei de Stiinte a Moldo-
vei; cercetdtor stiintific cordonator, Centrul de Cercetari Filologice ,,E. Coseriu”
al Universitétii de Stat din Moldova. Domenii de preocupare: arta decorativi,
picturd, design vestimentar. Carti publicate: Batik-ul din Moldova, Chisindu:
Balacron, 2017; N. Procop, V. Negru, L. Sirbu, M. Cercasin, Terminologie vesti-
mentard. Dictionarul ilustrat romdan-englez (Chisindu: Gunivas, 2019).

Natalia PROCOP

Moara cu aburi - un simbol al Chisinaului industrial

Rezumat. Studiul analizeazd lucrari de artd executate in diverse tehnici ale picturii §i graficii ce au ca subiect Moara Ro-
sie, sau cum i s-a mai spus Moara Levenzon. Edificiul reprezintd una dintre primele mori cu aburi, este monument de arhitec-
turd industriald de valoare locald, inclus in Registrul monumentelor de istorie si culturda a municipiului Chisindu si care astdzi
se afla in stare avariatd. Arhitectura cladirii industriale ar putea fi analizatd nu numai dupa planurile arhitectilor si inginerilor,
dar si urmarind lucriérile artistilor plastici. Tematica a fost abordata in picturile si grafica lui Mihai Grecu, Valentinei Bran-
coveanu, Vasile Mosanu, Inesei Tapina, Ludmilei Tonceva, Ion Serbinov, Grigore Plimadeald, Maiei Serbinov-Cheptinaru,
Mariei Serbinov, Iraidei Ciobanu s.a., lucrarile deosebindu-se atat sub aspectul tehnicii de executare, cét si prin compozitie,
gamd cromaticd etc. Deoarece unele dintre lucriéri se afla in colectiile publice si private de peste hotare, cliddirea se face mai
bine cunoscuta si poate fi valorificatd ca atractie turistica. Cert este ca importanta acestei cladiri a fost incontestabild in peri-
oada secolului al XIX-lea - inceputul secolului al XX-lea. Actualmente, edificiul riscé sé fie distrus, insd, datorita realizarilor
artistilor plastici, va rdimane cu sigurantd in memoria chisinduienilor.

Cuvinte-cheie: Moara rosie, Levenzon, Colina Inzov, Chisindu, tehnicd, pictura, graficd, monument de arhitectura.

The Steam Mill - Symbol of Industrial Chisindu

Abstract. The study includes the analysis of works of art executed in various techniques of painting and graphics that
have as subject the Red Mill, or as it is also called the Levenzon Mill. The building is one of the first steam mills, a monument
of industrial architecture of local value, included in the Register of Historical and Cultural Monuments of Chisindu and which
today is in a damaged state. The architecture of the industrial building could be analyzed not only by the plans of architects
and engineers, but also by the works of visual artists. The theme was addressed in the paintings and graphics of Mihai Gre-
cu, Valentina Brancoveanu, Vasile Mosanu, Inesa Té4pina, Ludmila Tonceva, Ion Serbinov, Grigore Plamadeald, Maia Serbi-
nov-Cheptanaru, Maria Serbinov, Iraida Ciobanu et al., the works differ both in terms of execution technique as well as by
composition, chromatic range, etc. As some of the works are in public and private collections abroad, the building becomes
better known and can be exploited as a tourist attraction. The importance of this building was indisputable in the period of the
19th - the 20th century. Currently, the edifice is at risk of being destroyed, but thanks to the achievements of plastic artists, it
will certainly remain in the memory of the Chisinau residents.

Keywords: The Red Mill, Levenzon, the Inzov hill, Chisinau, technique, painting, graphics, architectural monument.
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Unul dintre putinele monumente de arhi-
tecturd industriala de valoare locald inclus in
Registrul monumentelor de istorie si de culturd
a municipiului Chisindu este Moara Rosie. Ini-
tial, moara cu aburi era construita din lemn cu
un singur nivel. In anul 1884 a fost reconstruita
din piatra cu trei nivele, in stil eclectic, ajungdnd
una dintre cele mai inalte clddiri de pe Colina
Inzov. Deoarece era construita din piatra albd, in
acea perioada clddirea era cunoscuta ca ,Moara
Alba” [1]. In anul 1889/ 1890, moara a fost cum-
pdrata de catre negustorul Abram Levenzon de
la consilierii Alexandr Mihailovici Gudevici si
Whiliem Lejinskii. Gratie negustorului, moara
devine un adevarat centru industrial, iar denu-
mirea acesteia este asociatd cu numele propri-
etarului - ,,Moara Levenzon”. La sfarsitul seco-
lului al XIX-lea (1901), ultimul etaj al edificiului
a ars, iar la inceputul secolului al XX-lea, dupa
reconstructie, i-au fost adaugate doua etaje din
caramida rosie. Drept urmare, constructia a pri-
mit numele de ,,Moara rosie” [2].

De numele negustorului de ghildd Abram
Levenzon si de edificiul Morii Rosii sunt legate
cateva legende urbane, pe care le putem regasi
reprezentate in operele de artd ale artistilor plas-
tici autohtoni. De cidnd a devenit nefunctionala,
moara a inceput sa atraga nu doar vizitatori stra-
ini, dar si artisti plastici care au facut din ea su-
biect al reprezentarii in creatia lor: Mihai Grecu
»Chisinaul vechi” 1967, Valentina Brancoveanu
»Moara Rosie” 1986, Vasile Mosanu ,,Monu-
ment arhitectural: Moara Rosie” 1987, Inesa
Téapina ,Moara Veche” 1987-1988, Ludmila
Tonceva ,Moara Veche” 1991, ,Moara Rosie pe
Colina Puskin” 2000, Galina Cantor-Molotov
»Moara Rosie” 1996, 1998, Ion Serbinov ,,Moa-
ra Rosie” 2002, Grigore Plamddeala 2003, Ghe-
nadie Sontu ,,Moara Rosie” 2004, 2008, Maria
Serbinov ,,Moara Rosie” 2008, Vadim Herneac
»Moara Rosie” 2016, Maia Serbinov-Cheptina-
ru ,,Legenda. Moara Rosie” 2018, Iraida Cioba-
nu ,,Moara Rosie” 2021, Natalia Procop ,Moara
rosie” 2021 s.a.

In peisajul lui Mihai Grecu ,,Chisinaul
Vechi” (1967, 800x1000 mm, u/p) regdsim zona
veche a orasului cu multiple case in curte, ha-

otic amplasate, cu geamuri mici, acoperis din
olane si garduri nu prea inalte din lemn. Moara
Rosie apare ca un edificiu contrastant, care do-
mina compozitia, sugerand ideea de urbanizare
intensa, ce avea loc in Chisinau la acea vreme.
Lucrarea poate fi perceputd ca un omagiu adus
industrializdrii, sugerat prin drumul de tara ser-
puit care leagd Moara Rosie si anexele aceste-
ia cu casele ,taranesti” din zona. Culoarea ca-
ramizie a morii si a acoperisurilor, combinata
cu ocrul caselor, contrasteaza cu albul anexei si
verdele vegetatiei din jur.

Spre deosebire de ceilalti artisti plastici,
Valentina Brancoveanu, in compozitia ,Moa-
ra Rosie” (1986, u/p, 800x500 mm), nu recurge
la detalierea clddirii, ci pune accent pe strada si
redarea atmosferei zilei. Ca si in majoritatea ta-
blourilor in care artista picteaza strazi, aici sunt
prezenti oamenii care dau viatd urbei. Surprinsi
dimineata, parintii si copii merg pe marginea
trotuarului. In tabloul Valentinei Brancoveanu
aflat in colectia primariei municipiului Chisi-
ndu regasim Chisindul pitoresc de altddata.

Vasile Mosanu, reprezentantul scolii esto-
niene de picturd, in lucrarea aflata in patrimo-
niul MNAM, ,,Monument arhitectural: Moara
Rosie” (1987, u/p, 1000x1300 mm), recurge la
o tratare postmodernistd a temei. Artistul reali-
zeaza subiectul in maniera fotorealistd cu tenta
decorativa. Tabloul in care este pictata moara
cu mici detalieri provoaca doua stari: de admi-
ratie a obiectului arhitectural surprins intr-o zi
solard si de neliniste: stare sugeratd de fisurile de
pe peretii cladirii, de lipsa geamurilor, de gardul
si cladirea aldturata ce sunt deteriorate, precum
si de copacii aproape desfrunziti. Astfel, Vasile
Mosanu evidentiaza problema distrugerii mo-
numentului arhitectural de valoare nationalg,
care a fost dat uitarii si este pe cale de a disparea.

Inesa Tépina, influentatd de curentele mo-
derniste pe care le trece prin prisma propriilor
viziuni, creeazd, in perioada anilor 1987-1988,
pictura ,,Moara Veche” (u/p, 735x735 mm) [4].
Spre deosebire de ceilalti artisti plastici, Inesa
Tépina reprezinta moara in culori deschise de
bej-galben. Tusele sigure din prim plan a pei-
sajului, conturul cladirilor si culorile delicate si
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Valentina Brancoveanu, Moara rosie, 1986,
800x500 mm, Directia Cultura a municipiului Chisinau.

pure ofera expresivitate si echilibru compozitiei,
pe cand petele dinamice ale cerului mov-albas-
tru-galben sugereazd starea anotimpului rece in
care a fost pictat tabloul. Lucrarea aflata in cus-
todia Muzeului Regional de Arta din Tomsk se
caracterizeaza prin sensibilitate cromatica, jocul
liniilor si petelor, incadrate intr-o compozitie
dinamica, pe care artista a realizat-o cu o deose-
bita maiestrie.

La acelasi titlu sugestiv ,Moara Veche” (u/p,
580x760 mm) apeleazd si Ludmila Tonceva in
anul 1991. Lucrarea pictoritei se distinge prin
expresivitatea tuselor si contrastul multiplelor
tonalitati ale albului si brunului. Moara alba cu
acoperis caramiziu apare in centrul compoziti-
ei, de o parte si de alta a cladirii sunt amplasate
case la curte cu un nivel, specifice Chisinaului
vechi. Gama cromatica este redusd la alb, brun

si ohruri nuantate. Ludmila Tonceva a pledat
pentru compozitie complexa, pastrandu-si indi-
vidualitatea care a consacrat-o.

Artista care a dedicat subiectului céteva ta-
blouri este Galina Cantor-Molotov. Lucrarile cu
tematica ,Moara Rosie”, realizate in plenair in
anii 1996 si 1998, atestd diferite abordari. Pic-
tura din anul 1996 cu tenta decorativd prezinta
diversitatea Chisinaului cu case mici in curti,
modeste, cu garduri albastre si cladirea morii
moderne de culoare cardmizie, decoratd de ar-
hitect cu piatrd albd pentru a evidentia structu-
ra si detaliile arhitectonice. Ziua insorita redata
prin culori vii, dar combinate cu delicatete, este
specifica stilului pictoritei.

Moara Rosie in starea ei deplorabila o re-
gasim in lucrarea Galinei Cantor-Molotov din
anul 1998. Cladirea domina compozitia in care
artista tine sd reprezinte primul nivel cu peretii
jerpeliti, celelalte nivele etalandu-si peretii ca-
ramizii rezistenti la trecerea timpului. Cu toate
acestea, atmosfera unei zile insorite ilustratd in
tablou oferd o stare de liniste.

Ion Serbinov, in desenul ,Moara Rosie”
(2002, creion/héartie), la fel ca si Licd Sainciuc,
reuseste si redea dialogul si contrastul din-
tre edificiul industrial parasit si cele locuite din
preajma. Graficianul ne aratd realitatea: existenta
unor arhitecturi noi, somptuoase pe planul doi si
cladirea ruinatd a monumentului de arhitectura
in prim-plan. Ion Serbinov recurge la o schema
compozitionala realizata pe verticala, moara fiind
reprezentatd fragmentar, fira acoperis. Poarta
deschisa sugereaza invitatia si posibilitatea treca-
torilor de a vizita zona. Plasticianul, prin tehnica
executdrii, nu recurge la detalierea arhitecturii
din prim-plan. Prin hasura find accentueaza edi-
ficiul de lux puternic iluminat din centrul com-
pozitiei. Cu toate cd prezintd zona urbanizata a
Chisindului, Ion Serbinov nu renunti la partea
verde a orasului vazutd in departare.

Un alt desen a lui Ion Serbinov din ace-
lasi an - ,Moara Rosie” (2002, creion/hértie,
500700 mm) - reprezinta moara si cladirile
adiacente din curte. Autorul demonstreaza o
tehnica academicd excelentd si o madiestrie in
selectarea detaliilor pe care le prelucreaza sau a
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Grigore Plaméddeala, Moara rb,sie, 2003.

celor pe care le generalizeaza prin hasura. Dupa
cum mentioneaza Dmitri Sibaev despre plas-
tician, ,,pentru el este importantd actiunea de
contemplare a naturii” [5], nu minutiozitatea in
detaliere. Spre deosebire de lucrarea preceden-
td, aici Moara este centrul de interes al compo-
zitiei, radiind in plin soare in toatd amploarea
sa. Artistul accentueaza elementele de construc-
tie ale cladirii: piatra alba din colturile cladirii,
ancadramentele si boltarii ferestrelor circulare,
in segment de arc si in arc in plin centru.

Graficianul Grigore Plamadeald a pictat
Moara rosie iarna. Edificiile strict geometrizate
sunt tratate in maniera decorativa. Culorile roz
si galbenul al cladirilor creaza senzatia unei zile
calde. Compozitia este organizata pe verticald.

Maria Serbinov, in grafica ,Moara Rosie”
(2008, pastel/hartie, 600500 mm), reprezinta o
zond citadina cu moara in centrul compozitio-
nal. Artista, fara a preciza conturul edificiului,
a reusit sd redea in detaliu constructia cladirii
pistrate intact. In elaborarea compozitiei, grafi-
ciana pune accent pe tonalitate si gama croma-
tica. In lucrare urmarim procesul de urbanizare
a Chisindului, in spatele morii se vad blocuri
multietajate.

Natalia Procop, Moara rosie, 2021,
ulei, panza, 600x600 mm.

Grafica Maiei Serbinov-Cheptanaru ,Le-
genda. Moara Rosie” (2018, tehnicd mixtd/
hartie, 7301020 mm) a fost distinsa cu Pre-
miul I, acordat de Uniunea Artistilor Plastici
din Republica Moldova, la expozitia-concurs
»Chisinau 585”. Artista a realizat compozitia in
tehnicd mixta, in care pune accent pe obtine-
rea de efecte si texturi ale materialelor utilizate.
Expresivitatea cladirii este detaliatd cu contu-
rul realizat cu cdrbune. Autoarea intercaleaza
perfect elementele de limbaj plastic, compozitie
in care formele spontane de culoare rosie din
prim-plan sunt combinate cu formele dirijate
de nuanta fildesului. Pentru a reda planurile,
Maia Serbinov recurge la tonuri si semitonuri,
la utilizarea liniilor de diferite culori, jocul um-
brei si a luminii etc.

Ghenadie Sontu a pictat ,,Moara Rosie” in
doud ipostaze: (2004, u/p, 400x300 mm), (2008,
u/p pe carton, 500x400 mm). Pictorul, in mani-
erd realistd, tine sa readucd in memorie clddirile
care au fost distruse sau sunt pe cale de a dispa-
rea din urbe.

In maniera realistd, ne readuce Moara Ro-
sie Vadim Herneac (2016, u/p). Téanarul plas-
tician a redat edificiul deplorabil, dar rezistent
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Iraida Ciobanu, Moara rogie, 2021, ulei, panzd, 900x900 mm.

inca la trecerea timpului. Atmosfera unei zile
solare da compozitiei un ton optimist.

»Moara Rosie” (2021, u/p, 900x900 mm) a
Iraidei Ciobanu este pictatd in maniera impre-
sionistd. Intr-un racursiu dinamic, artista ac-
centueaza elementele decorative ale edificiului,
parterul cdruia este construit in piatrd de carie-
rd, cu goluri rectangulare de ferestre si usi, bu-
iandrugii carora sunt alcdtuiti din boltari cu al-
ternarea caramizilor si pietrelor albe de cariera.
Senzatia dinamicii este sugerata de un trecitor
in miscare, de coroana copacilor cu tuse energic
plasate si de cerul sobru, apasitor.

Natalia Procop, in ,Moara Rosie” (2021,
u/p, 600x600 mm), a readus problema distruge-
rii monumentului de arhitectura. Edificiul tratat
in maniera decorativa sta solitar in neputinta.

Fie cd este realizat in tehnicile picturii de
sevalet de artistii plastici Mihail Grecu, Valen-
tina Brancoveanu, Vasile Mosanu, Inesa Tapi-
na, Ludmila Tonceva, Galina Cantor-Molotov,
Ghnadie Sontu, Iraida Ciobanu, Natalia Procop,
Vadim Herneac, sau in tehnicile graficii de plas-
ticienii Ion Serbinov, Maria Serbinov, Maia Ser-
binov, subiectul Morii Rosii a fost si rimane unul
de interes pentru artistii din diferite perioade.
Prin intermediul lucrarilor sale, plasticienii rea-
duc in vizorul publicului larg una dintre primele
mori cu aburi, care a devenit un simbol al Chisi-

ndului industrial. Cert este cd importanta acestei
cladiri a fost incontestabila in perioada secolu-
lui al XIX-lea - inceputul secolului al XX-lea.
Moara se bucurd de abordari artistice diferite,
fiind pictata in maniera realista, fotorealista, de-
corativi etc. In plus, acest subiect aduce in vizor
problema pastrarii patrimoniului arhitectural al
Chisinaului de altadata.
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1. Monumente abandonate: Moara rosie. [ Accesat:
4.11.2021]. https://savechisinau.wordpress.com/2017/
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Art Museum. Tomsk, 2009, p. 58-59.
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6. Colectia personalad a Mariei Serbinov.

Nota: Articolul a fost elaborat in cadrul proiectu-
lui stiintific 20.8009.0807.19 Cultura promovidrii ima-
ginii oraselor din Republica Moldova prin intermediul
artei si mitopoeticii.
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Mihai Grecu, Chisindul vechi, 1967, ulei, panzd, 800x1000 mm, Muzeul National de Arta al Moldovei (MNAM).

Vasile Mosanu, Monument arhitectural: Moara Rosie, 1987, ulei, panza, 1000x1300 mm, MNAM.




Ludmila Tonceva, Moara Veche, 1991, ulei, panzd, 580x760 mm.
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Galina Cantor-Molotov, Moara Rosie, 1996, ulei, pAnza, 500350 mm.

Ion Serbinov, Moara Rosie, 2002, hartie, creion, 500x700 mm.




Maria Serbinov, Moara Rosie, 2008, hértie, pastel, 600x500 mm.
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Smaginarul lierel

Laureatd a concursului national de creatie literard ,Orasul meu’, editia
a IIT-a, 2022, detindtoare a Premiului de excelentd la categoria 17-19 ani, sec-
tiunea Poezie. Eleva la Liceul Teoretic ,, Andrei Straista” Anenii Noi; cadrul di-
dactic — Rodica Gotca.

-

Gloria-Cristi KOHANIUK

CHISINAU - ORASUL MEU

Céand ma gandesc la Chisindu, vad luminitele agatate deasupra strazii iarna,
copacii stralucitori si afisele publicitare,

oamenii plimbandu-se pe trotuare si magazinele deschise pana tarziu,
troleibusul plin de studenti si lucrétorii grabindu-se la serviciu.

Ma plimb prin Gradina Botanica:

o pereche de indragostiti merge in fata mea,

ii urmaresc cu privirea zambind.

Incerc sa ma apropii de ratele de pe mal,
acestea, simtindu-mi prezenta, se arunca in apa.

Zaresc magazinul Unic si cédlatoresc intr-un timp scurt,
in minte, prin versiunile sale din trecut:
insd in fiecare rasar buticurile inghesuite si oamenii nerabdatori sa gaseascd ceva multumitor.

Trec sub Arcul de Triumf si mé indrept spre Catedrala... Privesc...

Ma opresc in fata statuii lui Stefan cel Mare, suprimand din greu dorinta de a ma urca pe ea;
Privita de jos, pare ca atinge cerul.

Fac o pozd, insd aceasta nu a cuprins splendoarea monumentului.

Strabatand prin Aleea Clasicilor, md intalnesc cu Vasile Alecsandri, Tudor Arghezi, Gheorghe
Asachi, George Bacovia, Lucian Blaga si alti scriitori.

i salut politicos pe fiecare.

Nu primesc nici un raspuns.

Cand ma gandesc la Chisindu, aud muzica cafenelelor,
motoarele zumzaind ca niste albine si claxoanele;

Aud oamenii imbrancindu-se si cerandu-si scuze;
Vénzaétorii la piata incercand sa atraga clienti;

Forfota subteranelor;

Aud Chisinaul;

Aud Orasul meu.
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Guvinitul celuiladll

Prozator, dramaturg, membru al Uniunii Scriitorilor din Moldo-
va, combatant in razboiul de pe Nistru din 1992. S-a néscut la 11.05.1959
in orasul Dubdsari. Studii: Scoald Medie moldoveneasca (atunci) Nr. 3 din
or. Dubisari, Scoald de Arte Plastice din or. Dubdsari, Universitatea Tehnica
din or. Chisinau. Opere: Cartea pentru copii Morcovel (debut editorial), 2002;
O viziune din focarul conflictului de la Dubdsari, 2005; Unde-s zeii popoarelor
invinse, 2010; Do Major cu Paula (piesd), 2016 — premiul UNITEM; Somn le-
targic (roman) 2017; Beciul (piesd), 2017 — premiul UNITEM; Fabrica de ge-
nii (roman), 2018; Merele edenice sau nora de la Cluj (piesd), 2019 - premiul
UNITEM; Firingina (roman SF) si (nuvela-alegorie) Tara Cdinilor cu colaci in

coadd, 2021.

Vlad GRECU

POVESTEA DIN SPATELE CREATIEI A UNUI SCRIITOR DE SPIRIT

D.D. Stimate domnule Viad Grecu, cunoas-
tem cd prima incercare in ale scrisului artistic
ati realizat-o deja la varsta de zece ani, iar trei
decenii mai tarziu (2002) ati debutat editorial
cu cartea pentru copii ,Morcovel”. Pe scena li-
terard din Republica Moldova v-ati manifestat
activ, mail ales, in ultimii zece ani. Impresionea-
zd povestea dumneavoastrd de viatd si parcur-
sul profesional, de aceea am vrea sd stim ce v-a
determinat, fiind absolvent al Facultdtii de Con-
structii Civile si Industriale a Universitdtii Teh-
nice a Moldovei, sd vi schimbati instrumentele
de lucru si, astfel, limbajul de expresie? De unde
vine accesata necesitate intensd de exprimare
prin intermediul imaginilor literar-artistice? Ce
se ascunde dincolo de cuvinte si explozia de cre-
ativitate - o intentie nobild, o revoltd personald
sau poate o fire deosebit de inventivd: un surplus
de imaginatie?

V.G. E o intrebare ampla si cere mult spa-
tiu, poate echivalent cu unul pentru a detalia
toata autobiografia, dar sper sa fiu succint. Nu
cred ca e ceva iesit din comun prima mea po-
ezie scrisa in clasa a treia, mai ales daca sa pu-
nem in calcul maxima cd fiecare romdn se naste
poet, in mod serios insd, tinand cont de locurile
pitoresti unde m-am nascut, avalansa de obice-

iuri la care am asistat si chiar am participat in
copilarie, apoi spiritul creativ-artistic se cultiva
aici ca ceva genetic, un cromozom care detine
informatie ereditara adunata de generatii. Bine,
am fost din copildrie o fire visdtoare, am visat
sa devin pilot si, mai tarziu, scenarist. Un gen
de Antoine de Saint-Exupéry putin modificat.
Chiar visam sd-mi construiesc propriul avion cu
motor care m-ar ridica in aer. Din cauza miopiei
native n-am devenit pilot, dar am continuat sa
zbor in romanele mele, fie si metaforic, care, de
fapt, reprezintd niste scenarii camuflate de film
artistic. Si lucrérile pentru copii (mai am cate-
va needitate) reprezintd sugestii compozitionale
pentru desene cu animatie. Ingineria a interve-
nit in subconstientul meu ca o necesitate de stu-
diere a artei, sd zicem: ascultind muzica la mag-
netofon, lungit in pat cu riscul de a adormi, am
inventat un dispozitiv dintr-un ceas desteptator
(cu ciocanasul soneriei scos) si mosorele care il
deconectau la ora stabilita. Cioplind paséri in
lemn, le inventam si mecanisme ascunse pentru
a le face sé ciuguleasca.

Citind tot genul de povesti, aventuri, inclu-
siv cavaleresti, gasite in biblioteci in limba ro-
mand, prin clasa a cincea deja, pe langd poezie,
scriam si povesti, trecandu-le ,,pe curat” intr-un
bloc de desen, in care trasam cu rigla si creionul
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linii, mai tarziu, pictam cu acuarela si ilustratii.
Acest obicei mi s-a pastrat si acum, desenand la
fiecare roman unele scene pentru a-mi dezvolta
mai bine imaginatia. Din armata m-am intors
cu cunostinte in electronicd si cu o orga de lu-
mini cu amplificator, pe care am conectat-o la
patul meu in odaia din camin. Asadar, aceste
doud indeletniciri, arta si inventiile electronice,
md insoteau in viata tindndu-se strans de mana.
Totusi la Universitatea Tehnicd am intrat dupa
ce visul meu de scenarist mi l-a spulberat un re-
dactor din Casa Presei, a fost mai mult o ambitie,
o aventura silitd de frustrare, si soarta mi-a lasat
frau liber sa zburd un timp desculti pe stamba
luncii, vorba poetului, ca mai apoi sa ma readuca
treptat la fagasul predestinat mie, cred eu.

D.D. Creatia dumneavoastrd se inscrie in
mai multe sfere de interes: carte pentru copii,
autobiografie (mdrturiile despre conflictul de pe
Nistru), dramaturgie si roman. Acest fapt relevd
oare un exercitiu de cdautare si cristalizare a for-
mei si stilului individual? Pe langd Andrei Gru-
meza, despre care ziceati cd v-a perfectionat sti-
listica, cine sunt scriitorii de la care ati invdtat,
pe care ii admirati?

V.G. Diversificarea creatiei mele este si un
exercitiu de cautare, un studiu - incercand sa
nu md repet, explorez spatii noi, mai putin ba-
tatorite si scot lucrdrile la lumina tiparului abia
peste cativa ani dupa ce scriu ceva, testand in
timp dacd textul nu ma plictiseste. Dar stilul
este deja cristalizat, nu stiu in ce masurd de in-
dividual. Cat tine de stilistul Andrei Grumeza,
el nu mi-a perfectionat stilul si nici nu mi l-a
influentat, pur si simplu in redactarea lui m-am
patruns de unele erori stilistice mult mai pro-
funde decat le-am vézut la alti redactori. Situa-
tia m-a facut sa gasesc solutii la aceste exercitii
din simplu motiv ca versiunile pe care dumnea-
lui mi le propunea nu erau nici pe departe li-
teratura. lar eroarea exista, chiar dacd nu bétea
din prima la ochi. Din scriitorii care mi-au in-
fluentat poate ceva stilul as vrea sd-i mentionez
pe Ioan Ménascurta (in volumul de povestiri si
nuvele Unde-s zeii popoarelor invinse i-am de-

dicat si o lucrare) si pe Cornel George Popa, in
mod deosebit prin proza lui scurta cum ar fi Ca-
feaua de dimineatd, Efectul picturii, Irezistibila,
Un mic obiect albastru, Motivul, Textul, Pdnd
si ea, pe care le consider capodopere ignorate
nejustificat de marii critici literari. Nu pot sa-i
trec cu vederea pe Mircea Opritd si Alexandru
Mironov - lucrarile lor Androidul si printesa si
Antipoveste sunt superbe, de fapt, la fel ca si Del-
finul lui George Meniuc. Am citit de vreo cinci
ori Maestrul si Margareta si de zeci de ori Ini-
md de cdine ale lui M. Bulgakov. Regret cd piesa
de teatru Fiul cel mare este scrisa de Alexander
Vampilov si nu de mine. N-as fi sincer sa nu
amintesc si de Balada celor cinci motdnasi, Sa-
nia, Povestea furnicii si Toiagul pdstoriei ale lui
Ion Drutd, unele dintre care m-au impresionat
in mod deosebit in adolescenta.

D.D. Romanele apdrute de sub condeiul
dumneavoastrd, care se remarcd printr-o plasti-
citate aparte, infdtiseazd un melanj de registre:
elemente autobiografie, criticd sociald, reflexie
filozoficd, revelatii mistice, incrustdri enciclope-
dice, aspecte metaliterare, meditatii despre mo-
ralitate, educatie, artd s.a. Asadar, spuneti-ne
dacd procesul de constructie a subiectului si a
discursului narativ constituie o muncd anevo-
ioasd pentru dumneavoastra? Cum actionati
cand va aflati la intersectia dintre fluxul ima-
ginatiei si adversitatea actului propriu-zis de
scriere? In general, putem considera scriitorul
un inginer, atdt timp cdt, in actul sdu creativ,
acesta utilizeazd cunostinte din diferite domenii,
construieste lumi imaginare, dezvoltd linii de su-
biect, aplicd tehnicii si strategii narative?

V.G. Inginerul, in spetd, este un creator. Re-
gionalismele il dedica drept injerel sau ingerel.
Argourile romanesti il califica vagabond, dar sa
nu uitdm ca si Pilat il considera pe Yeshua va-
gabond. Locutiunile contin expresia plan de in-
giner — vorbd cu dublu sens. Dar iata ce gasim pe
Internet: , Termenul de inginer dateaza din Evul
Mediu timpuriu si are etimologia in ingeniumul
latin, cu semnificatia sa de dispozitiv, creator si
capacitate mentald. Un ilustru exemplu de in-

DIALOGICA nr. 2, 2022

E-ISSN 1857-2537

129)



giner si arhitect a fost Leonardo da Vinci...” Fi-
reste, orice narator dotat cu cunostinte vaste in
mai multe domenii, nu numai metafizica, istorie
si filologie, poate fi considerat un inginer al teh-
nicii narative, dacd, desigur, autorul stie ce scrie
si nu asteapta sa fie condus numai de muza, fie
inspiratie. Procesul de constructie a subiectului
constituie pentru mine mai curdnd o savurare
a placerii, dar foarte greu aleg subiectul, uneori
ani la rAnd caut teme care m-ar satisface. In caz
ca ajung la intersectia dintre fluxul imaginatiei
si adversitatea actului de scriere, cum am patit-o
indeosebi scriind concomitent romanele Somn
letargic si Firingina, imi notez ideile, unele su-
gestii doar le schitez in text pentru a reveni la ele
mai tirziu, dar, in mare, nu ma simt confortabil
in aceste momente si ma stradui s le evit. To-
tusi, solutia mea este sa revin la dificultatile de
exprimare de mai multe ori, pdna cand, recitan-
du-le peste un timp, sd simt ca s-au implementat
armonios in text.

D.D. De curand ati lansat volumul de proz
ce contine romanul ,,Firingina” si nuvela-alego-
rie ., Tara Cdinilor cu colaci in coada” (Prut In-
ternational, 2021). In ambele lucrdrii explorati
artistic profilul psihologic, sociologic si ideologic
al omului sovietic. Iar romanul ,,Fabrica de ge-
nii” (2018) - asa cum afirmd Grigore Chiper - ,,e
acel creuzet socio-international in care se fabrica
homo sovieticus”. Urmariti astfel sd realizati un
portret in relief al basarabeanului ajustat fortat
la un tipar strdin si transpus intr-o altd dimensi-
une, artificial construitd?

V.G. Nu cred cé portretul de azi al basara-
beanului este o consecinta a ajustdrii fortate la
un tipar strdin. Am impresia cd acest tipar era
foarte aproape de firea contingentului rdmas
in acest spatiu dupa lichidarea celora cu spirit
antreprenorial. Drept consecinta, avem tot so-
iul de politicieni incompetenti cu suite de ser-
vili care negociaza profituri, ne-am facut celebri
prin delapidari bancare, tradéri de patrie si dile-
tantism. In Fabrica de genii, de fapt, am dezvol-
tat subiectul intrebarii retorice: ce s-ar intampla
dacd mdcar cineva ar spune numai adevarul.

Am folosit tehnica interferentei acestei teme
cu subiectul erotic pentru a stimula cititorul sa
inghita si garnitura propusd, smecherie gen cal
Troian. Si cititorul a inghitit momeala, dar nu
prea si-a dat seama cu ce l-am servit pe langa
sex. De fata fiind maxima despre adevarul care
umbld cu capul spart, protagonistul nostru se
trezeste in spitalul de psihiatrie unde colegul
lui, scriitorul, concluzioneaza ca pentru a spune
adevarul, trebuie sd devii idiot. Firingina este un
proiect SeFe realizat acum vreo zece ani, in care
mi-am propus sd umanizez pe mdsura capaci-
tatii mele personajele. Astronautul meu plange
in momentele de stres, danseaza debordat de
bucurie, vede in femeie femeia, nu un personaj
abstract, coechipier sau astronaut. Abordez su-
biectul razboiului din Afhanistan declansat de
URSS, am fost accidental previzibil in privin-
ta virusului adus de o cometd pe planeta stelei
Proxima Centauri, care a degradat populatia,
aducand-o inapoi in grote. Mi s-a pdrut actu-
ala in contextul pandemiei noastre provocate
de Covid 19. Dar n-a fost sa fie. Expertii nostri
beletristici, inspaimantati de sintagma SeFe, au
tratat acest roman ca pe un gandac de bucata-
rie, ba chiar nerecomandandu-1 de la microfo-
nul US altora sa-I citeasca. Am simtit o boicota
nedeclarata in privinta acestei lucrdri, chipuri-
le, la noi fantastico-stiintific nu se scrie, numai
metaforic! N-ai stiut? Din inertie, unii indicati
nici n-au rasfoit cartea sa vadd cd in ea se as-
cunde si nuvela-alegorie Tara Céinilor cu co-
laci in coadd. Poate cd altii, totusi, au vdzut-o,
dar recunoscandu-se in personajele ei, au ho-
tarat s-o treacd subit cu tacerea. E vorba ca in
lucrarea alegorica am descris prin prisma satirii
luptele dintre haitele de maidanezi pentru tom-
beroanele din oras, in liderii cdrora poti usor sa
recunosti presedintii partidelor noastre. Clau-
dia Partole mi-a sugerat cu entuziasm vadit sa
public separat aceasta lucrare, Moni Stanila a
declarat la lansare cd lucrarea e buna pentru a
fi introdusa in programa scolard, Nicolae Rusu
deja a publicat un eseu in Literatura si Arta.
Acum cativa ani, un fragment a fost publicat de
Grigore Chiper in Revista literard. Un fragment
din Firingina a publicat Marcel Gherman in re-
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vista Sud-Est Cultural. Adica, in anturajul meu
sunt mai multi colegi care au imunitate genetica
la sindromul homo-sovieticus.

D.D. ,Firigina” este un volum de prozi
fantasticd, apdrut intr-un spatiu in care ,proza
science-fiction lipseste cu desdvarsire” (Calina
Trifan). Credeti ca preocuparea de conceptele
imaginative — stiinta, tehnologia avansatd, ex-
plorarea spatiului, cdldtoria in timp, viata extra-
terestrd, inteligenta artificiald — oferd un succes
pre-validat in randul cititorilor? Tindand cont
de faptul ca fantasticul este inteles ca un produs
al refuldrii, este romanul ,Firigina” o forma de
protest al basarabeanului alienat? Credeti cd
proza fantasticd incapsuleazd o adevdratd isto-
rie a sensibilitdtii umane?

V.G. Conceptul de ,,imaginativ” se potrives-
te mai mult cercetdrilor din domeniile umanis-
tice — istorie, filozofie, filologie, pe cand stiinta
materialistd, desi nu este lipsita de imaginatie,
se bazeaza exclusiv pe descoperirea legilor exis-
tente in Univers si deloc ndscocite, precum sus-
tinea un bard din cercurile noastre. Imaginativi
sunt si scriitorii care scriu fictiune, scriitorii de
gen science fiction, multe idei si inventii fan-
tastico-stiintifice de-ale lor pe parcurs au fost
materializate de savanti - laserul, telefonul, sub-
marinul, televizorul, robotul cu inteligenta arti-
ficiald, explorarea spatiului cosmic etc. Poporul
nostru n-a contribuit cu vreo idee inovatore
nici in domeniul fantastic, nici stiintific, igno-
rand categoric disciplinele reale si descoperirile
tehnologice. In spatiul nostru mioritic chiar se
spunea cd fantastica este domeniul americanilor,
deoarece ei n-au folclor, iar noi dispunem de po-
vesti populare cu balauri si e destul. Nu m-am
asteptat la un succes iminent in spatiul nostru, in
care nici scriitorul autohton nu prea deosebeste
SeFe-ul de fantastica nebazata pe stiintd, suntem
un popor consumator in care prevaleaza reveri-
ile metaforice si ne mandrim prin asta, suntem
specialisti neintrecuti in covid, politica, istorie si
religie. Am dezvoltat acest subiect in Fabrica de
genii. Poate ca Firingina si este un protest, dar
nu al basarabeanului alienat, ci al autorului fata

de ignorarea noastrd de a participa la investiga-
tiile stiintifice, la dezvoltarea industriei de pro-
duse competitive, in schimb cu megapretentii la
bunastare nivel european, pentru care maturdm
curtea boierului si pe banii castigati ii cumparam
magsina pe care el intentiona sa o arunce la gunoi.
Cica, dupa anularea sclaviei in SUA, o parte din
sclavi s-a pus pe furat, cealaltd s-a intors sa mun-
ceasca la fostii stapani.

D.D. Un alt aspect biografic important,
totodatd definitoriu pentru tematica in care se
incadreazd creatia dumneavoastrd, este partici-
parea in razboiului din Transnistria ca volun-
tar din partea fortelor moldovenesti. Mai tdrziu,
ati reflectat tematica razboiului de pe Nistru
in cdrtile ,,O viziune din focarul conflictului de
la Dubasari” (2005) si ,Unde-s zeii popoarelor
invinse” (2010). Spune-ti-ne in ce mdsurd inter-
pretarea evenimentelor la o distantd de cdtiva
ani, din perspectivd istoricd, poate modifica sau
completa perceptia noastrd in raport cu cele in-
tamplate in anul 19922

V.G. Razboiul din stanga Nistrului mi-a
addugat o culoare sangerie pe paleta mea crea-
tivd. Md urmadreste in lucrarile mele si oricat ma
stradui, nu pot scipa de tematica lui. Protago-
nistul Vladimir (mai tarziu Vlad Imir Stefan),
din romanul Somn letargic e un fost participant
la acest rdzboi, Victor Vistavoi din Fabrica de
genii intélneste intr-un sat din Siberia un recidi-
vist care a luptat in 1992 impotriva Chisinaului,
piesa de teatru Beciul are la bazd un caz tragic
care a avut loc in timpul rdzboiului la Corjova,
iar piesa Merele edenice sau nora de la Cluj con-
tine o scena cu luptele din Tighina. Unica alinare
e ca ambele piese au fost mentionate cu premiul
UNITEM ,,Cea mai buna piesa de teatru a anu-
lui”. Ce tine de lucrarea O viziune din focarul
conflictului de la Dubdsari, am scris-o atat de
tarziu deoarece nici n-am avut intentia s-o scriu
in genere. In 2004, peste doi ani dupa aparitia
cartii pentru copii Morcovel, in momentul cind
m-au sunat combatantii de la Corjova si m-au
rugat sd scriu aceasta carte, ma ocupam de re-
dactarea volumului de povestiri si nuvele cu te-
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matica razboiului Unde-s zeii popoarelor invinse.
Astazi, in contextul razboiului din Ucraina, am
revazut-o, completand-o si intentionez s-o ree-
ditez anul acesta. Sper sa atrag atentia opinii pu-
blice pe scard largd precum cd noi am fost primii
acei care ne-am ciocnit de crimele de rdzboi ale
rusilor, atunci insd n-am fost auziti. Ce tine de
perceptia istorica a tinerii generatii, crimele de
razboi n-au termen de prescriptie. Iar in volu-
mul de povestiri Unde-s zeii popoarelor invinse,
povestirile scurte ca Visul, Vecinul, Urletul sunt
niste amintiri despre rdzboiul la care am partici-
pat, nu interpretari istorice. Nuvelele Cdilduza si

Vinul dacilor sunt scenarii pentru filme artistice,
ultimul fiind si castigator al concursului organi-
zat de studioul Moldova-film prin anii 2007, din
pécate filmul n-a mai fost turnat. Asa-ila noi...

D.D. Stimate domnule Vlad Grecu, vd mul-
tumim pentru aceastd memorabild ocazie de a
privi in adancul spiritului dumneavostrd de ar-
tist al cuvantului. Vi dorim multe realizdri fru-
moase si aprecieri pe potrivd.

Interviu realizat de Diana DEMENTIEVA,
doctor in filologie.
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Abajur pentru o biblistecid

S-ar parea cd subtitlul Prozd scurtd, pe alocuri umoristicd, pe ici colo cu
iz pamfletar si, din cand in cand, cu nuante satirice de pe cartea semnatd
de cunoscutul scriitor Nicolae Rusu De-ale lui Gheorghe (Pontos, 2022) are
rezumata toatd informatia necesara prezentérii unei noi aparitii editoriale.
E adevarat, volumul adunad 23 de proze scurte cu scene din vita rurala sau

cu personaje din acest habitat. Naratorul acestora prezinta scene si situatii

" .f;:“..::.,-,., : specifice satului de astazi, privite cu ochi mijit de intelept si bonom, gata

i sd reverse aspectele neplacute in albia umorului, pamfletului si chiar a sati-

rei, adica sa-si transforme amarul si deziluziile in placere esteticd. Lectura

cartii este insd obligatorie pentru examenul de autocunoastere pe care ni-l
ocazioneazd ca indivizi ai comunitatii din republica dintre Nistru si Prut.

Traindu-ne viata de vitezomani angajati in curse de dezlegare a ghemu-
lui de obligatii zilnice pe care orasul ni le serveste, uitim ca satele noastre
devin tot mai depopulate, mai mici, mai nepretentioase si mai putin priel-
nice pentru formarea individului. Gheorghe, personajul generic care trece
dintr-o proza in alta, nefiind neaparat aceeasi persoand, dar atragand in jurul
sdu evenimentele, este reprezentantul satului de astdzi. Nici prea invatat ca
sa propage diafan intelepciune, ca invatatorii din proza traditionala dedicata
satului, nici analfabet brutal ca sd ilustreze teze naturaliste, Gheorghe merge
prin viata satului cu privirea spre oras, ,la Chisinau, ca-i la o azvérlitura
de bat”. De acolo preia modelele si valorile, cu orasenii mai fericiti vrea sa
semene, cand isi propune candidatura la alegeri pentru scaunul de deputat
sau cand isi ridicd palat pe banii fiicei care munceste in straindtate. Abil cand
trebuie sd obtind un profit, smecher cdnd vrea sa se chiverniseascd, omul
nostru isi construieste relatii, trage sfori si gdndeste planificat. Dar este pa-
calit, la randul lui, de tinerii mai iuti, cum e baiatul lui nea Petrache Pitigoi,
student la arte nerealizat. Ingelatoria unui tAnir e insd nevinovati in compa-
ratie cu vrdjeala epocald a statului. Tinut in sardcie cronicd intreaga lui viata,
la batranete Gheorghe al nostru a fost convins intr-un final sa renunte la sat
si sd se multumeascd in apartamentul unui bloc orasenesc, mangaindu-si

lui Gheorghe..

visele in bautura cu vecinul sau cu nimic mai norocos.

Gheorghe nu este singurul personaj al prozelor, o lume intreaga pen-
duleazd intre sat si orasele lumii, satul Republicii Moldova adunéind re-
flexele acestora ca intr-o oglinda oblicd. Bun povestitor, Nicolae Rusu e si
un fin desenator al nuantelor psihologice si al ipostazelor existentiale ale
acestei umanitati in deriva, neatractiva si fara perspectiva, neinteleasa mai
ales. Autorul insusi intelege ca insistd pe subiecte sociale care deranjeaza,
dovadi fiind fictiunea de pe coperta a patra. In viitor aspectele sociale su-
paratoare isi vor pierde actualitatea, vor parea exotice, lasand cititorului
confortul netulburat al plicerii estetice.

Aliona GRATI, dr. hab. in filologie
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Publicata in anul 2022 sub egida Academiei Nationale de Stiinte a
Ucrainei, monografia stiintificdi Axkepmancoxa ¢opmeus. JJocnionen-
Ha 1999-2010 poxie (Cetatea Akkerman. Cercetdrile din anii 1999-2010),
avand ca autori Svitlana Bilyayeva, Yuri Boltrik si Olena Fialko, reuneste in
paginile ei rezultatele unor investigatii complexe asupra vestitului monu-
ment medieval - fortificatia Akkerman (Cetatea Albd, Belgorod), situata in
actualul orag Bilhorod-Dnistrovskyi (Ucraina). Sapaturile arheologice reali-
zate de Expeditia internationala medievala de Sud a Institutului de Arheolo-
gie al Academiei Nationale de Stiinte a Ucrainei s-au desfasurat in perioada
anilor 1999-2010, intrunind un numeros colectiv de specialisti reputati din
diferite tari. Ucraina a fost reprezentata de S. Bilyayeva (seful expeditiei),
O. Suhobokov, Yu. Boltrik, O. Fialko, O. Bilyayev, M. Ievlev, D. Karavai-
ko, O. Galenko, K. Prisiazhnyi, A. Martyniuk-Medvecka, M. Gornikova s.a.;
Turcia - de B. Ersoy (seful expeditiei), I. Kuilu-Ersoy, H. Urer, S. Tungoku
s.a.; SUA - de J. Mathieu, Canada - de V. Ostapchuk, Anglia — de C. Finkel,
A. Turner, R. Haddlsey s.a. In anii 1999-2001 si 2005-2007 cercetitorii au

v

investigat ruinele moscheii din ,,curta civila”, baia otomana si barbacana din
»curtea portuard” - componente importante ale Cetatii exterioare. Sezonul
din 2008 era dedicat studierii structurilor defensive ale intregului ansamblu
defensiv cu utilizarea celui mai performant aparataj geodezic si geofizic. In
perioada 2009-2010, principalul obiect de studiu a fost santul de aparare al
fortificatiei.

Un merit semnificativ al acestei monografii este abordarea interdis-
ciplinard a subiectului enuntat, aflat la confluenta mai multor discipline:
arheologie, istorie, arhitectura, istoria artei, urbanism, geografie, filologie
s.a. Impresioneaza complexitatea materialului nou descoperit, precum si
abundenta surselor utilizate. Volumul este structurat in patru capitole ur-
mate de Anexe.

In primul capitol, intitulat Sursele si istoria cercetdrii fortificatiei, sunt
sintetizate informatiile din numeroase izvoare scrise, cartografice, artisti-
ce, grafice si fotografice. In atentia autorilor au nimerit atat investigatiile
arheologice anterioare, cét si lucrarile Expeditiei internationale medievale
de Sud a Institutului de Arheologie a Academiei Nationale de Stiinte din
Ucraina, in special sapdturile stationare si metodele arheologice neinvazive.

Urmatorul capitol Rezultate ale cercetarilor Expeditiei internationa-
le medievale de Sud in anii 1999-2010 se axeazd pe examinarea vizuald
a constructiilor fortificate si rezultatele investigatiilor arheologice. Astfel
au fost cercetate in mod detaliat o serie obiective ale amenajarii defensive:
baia turceasca, barbacana, santul de aparare cu escarpa si contraescarpad,
obiectul ,,veja” s.a. Autorii au efectuat analiza dendrologica si petrografica
a constructiilor cetétii incercand sa propund o datare mai exacta a elemen-
telor componente. In acelasi compartiment sunt incluse cercetarile geofi-
zice ale ansamblului fortificat si investigatiile acestuia in baza materialelor
descoperite in arhivele turcesti.

In capitolul al treilea, consacrat sipaturilor arheologice din Curtea de
Jos si din santul cetétii Akkerman, autorii prezinta numeroase descoperiri
arheologice ale expeditiei: obiecte de uz casnic, vase de lut, metal si sticld,
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pipe, furnitura, detalii arhitecturale si constructive, obiecte cu litere si in-
scriptii, colectii de monede, jetoane si plumburi comerciale s.a.

De o tratare competentd se bucura cel de-al patrulea capitol, intitulat
Lucrari de conservare a vestigiilor construite. Autorii valorifica materialele
arheologice ale expeditiei la obiectivele ,,Hammam”, ,,Barbacana” si ,,Sant”.

Anexele includ articole stiintifice ce se refera la arhitectura cettii,
materialele de constructie, datarea dendrologicd a structurilor din lemn,
rezultatele investigatiilor geodezice si paleopedologice, utilizarea gradio-
metriei si GPR in cercetarea fortéretei s.a. Blocul ilustrativ completeaza
perfect textul demersului stiintific.

Putem conchide ca avem de-a face cu o lucrare fundamentala, foarte
valoroasd. Este un merit incontestabil al autorilor de a fi avut initiativa
elaborarii unei noi monografii stiintifice dedicate cetatii Akkerman - una
dintre cele mai aspectuoase fortificatii medievale din Europa de Sud-Est.

Mariana SLAPAC, mem. cor., dr. hab. in studiul artelor

Editata la implinirea a 210 ani de la semnarea fatidicului Tratat de
pace ruso-turc de la Bucuresti, din 16/28 mai 1812, prin care hotarul
dintre Imperiul Otoman si cel Rus devenea raul Prut, - acest lucru in-
semnand anexarea Moldovei dintre Prut si Nistru curtii imperiale de la
St. Petersburg, — noua lucrare a cunoscutului istoric dr. Vlad Mischevca,
Intre pace si rdazboi: Domnii fanarioti in contextul raporturilor internatio-
nale (1774-1812) (Ministerul Educatiei si Cercetérii, Institutul de Istorie,
Chisinau, Editura Cartdidact, 2021, 429 p.), s-a bucurat de aprecieri elogi-
oase din chiar momentul lansdrii, eveniment desfasurat in incinta Biblio-
tecii Nationale a Republicii Moldova in ziua de 22 martie curent.

Pornind de la adevérul cd problema basarabeand, ,,chestiunea Basara-
biei si Bucovinei” constituie ,,cea mai addnca rana nationald roméneasca”,
»cea mai critica dintre problemele teritoriale ldsate mostenire generatiei
prezente de Chestiunea Orientala” si punand la baza informatii continute
in lucrarile publicate de-a lungul anilor — 15 monografii si peste 150 de
studii si articole - la care s-au addugat, intre timp, noi interpretari istori-
ografice si documente originale investigate in arhivele din Federatia Rusa,
Romaénia, Franta, Turcia (unele partial publicate, altele inedite), istoricul
Vlad Mischevca trateazd, in noua sa lucrare, un segment cronologic mai
vast, cuprins intre anii 1774 si 1812, reprezentand o perioada decisiva a
istoriei politico-diplomatice a Principatelor Romane. Este asa numita pe-
rioadd fanariotd (1711-1821), apreciata cu justificat temei drept una de
»decadere statald pentru Moldova”, in cadrul céreia s-a vazut ciopartita
fara mila, prin transformarea regiunii Hotinului in raia otomana (1711),
prin anexarea Bucovinei la statul Habsburgilor (1775) si prin ocuparea Ba-
sarabiei de catre Imperiul Rus (1812).

Sunt, indiscutabil, pagini dramatice de istorie nationald, existand in-
totdeauna riscul perceperii lor dintr-o perspectivd preponderent emotio-
nal-sentimentald. Fiind un reputat specialist in domeniul epocii fanariote,
dr. Vlad Mischevca reuseste sa evite cu succes aceasta capcand, analizand la
rece complicatele jocuri politice ale Marilor Puteri din acea perioada (Tur-

Vlad Mischevca
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Tatiana ClOCO'

| din viatd
si din carti

cia, Austria, Rusia), dar si a celorlalte state cu un cuvént greu de spus in
politica sud-estului Europei (Marea Britanie, Franta), valorificind atit surse
documentare primare, cat si o vastd bibliografie a problemei, reusind, in asa
mod, sa reconstituie istoria perioadei respective intr-o maniera obiectiva si
echilibrata, din perspectiva tuturor partilor implicate in acele evenimente.

Din acest punct de vedere, chiar daca pentru Térile Romane epoca
fanariotilor a fost, in multe privinte, un veac al decaderii lor statale, au-
torul lucrdrii considera, pe bund dreptate, ca aceasta s-a inscris in analele
istoriei drept o perioada in care ,,Principatele Romane au intrat ferm si ire-
versibil in sistemul politic continental”, promovand, asa cum au observat
si contemporanii acelor evenimente, ,,0 politica activd, proprie, disimu-
latd, modestd, dar hotdrata, abila, consecventa”. Amendand considerabil
imaginea domniilor fanariote, prezentate pana catre inceputul secolului al
XX-lea, nu mai mult decat ,,un intunecos sir al domnilor fanarioti, ince-
put cu Nicolae Mavrocordat la 1711 in Moldova si la 1716 in Muntenia”
(AL Vlahutd), istoricul Vlad Mischevca nu se limiteazd doar la aspectul
activitdtii unora dintre domnii fanarioti care s-au perindat pe tronul Mol-
dovei in perioada 1774-1812, ci le investigheaza deopotriva genealogia,
studiile, cariera etc., confirméand justetea concluziei acad. Ioan-Aurel Pop,
care constata cd ,,Fanariotii au fost si rdi, si buni, ca toti oamenii, dar unii
dintre ei ne-au legat sau relegat — paradoxal - cu Europa vesticd, cu lumea
civilizata, cu iluminismul si cu despotismul luminat”.

Constituind o importanta si originala contributie la studierea activita-
tii domnilor fanarioti in cadrul rivalitatii Marilor Puteri si a rolului lor — in
special a familiei Ypsilantilor si a Moruzestilor - in contextul Razboiului
ruso-turc din 1806-1812, a politicii Marilor Puteri fatd de Principatele
Romane, lucrarea istoricului Vlad Mischevca indeamnd, prin chiar titlul
ei - ,Intre pace si rizboi” - la o profunda reflectie asupra valorii picii in
sine, avertizdnd asupra inadmisibilitatii razboiului si condamnéndu-1 din
toate punctele de vedere.

Nicolae ENCIU, dr. hab. in istorie

Unul dintre citatele ce deschid culegerea de eseuri, aparuta in 2021 la
Editura Cartier, China mea din viata si din cdrti a Tatianei Ciocoi, vine din
Calatoria oamenilor cdrtii de Olga Tokarczuk: ,,Si totul merita sa fie de-
scris”. Aceastd chintesentd in miniatura m-a facut sa trec prin cele descrise
in aceastd culegere de eseuri, ca prin ceva mult mai personal si intim decét
o serie de impresii turistice si literare. Aceasta lectura-calatorie ori calato-
rie-lecturd se releva cititorului nu doar ca o reiterare a unor evenimente si
impresii, ci ca un act de extrema sinceritate a unei scriitoare, a unei femei,
a unui om sensibil la oameni si obiecte.

Autorul este personajul narator, martorul implicat care ne poarta prin
atmosfera confesiva a istorisirii celor 600 de zile in China, prezentandu-ne
China mea din viatd — prima parte a cdrtii in care este creionat districtul
Chaoyang cu tot exotismul sdu georgrafic sau turistic. ,,Ochiului european”
i se infatiseaza un spatiu lingvistic inaccesibil, o bucatarie socanta (une-
ori chiar terifianta) si o arhitectura impregnata cu istorie (Orasul Interzis,
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Marele Zid, Hutong-urile, 798 Art Zone, Silk Market de pe Silk Street, Bo-
okworm-ul s.a.). In opozitie cu modernismul ,,junglelor de piatrd” marca-
te de evolutie, apare, in descrieri miniaturale, natura incantatoare a Chinei
cu copaci de magnolie, semdndnd cu niste mirese mirabolante, cu cdtune
pitoresti si livezi doldora de persici si caise.

Tatiana Ciocoi descoperd nu doar un spatiu geografic nou, ci si o alta
filosofie a vietii, a iubirii, a scrisului. Aceasta carte apare din dor, din do-
rinta de a retrai si revedea sejurul in China: ,,intr-o buna zi, mi s-a facut
dor de China si am inceput si scriu aceasta carte”.

Descoperirea Chinei s-a realizat nu doar prin ,,ochiul european” mar-
cat de socul cultural produs de strainatate, ci si prin ochiul literatului. Ast-
tel apare a doua parte a lucrarii - China mea din cdrti , in care scriitoarea
viziteazd autori si personaje prin care descopera China depasind crono-
topul realitatii. ,,Biblioteca chineza” din aceastd parte a cartii este un cale-
idoscop din eseuri pe care autoarea il roteste in fata ochilor nostri pentru
a ne ardta si alte culori ale imaginarului chinez.

Lecturand din romanele lui Mo Yan, Su Tong, Teng Xiaolan, Yu Hua,
Mao Dun, Chen Xiwo, Liu Cixin si ale altor autori remarcabili, Tatiana
Ciocoi descopera o lume plina de cruzime, durere, dispret, dragoste, fe-
minitate, putere, erotism, intelepciune, patologie si asumare. China dintre
copertile cartilor este mult mai mare, decat cea vazuta pe harta.

China mea din viatd si din cdrti este ca un aisberg rasturnat in cuvinte:
partea vizibila fiind cea din viatd (in care cunoastere este egald vederii), iar
partea ascunsa fiind cea din cdrti (in care cunoasterea vine din rezonarea
spirituala cu istoria si cultura Chinei). Aceasta carte depaseste un jurnal de
caldtorie ori un jurnal de lectura, ea este o confesiune despre o prietenie
egald cu identificarea eului in celdlalt, despre intelegerea sinelui in contex-
tul strainatatii care devine un fel de acasa, un fel de a mea.

Rodica GOTCA, drd.

Tema abordata in monografia Victoriei Rocaciuc Naratiune si simbol
in grafica de carte moldoveneascd, 1945-2010 (Chisindu: IS FEP ,, Tipogra-
fia Centrald”, 2021, 280 p.) este una noua, inedita.

In Capitolul I, ,Naratiune si simbol in arta graficii de carte. Aspecte
istorice si teoretice”, autoarea se refera la naratiune ca manifestare a ge-
nului epic si face o legaturd stransa intre domeniul graficii de carte si cel
al literaturii, evidentiind cuprinsul genurilor narative, abordénd totodata
notiunea de simbol in teoria artei moderne, formuland mai multe definitii
si structuri teoretice. Capitolul contine si o incursiune istorica in evolutia
artei cartii si tipografiilor moldovenesti.

Capitolul II, ,Realismul socialist si grafica de carte din RSS Moldove-
neasca, anii 1940-1953. Analiza structurilor narative si simbolice”, con-
tine date despre evolutia artei grafice de carte in Moldova, 1940-1953:
despre primii graficieni incadrati in aceste procese si care s-au evidentiat:
Boris Nesvedov, Leonid Grigorasenco, Ilia Bogdesco s.a. Sunt mentionate
legaturile cu arta Uniunii Sovietice din aceasta perioada si studiate operele
de grafica de carte din acest interval de timp.

Victoria Rocaciuc

NARATIUNE §1 SIMBOL IN GRAFIGA
DE CARTE MOLDOVENEASEY
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Capitolul IIT, ,,Ilustratiile si designul poligrafic, perioada 1953-19707,
cuprinde o etapd importanta in istoria artelor nationale, relevata din anali-
za creatiei marilor maestri. Autoarea ne relateaza despre naratiune si sim-
bol in cértile aparute si despre aspectele artistice, tehnice si compozitionale
de solutionare grafica a acestora. Perioada 1960-1970 include ilustratiile si
designul poligrafic din perspectiva istorica, nume de autori, tehnici de exe-
cutare. Autoarea realizeaza o serie de portrete de creatie a graficienilor de
carte moldoveneasca, care au activat intre anii 1953-1970, in special, cel al
lui Isai Carmu, Gheorghe Vrabie, Filimon Himuraru, Alexei Colabneac,
Arcadie Antoseac, Anna Evtusenco s.a. Autoarea se referd la identificarea
paradigmei nationale in arta graficii de carte, relevand specificul national
in diverse forme de tratare in creatia marilor maestri.

Capitolul IV, ,Noi tendinte in arta cartii moldovenesti, anii 1970-
1990” demareaza cu o relatare despre noi creatori si operele lor, despre
modalitdti artistice de abordare a naratiunii, structurate pe principii teh-
nice, compozitionale si semantice. Arta cartii moldovenesti este dezvaluita
ca subiect in stransa legatura cu relatarea despre graficienii care au activat
in acea perioadd: Mihail Bacinschi, Arii Sveatcenko, Gheorghe Huzun,
Eudochia Zavtur, Mihail Brunea, Violeta Zabulica-Diordiev s.a.

In Capitolul V, ,,Grafica de carte moldoveneasci si procesul editorial
in perioada post-sovieticd. Imaginea artistica si simbol in ilustratiile de
carte prelucrate la calculator” autoarea analizeaza noile probleme aparute
in arta graficii de carte dupa schimbarile istorico-culturale in societatea
post-sovietica si pune in discutie dileme si compromise aparute in creatia
multor artisti ilustratori ai cartilor din perioada respectiva, valorificind
realizarile autorilor care au reusit sa parcurga toate etapele dezvoltarii teh-
nologice in domeniu, precum Lica Sainciuc, Mihail Bacinschi, Vladimir
Zmeev, Simion Zamsa, Elena Karacentev s.a.

La final, Victoria Rocaciuc generalizeazd mai multe conceptii si vi-
ziuni actuale referitoare la procesul editorial in perioada post-sovietica,
relatand, in special, despre activitatea editurilor Stiinta, ARC, Cartier etc.,
evidentiind tendinte legate de aspectul de sevalet al mai multor ilustratii,
probleme ale plagiatului, valorilor estetice si ale celor comerciale aparute
in noile conditii istorice. In concluzie, putem remarca caracterul inedit si
rational al relatdrii, multitudinea surselor bibliografice, abordarea teoreti-
cd exhaustiva a temei, numeroase reproduceri de ilustratii.

i B Ana MARIAN, dr. in studiul artelor
Stefana Di i g

Palmse (Bucuresti: Eikon, 2021) este cel de-al doilea roman semnat de
tandra scriitoare Stefana Dicu, cartea de debut fiind Febra orientald - Can-
doarea de a iubi in umbra vinovitiei (2017). Ca si in primul sdu roman,
autoarea situeazd in centrul naratiunii femeia eliberata de orice sentiment
de pudoare. In actul lecturii, cititorul descopera o fiintd de un profil psi-
ho-afectiv si cognitiv deosebit de complex, femeia infitisandu-se in ipos-
tazele sale cele mai intime, cele mai sensibile si imprevizibile.

Palmse este, fara indoiald, un roman de dragoste, dar nu este vorba
despre o dragoste platonica. Erotismul penduleaza intre doud extreme: fru-
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mos si urat. Cei doi protagonisti traiesc un sentiment de dragoste carnald
si sunt posedati nu atit de sentimente, cit de instincte: ,,Si placerea carnii
poate fi in final si pand la urma o rugd, o ruga curata si asumatd a conditiei
mizerabile de fiinta umana, fiinta in care organele condamnate mai mereu
la blamare se spald cu singura agheasma pe care ele o cunosc” (p. 181).
Asemenea lui Solomon si Sulamitei, protagonistii romanului se bucura de
intimitatea lor sexuald. Expresiile si scenele obscene sunt preferabile in lo-
cul celor sublime - toate infasurate intr-un scris hipnotic insurmontabil.
Palmse nu se inscrie nici in traditia romanelor de dragoste din Grecia An-
ticd, nici in tiparele scriitoarei Jane Austen. Textul se infitiseaza ca o ironie
la adresa romanelor sentimentale clasice si reprezinta un dialog intre doua
lumi. Personajul Carl este construit in baza povestii de viatd a generalului
rus Carl Magnus von der Pahlem din secolul al XIX-lea, proprietar al mo-
sii Palmse (astdzi Estonia), dar care nu se incadreaza in tipologia clasicd a
Balzacianismului. Olga vine din postmodernitate, prototipul ei este deter-
minat de conditii sociale diferite.

Dragostea trupeasca apare aici si ca o metafora a mortii: ,, Toti vor sa
ajunga in rai, dar nimeni nu vrea sa moara. Toti isi doresc sa aibd parte de
dragoste, dar nimeni nu vrea sa-si asume pretul ei.” (p. 182) Eroina roma-
nului traieste intr-o comuniune de iubire suprema cu moartea, tribulatiile
sale erotice tradeaza faptul ca e posedata de ideea mortii senzuale: ,,Amorul
ne arata cat de placuta trebuie sa fie moartea, dar noi nu suntem atenti [...]
Sexul ne este oferit ca inlocuitor al mortii multiple. O dati ce ne-am odihnit
dupi o dulce moarte, suntem nerabdatori sa o traim din nou.” (p. 216) Iti-
nerarul pe care-1 parcurge Olga din dormitor pana la rotonda din gradina si
inapoi este de fapt o incursiune in adéncul propriei fiinte. Datorita descri-
erilor invaluitoare, explorarea treptatd si minutioasd a tuturor incéperilor
din palat (etajul, parterul, gradina) aminteste de traversarea Purgatoriului.
In felul acesta, autoarea sapa in adancul fiintei pana o dezgoleste de tot. Ex-
punénd si hiperbolizand cele mai obscure aspecte ale vietii umane, Stefana
Dicu reuseste sa estetizeze viciu, violenta, boala, vulgaritatea s.a.

Discursul romanesc este constituit cu meticulozitate maxima dintr-o
succesiune de fragmente de jurnal (exprimarea directa a trairilor, ganduri-
lor, temerilor pe care le are eroina) si povestirea naratorului la persoana a
treia. Naratorul descrie situatiile intr-un ton impersonal, nu prezinta sem-
ne de afectiune sau repudiere fata de personaje. Grotescul si absurditatea
debusoleaza si, totodatd, impresioneaza cititorul. Placerea lecturii vine din
procesul de observatie a starilor pe care le trdieste Olga cu mare intensitate.

In fine, Plamse este un thriller psihologic, o poveste de dragoste devas-
tatoare. Abia la sfarsitul romanului, in ultimele doud pagini, cititorului i se
va ardta cd nu a trait decat o farsd, ca ceea ce citise nu a fost decat rezultatul
unei psihoze, romanul infatisindu-se deja ca o fisa clinica.

Diana DEMENTIEVA, dr. in filologie
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